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Ours has been the Age of Eliot, as once there
was an Age of Dryden, and an Age of Johnson,
We encounter him everywhere in !ucn:;cth-cuntury
intellectuality and social speculation and literary
controversy. . + It is conceivable that in some
distant fututo time, when the history of the twen-
tieth century seems barbarous an bewildering as the
chronicles of Scotland's medioval age, the plercing

cleargst

Vislona of Eliot may be regarded as the
light which endured in that general darkness,

S, :

Century [Hew York:
¥ &




fewing my output for

liot told a Harvard audience

out how constantly I have retu
whether by examining the work of the
speare or by reflecting on the possibiliti
in this Harvard Lecture, Eliot admitted that a retro
examination of his eriticism revealed a strong dramatic thrust,
which had come as a surprise. But two years later, in an
addreas to membors ational Book Lrague, Eliot proved

that he had at last ¢ to terms with this dramatic impulse.

may be,” he admittod, "that om the beginning I aspired

the thea
dramatic
1927, the sanme
announced

bty and Dram
and




Eliot mpt drama. COurse,
concerns practical circumstances. hen E. Martin Browne asked
Eliot to dramatize a scenario for o London's religious
Pageants, the timing was opiim request allo
Eliot's interest in religion and drama to je at a time

when Eliot claimed *to ha exhausted my meagre poetic gif

d to have nothing to Bay. T tinued, "commis-
ned to wric something which, C ¥ d, must deliv-
ered by a certain date may hawve 3OrC

crank ing etimes has battory iwm

in the

factor that

in ritual and
tradition. that contempe

P o

. Poetry and Poets,




ackr
oxpressed o . ren the
The criticiam of 1 £ had e
permanence and heritage of the past. he poetry
Eliot had translated the universality
sical allusions and enduring symbols. 1In drama, Eliot must
have reasoned, the past and present could come together in the
most effective merger. Drama is deeply rooted in tradition;
clothed in verse it could offectively incorporate the past
into the present. In an early 1919 essay, “"Rhetoric and Poetic
Drama,"” lot explored smome dramatic theories. Then, in 1928,
his "Dialogue on Dramatic Poetry"” gave further insight into
the potential of drumatic verse. In this essay Character A
states:
I say that prose dvama is merely a slight by =
product of verse drama. The soul in intense emotion
Strices to express itself in verse. It is not for
me, ‘vat for the neurologists, to discover why this
so, and why and how feeling and rhythm are related.
tendency, at any rate, of prose drama is to empha-
8#ize the ephemeral and superf 1; if we to get
the permar and universal we tend to express our-
2lves in vorse,6
Dramatic verse, for Eliot, was to communication what myth was

to ;1(:[.7 Just as myth gives the plot a permanent framowork

SAustin Warren, "Sliot's Literary Criticism,”
Review, LXXIV (Winter, 1966), 278,

0*A Dialogue on Dramatic Poetry,” in Selepcted
(Hew York: Harcourt, Brace & World, Inc., 1 + P-

711‘\ his review of Joyce's Ulysses {"Ulysscs, Crder, and

Myth,® Dial, LXXV (Nevember, 1927), 4B8I), Eliot wrote: "In
using myth in manipulating a continuous parallel between con-
temporaniety and antiquity, Mr. Joyco is pursuing a method




CUrng, so Verss
universally common denominator which unit

emotions expressced with the emotions of all mankind,
the verse creates ¢ reality that tranrcends the
and unites all of the cultural tradition with the drama at
hand. Only through verse, Eliot believ d, could drama create
a sensibility and collective conscience large enough to velop
tradition.

Since Eliot viewed a play as a poest, his transition to
drama was a natural development, an extension of his poetry.
A careful reading of poems like "The Love Song of Alfrod
Prufrock™ and "Portraic of a dy® reveals many dramatic tech-
nigues. But the challenge that subsequently emerged for Eliot,
as a playwright and a modern traditionalist, was that of
ting a verse drama which would transmit the cultural heritage
in a4 manner palatable to modern ears a.d hearts, "I laid
down for myself,” he wrote, "the aesthetic rule to avoid
poetry which could not a test of strict dramatic
utility."® 7The idiom of con-
temporary speech | g0 refined that it did
not appear to be poetry he 0 for the mont
part, listencd to the play unaware that
poetic bridge yoking tradition to t}
which others must pursue after him." This statoment pre
to be a prophecy, for as iot himself became re indebte

to tradition, he too pursued Joyce's course in regard to
Later this was expanded to include dramatic verse.

B=poctry and Drama,” in On Pootry and Pocts, p. 91.




insition to drama conver
Anglicanisnm, Thime religious mitmant,
- Ash Wednesday),
oked a reexamination of the aims of a literary artist
Christian writer has the re sibility to use his craft in
a cial misaion. There were not anly hearts to warm or to
entertain, there were souls te save--and, for Eliot, the

theatre was clearly the best place to do it. In the lant of

his lectures at Harvard on The Use of Poetry and the Use

1 balieve that @ poet naturally prefers to
write for as large and misc sllaneous an audience as
Possible. . . . The most useful poetry, socially,
would be one which could cut across all ¢ prescnt
stratifications of public taste--stratifications
which are perhaps a sign of social Jumtmr:twn.
he ideal medium for poetry, to my mind, and tt
moat direct means cial *usefulness® for r.—;r-::—':.
is the theatre.

Eliot's personal (and pu iitment to the Church

steeped in tradie
arged social mission

that

rama to speak
clear; what he chos say to man ln his drama was
react o the age into which he had been cast.

Thomas Sterns Eliot was born in t! year 18B3, the same

YLondon: Faber and Paber, 1933, p. 153.




ctorian age--wi i1te enth T carnes
ite will to believe=--had spawned a philosophy of
rugged individualism, 1Its egotism refuted the confines of

"traditional® st; the machine a aftoer all, looked

Its optl meve sked lts shallow spirituality

and its exploitation of the earth's hwman and natural re-
American counterparts dev 1 a parallel confi-
It was into this age that Eliot was born. And he
was to denounce it with all of his creative powers for the
duration of
Although E ogan his life in St. Louis, a city of
rn frontier, his roots were Puritan through and
througt He had a distinguished f 1 reaching all
the way back thr h him paternal grandfather, lliam
Greenleaf Eliot, an influential Unitarian minister of St.
Louis, to Thom - whose A Boke 7 the Governour
cxpount the sixteenth century.
It was not unt tliot entored d, howover, that
he was d med to re he Victorian attitudes and the
Victorian frame of mind. At Harvard, lot*s fascination

nbolists soon focused upon the pessimistic

libre of LaForgue. Eliot later claimed that LaForgue

"was the first to teach me how to pak, to teach me the
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lation
ho somotimes deals h it many 1
In some plays it sees to be obscur by more doming
but upon careful investigation, it becomen clear that
oreing the playwric to either succumb
to offer an alternative.

The theme of isolation in Eliot's dramas has not
received the attention that it domerves. A fow critics have
made general statements about it. Katherine Worth, for ex-
ample, in her essay entitled "Eliot and the Living Theatre, ™
wrote that it is "the feeling for alienation” that "gives
Eliot a place, however tentative, in the main stream of

drama.*4 p, W, Harding's article in Kenyon Review takes

a similiar position: "In Eliot's plavs a theme that has ap=

peared in many of his poems is taken further and handled more
ex;+icitly: the theme of @ wration.”15 And finally, in his
book entitled T. 5. Eliot ts and Patterns, Leon Unger
maintaing that "the isolation of the individual i3 a theme of
plays."'% tUnger further explain

hile the theme of estrangoment betweon and

S0 to speak, an ultimate subject through-
ch of Eliot's wor it also signifies the larger

of the individual's i{solatien, his estrangement
from other people and from the world.l7

l4g1iot in Perspectivas A Symposium, ed. by Graham
Hartin (London: MacMillan and Co. Ltd., 1970), pp. 1468-149,

1
XVIII (Summer, 1956), 338.

S"progression of Theme in Eliot's Modern Plays,"”

“’H;nn--.‘!‘,-ﬂils: University of Minnesota Press, 1966,
p.29.
i

171bid., p. 13,




riticism devoted to

Arc aparse.

Even more draging than ]

theme of alienation adequate

representation it recelved, Some

standably succumbed to the tem
criticism of Eliot based
and plays, his most significant poems and

worse, his earlier poems and plays. This

be the case with those critics touching upon the t

alienation. To focus upon the early plays
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resisted until
clear that what e
thing quite g from the agltatec 2 ho © » roamed

A wasteland. A study of all the dramas shows that the initial

reat from an unfulfilling world was only tempor « The

Statements of total alienation and isclation in the early
move through intermediate solutions in the middle plays
they are finally abandoned to an affirmation of human

relationship the final plays. It is this full range in

Eliot's treatment of the alienation motif that ethis study




CHAPY

AGONISTES D THE ROCE

Eliot's first oxperiment in drama, now known as

tes, was initially published in the N

Criterion; the first part, "Fragment ol a Prologue,” ap-

peared in the October 1926 issue, and the last part, “"Frag-
ment of an Agen,” appeared in the January 1927 lssue, Both
were originally grouped under the title of "Wanna Go Home,

Baby?" but in 1932 the two fragments were combined and the

title was changed to Sweeney Aqonistes: Fragments of

Aristophanic Melodrama.

Sweaney Agonistes is short., Even spaciously printed it
can be cuictained by eleven pages. Its short length, however,
does not detract from its imper c ¢ student of
Eliot's dramas. 1t is notable, first of all, because it is
totally original, unlike The Bock and Murder in the Cathedral
which immediately followed. It is also ortant because it
contains all of the important innovations Eliot was later to
poerfect. Besides being the first dramatic showing of the
now=familiar theme of the spiritual pilgrimage, the play
containe colloquial poetic rhythos, a Greek heritage, and

meaning uniquely handled by Eliot.




13

its lines, a vitality perhaps never
d in subsequeont plays, springs from the creation of
a4 jJazz rhythm constructed from everyday roch. r play
flows along with su rhythmic force that it evon denies a
slow reading. George Cautaul, 4 8 5 4 s quoted
lan Bevin as claiming that "T. S . spont hours at a time
beating a drum . . . seeking rhythma for his poem ."I This
seoms to have been in Eliot's mind, for later, whon he instruct-
ed Hallle Flanagan concerning her reading of Sweeney at Vassar
in 1933, he wrote: *I had intended the whole play to be ac-
companied by light drum taps to accentuate the beats,"?
The Greek heritage of Eliot's play is clearly evident.
The fragments resemble cheir Greck prototypes in form. David
Jones notes that the songs can be cited as the equivalents of
the strophe and ecpirrheme and that further material can be
found to stand for the antistrophe, the antipirrheme, and
the .Jntl.phjn-_a.3 Another reference to Sweeney's Greek roots
is found in Eliot's mame lotter to Hallie Flanagan. He sug-
gests that F, aford's Orig f Attl g
4

before you do this play.” Cornford maintainn that the

INew York: Funk and Wagnalls, 1966, p. 86.

2¢arol Smith, Eliot's Dramatic
ney Argonistes | he ETd
Princeton University 8, 1963),
1

of Eliot (Toronto:
8, 196 )

3 4
s

Toroato

4smith, Drama




with their ritual
ts. His
ructure
is the 5 2 arat in
for a forthcoming ritual sacrifice, whoreas "Fragment
represents the con ch ultimately results in
wming of the actual sacrifice.
There can be no doubt that the creation of various
levels 2 9 in Sweeney, as well as in the later plays,
was a deliberate action on Eliot's part. In The Use of Poetry

he writes:

My intention was to have one character whose
sensibility and intelligence should be on the plane

sensitive and intelligent membe of the
iz speeches should be addressed to as
the other personages in the play. .

‘ n underatandi between this protag-
number of the audience, while the
would share the responses of

v the ay .5
student rogardir » handling of

In attempting the

taen directed

his the

Faber, 1933, p. 153.

ith, T, 8. Eliot's Poetry and Plays: A
[(Chicago: The Universits




four other poe
inday Morning 8§ vic

and The Waste Land But
is the same character from poem

Although Eliot admitted that he enjoyed “doing
varately and then seeing tha possibility of fusing

them together . . and @ ng a kind of whole of the:—-.'?
not directly relate to Swoeney.? Moro

important and more concrete is the bearing that the first
"Ecldrop and 3 L 1 contributed by iot to the

lew in 1917, has on the character of Sweenoy:

n Gopsom Stroct a man murders his mistross.
ant fact is that for the man the act is

nal, and that for the brief space he has to
live, already dead. He is already in a dif-
ferent d from ours. Ne has crossed the fron-
‘Il"r‘q

This sketel F ts a real basis for Sweeney
and statuments

accepting Grover

mething can now be

many inter studiea co
the poe - One of
T Bloody Wood," in T. §, El!
le Cri « by Leon Unger (Minneapolis: L
of Minneso . 1967).

Poetry and Plays, pp. 117-118.

101bid., p. 118.




16
Sweeney's alienation. r whather Sweeney was the man who
committed the murder and was not "pinched” or whether he wa
o it, the end result is the same: h terror
incommunicable and hie is toral.
new title o 4 the first clus to the
importance of the alicnation theme in this drama. In the
title, Swecney is linked to the spiritual character of
Milton's Samson Agonistes, presenting an immodiate paral
Carol Smith sums this up aptly:
Bamson's lemma is that of the exile in
an alien world who feels compelled by divine will
to pull down that world arou his head in order
to destroy its iniguities. Sweeney is another
spiritual exile in an allen world and he too must
destroy part of himself in his attack on the world,ll
minute Sweeney faces tho spiritual guestion he
a frontier. Wnether or not he comes to terms with
no longer be the happy, carefreo man he once w.
¥ expluring the sensual world with fellow human bein
for the extent of isolation in this play
stations which make up the famoun
eplgraph before the first fragment:
You don't s them, you
are hunting me down. 3 Ve
ephor
soul cannot be possessed of the divin

union until it has divested elf the love of

ercated beings, 12
5t. John of the Cross'*

llpramatic Theory and Practice, p. 57.

12¢, 5. Elist, Compleie Poems and Plays, p. 74.
tuse page references to the play refer to this source.
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mitigate or romove
Althoue the rocognition of Sweeney's spiritual fever can be
tempered with distractions from the sensual world, he cannot
forever put off the pursuit of the spiritual feree, of the
"Hound of Heaven." The card game that concludes the first
fragment is full of symbols that--like Pereira's call--
foreshadow the inevitable spiritual confrontation. The coffin
and the wedding cards reveal more about forthcoming events

than the characters do: in Cornford's rituals a coffin and

wedding are the respective symbols of death and resurrection.ld

The stage has indced been set for a sacrifice.

In the "Fragment of an Agon,® Eliot explicitly reveals
the awesome sense of alicnation that tortures Sweeney. When
Sweeney states that he wants to take Doris off "To a cannibal
isle"™ where there are “no telephones . . . gramophones . . .
or motor cars,” where life is reduced to "Nothing at all but
three things . . . Birth, and copulation, and death,” Doris
complains that she would surely "be bored" (p. 80). Doris
has nothing from which to run as Sweonc
home in the social woi.d. Sweeney believes that phys
isolation will get him out of Pereira's reach, but he is mistak-
en, He then tries to find release through catharsis by sharing
some the secret horror with his friends:

I knew a man once did a girl in
Any man might do a girl in

Any man has to, nceds to, wants to
Once in a lifetime, do a girl in.

Ligmith, Dramatic_Theory, p. 65.

ld1pid., p. 67.
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Lo viaswi re Percira at the door, calling
rent. ¢ orime has to be expiated and only Sweeney can take
that solitary journey. Eliot's prose doscription of this
state In "Litcrature and The Modern wWorld™ is even morae
provocativ
A man may be crushed by the terrible
awarceness of his isolation from every other
human being . . . alono with himself and
fNis meanness and futility, alone without
God, 15
In March of 1931, B, Martin Browne was asked by the
Diocese of London to prepare a pageant to assist in raising
funds for the construction of forty=five churches in the
London suburbs. The scenario Browne prepared chronologically
celebrated the history of the church as a religious institu-

tion.16

Browne then approached Eliot and asked him to write
the script. Eliot's acceptance of Browne's commission ini-
tiated a deep friendship and a mutually profitable relation-
ship that was to endurc throughout the remainder of Eliot's
carcer as a playwright. Besides their frequent correspondence
and social contac Browne subsequently directed all of
Eliot's plays.

Although any Eliot work should not be totally neglected,
The Rock is the least significant of Eliot's dramatic writings.
It wan written to order, tailercd te a specific scenario and

for a specific purpose, and the final product was the result

Ssmith, ry and P 117,

'Sburing an interview with Burke Wilkinson for the New
8, Browne later claimed that the structure of the

based on a G. B, Cochran revue (Jones, Plays, p. 39},
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of muc collaboration. The special genesis of The Rocs etven
prompted Eliot to decline credit for the warm reception it
later re ved. In a Prefatory Note to the published work,
Eliot wrot

I sannot consider rself the author of
the 'play,' but only of the words which are
printed hero., The scenario, incorporating
some historical scenes suggested by the Rev.
Webb-Cdell, is by E. M, Browne, under whose
direction I wrote the choruses and dialogues,
and submigsive to whose expert criticism 1
rewrote most of them. Of only one scene am
I literally the author: for this scene and of
course for the sentiments expressed in the
choruses I must assume the rcspansibilily."

The pageant of TEY_EEQE shows London workmen building a
church. The difficulties theoy must overcome are intorspersed
with flashback scenes of former historical events that bear
on the suc s of the modern church. The Rock is a character
in a hooded costume who speaks for the perfection of the will
and universally represents all the historical witnesses and
martyrs. The episodic scenes are united by a chorus of seven
men and ten women who appear in half-mas as an impersonal

«18

and undifferentiated symbol of "the church in actio In

a letter to The Spectator in June, 1934, Eliet wrote that in

composing The Rock, "My only serious dramatic aim was to show

177he Rock (London: Faber and Faber, 1934), p. 3. All
future page references to the pagaent refer to this source.
According to Jones {E}gzg. p. 39), the scene Eliot referred

to in this preface was "the last scene in Part 1, the one

scene entirely in vorse.”

185mith, D p. 87.




that there is a ible role f« T The chor
contains the finest poetry in the LY L W ortant to
Eliot: he retained it in two of & P he was yeot to
write and, as Margolis notes, t - re all that
Eliot chose to salvage from the 1is Collected
Poems, "2
The play opens with & statement of cyclical asonal

imagery:

The Eagle soars in the summit of Heaven

The Hunter with his dogs pursues his circuit.

O perpetual revolution of configured stars,

0 perpetual recurrence of determined sgasons,

O world of spring and autumn, birth and dying. (p. 7)

Only five lines into the play, the concept of spiritual rebirth

is foreshadowed. A jud t against the antispiritual society
quickly follows. The City 18 concerned with “too few chop-
houses" rather than with too fow churches: with Sunday "pienics
at Mindhead, or Maidenhead® rather than with Sunday worship
B). The concept of alienation is then clearly presented
the one scene that Eliot claimed authored. In it the
urch relentlessly pursues mankind, in the manner of Pereira
and the Furies, demanding recognitio e spiritual realm.
Men, in return,
Constantly ery to cscape
From the darkness outside and within
By dreaming of systems 50 perfect that no one
will need to be good.

But the man that is will shadow
The man that pretends to be, (p. 42

Y9Jones, Plays, p. 19.

#Intellectual povelops




Escape, of course, s impossible. Man alone, isolated
"the darkne C and within,* and his only recourse is
to reach upwards towards the community of God.

aware that in doing this, total alicnation from worldly
society may result. The followina lines present the concept

of alienation in the form that was to be more fully explored

in Murder in the Cathedral--martyrdom:

And thore shall be Martyrs and Saints.

And if the blood of Martyrs is to flow
on the steps

We must first bulld the steps;

And {f tho Temple is to be cast down

We must first build the Temple. (p. 42)

completely forsaking human interaction for spiritual action,
martyrdom involves total alienation. And it is t theme that

Eliot chose to treat in his next pl




CHAPTER II
MURDER IN THE CATHEDRAL

Encodraged by the reception of The Roeck, Eliot ac-
cepted a commission from the Canterbury Festival Committec
to write a play for the June 19315 Festival of Munic and
Drama. The annual series of festivals, sponsored by the
Friends of Canterbury Cathedral, had begun in 1928 with
Masefield's The Coming of Christ. Eliot accepted the com-
migslon, according to E. Martin Browne, because he “"really
wanted to sec the Church and tne Arts roturn to a closer

alliance."” The commission was accepted, morecover, on the

condition that Orowne produce the play.2

Given a free choice of subject matter, Eliot immediately

chose the life and death of Thomas a Becket, the archetypal

Mmartyr who was Archbis'.op of Canterbury from 1162 ro 11?0.]
IMaking of Plays, p. 37.
21bid,, p. 35,

]n:ueriinq to the historical facts, Henry II's reign
was troubled by the question of whether the clergy was under
the domination of the State. Henry believed, when his friend
Thomas was consecrated Archbishop in 1162, that their previous
fellowship would be an asset in scothing the friction be-
twoen Church and State. Rather than easing the dissension
between lenry and the Church, Thomas became a thorn in his
side. He assumed a life of virtue and humility, resisting
social changes. After a seven-year exile in France, Thomas
returned cxpecting peace at last between Church and State. But

24




a logical
Canterbury saint and since the Y . 1 "only
¢ yards from the place where Becket dic n addition,
the subject of martyrdom was o weially suitable for Eliet,
given his family ckground. iiis gran
Greenleaf Eliot, pr 2 rtyrdom in his Unitarian sermon
»rhe blood of the martyr is the seed not only of the church

s
but of truth and l:bg_-ru_.',“:‘ It must be remembercd that

peverend Eliot's ideals made a strong impression on his family.

This is elearly reflected in this statement by T. 5, Eliot:

The standards of conduct were those which my grand-
father set: our moral judgements, our decisions be-
n duty and self-indulgence, were taken as if,
« sses, he had brought down the tables f the
Law, any deviation from which would be sinf G

Eliot's mother had also explored t subject of martyrdonm.
Her poem Savenarola, published in 1926 with an Introduction
by T. S. Eliot, was about a martyr who died for the belief
that the law of God supersedes the law of man. Eliot's
grandfather and mother, © efore, had groomed him to upder=

take a study of the martyrdom of Thomas a

when Henry ated Church
ledge his authorit C ; refused to on &
position. stabbed o death
Canterbury Cathe The four men later repe d.
two years after his

Howarth, Notes
on: Houghton Mifflin Company,

rican Literature and the
ashington University Press,




1l=length dram
dral has commanded enduring tere
widely porformed--from its initial London
duction in 1970 which marked the B00th anniversary of
ath of Bocket. {The latter s again produced by E. Martin
Browne and was also performed on the stage of Canterbury
Cathedral.) The play has been published six times and a
film version was made in 1952. is held, by many critics,
to be Eliot's leading dramatic work, and it is freguently
cited as + drama which will prove to be most enduring.

Clark, for oxample, writes in h roduction to

ntury Interpretationst Murder in the Cathedral

will probably pro to be the play that best with=

atands the test of time."?

Thero aro many valid re 1S play, Eliot's only

trage s attracted such sustalined attentic Firat of all,
the play achie

tyrdam. Canterbury setting presents a microcosmic View

of the world, and the onacted drama is applicable to the

twenticth century as well 2 to the twelfth. Standing outside

s the universal theme i nturies. The time-

less subject is illuminated by Eliot's liar imagery of
] ¥ ¥

ynal rencwal, of the cycle of death and rebirth. The play

begins in autun when as has made his commitment to

Yor Harcourt, Brace and C pany, 1335, s




takes place near the winter
equinox, the b de speak of the coming spring.
Related te this theme of martyrdom is the iristian motif
of the glorious loser--a motif that further expands the
universaliey of Thomas' action. Besides the catholicity of
the martyrdom, the chorus reappears in this play, this time
made up of the Wemen of Canterbury. The chorus specifically
represents all the people of Canterbury but, in reality, sym-
bolizes all of the people of the world. Eliot, in addition,
returned to verse as the medium for the theme. He claimed that
he modeled the lines of the play on "the versification of
Evggzpnq.‘a The verse reaches notable highlights, especially
in the choral apeeches. Jones, in [ , states that the choral
apeeches are "the greatest thing in a great play” and that “we
have to go back to Greck Tragedy to find choral writing with
which to compare to the best of thom,"?

The plan of Eliot tragedy

into two parts, separated by a prosc sermon.
Eliot creates the setting for the significant act
The chorus tells t agdience about previous action:

Seven years and the summ is over

Beven years since the Archbishop left. 10
Besides agreeing with * historical facts, the number seven
is stressed because in the Christian view it is the Biblical

Bepoetry and Drama,” Atlantic Monthl February, 1951,

34,
95_’1_.1"'5. p. 56,
10Murder in the Cathedral (New York: Harcourt, Brace and

Company, 1935), p. 12. All future page references to the play
refor to this edition.




winter

way to the rebirth » the unit of carthly
¥

13 about to end for : g way to a heavenly re-

birth. A conversation botween Threoo Pricsts o mphasizes
at Thomas'® return from exile will set
motion. The Third Priest sa

For good or 1ll, let the wheel turn.

The wheel has been still, these séven years,

and no good.

For ill or good, let the wheel turn. (
Eliot next takes seme liberty with the actual historical facts.

though the play title calls attention to Thomas® act of

martyrdom 3 . he actual murder, t ) especially the
firast part, o about a martyrdom as it 18 about
the format martyr and his spiritual states of consclous-

To elucidate this, Eliot peors € spters who

of 11if 5 glory.

Templer o

would win

Thomas admits:

The last i the greatent treas
To do the right for the wrong reason.




despite t fact that he comes close to giving in to
pride and seeking the glory, pmas ultimately repells t
Tempter, as he did the others.

After a prose sermon interlude delivered on Christmas
Morning, Part II resumes on December 29th, the 4 of the
actual murder. Three priests enter bearing banners celebrating
tho martyre Stephen, S5t. John, and the Holy Innocents.
Four nameless knights appear next, present accusations against
Thomas, and then leave to arm themsclves. When it becomes
evident that Thomas is in danger, the priests urge him to
bar the door and flee or hide, betraying their lack of under-
standing concerning the will of God, Thomas responds force-
Fully:

Unbar the doors: Throw open
I will not have the house of
the church of Christ,

Thn sanctuary, turned inte a fortress

I give my life
To the Law of God above the Law of Man
Unbar the door! unbar the door! (p. 74)

After the actual murder takes place on stag nights come
ddr the audience in prose, identifying them-
Browne notes that "Ellot made a careful study of the
inous contemporary records of Thomas' confrontations with
the Kni ~11 ¢ir no ¢+ in the play are the authentic
names of the actual murderers. After comments by the priests

the play then ends.

isolation of Thomas occurs on more than onc level

“}l:kn\.z of Plays, p. 49.




in this play. He 8 atog t of all, cast

that surrounds him. As in other dramas, Ellot stratifiod the
characters into levels of spiritual awarenc Thomas, at

the top of this spiriwual scale, is the only fully-developed
character in the play. He has achieved a level of spirictualiey
that isolates him totally from the rest of the cast; he is a
saint among sinners. Robert N. Shorter, in his article

“Becket As Job," points out that Thomas is as isolated as

the figure of Job because of his integrity in the spiritual
cause, 12 Similarly, Francis Fergusson, in his article

“"Murder in the Cathedral: The Theological Scene,” writes:

The dramatis personae (essences of discontinuous

worlds of experience) have nothing in common but

the blank and meaningless fact of the killing--

eXcopt Thomas.
Apart from Thomas, the other characters meve in the "dark
night"--at least initially. They remain almost allegorically
distant., The priests, as representatives of God's viewpoint,
cannot oven comprehend Thomas' act, let alono understand its
implications. The Knights are unable to see Thomas as
thing ecxcept the King's enemy. 1In the roality of the London
world, as interpreted on Canterbury's stage by Eliot, Thomas
stands alone--isolated from the characters that surround him

because of his spiritual consciousness.

1214 Twentieth Century Interpretations: Murder in
Cathedral, ed. by David R. Clark (New Jerscy: Prentice Hall,
inc,, 1871), p. B8.

31bid., p. 35,




and isolaced in
ding act is of a solitary
ationghip between God and man rather
men.  After his commitment to martyrdom but
before the actual murder, Thomas is in a netherworld, neither
world-centered nor God-centered. The waiting is thus lonely
and presents a great burden, and it is something he must en-
dure alone. He admits that it is very difficult: “He er
the interval than the consummation™ (P« 23). The sclf-
examination that Thomas undergoes as to his motivatien is an
isolated endeavor. When the Enights later stand accusing
Thomas, Eliot uses physical imagery to represent this sense
of isolation. The First Knight suggosts that Thomas roturn
to his exile. Thomas, responding that he had xnown “"seven
years of mi and pain® in oxile, then s
VEer again, you nust make no doubt
Shall the sen run botween the s herd
ond his fold. (p. 65)
The physical separation alluded to here mirrors ater
montal isolation Thomas expoer *% when physically atanding
amid his flock--yot 4 5 L EN hi

Thomas' isolation ocours just § i to actual der. At

this point Thomas is totally alone. He iz alienated from the

London communit la contemporaries have cast him off and
condemned him to death. He cannot, however, claim to have
carned God's companionship until the act of martyrdom. He
describes his anguish:

Emptincss, absence, soparation from Godj




ptincss, absence

Just prior to the murder itsclf, Thomas is a man who stands
apart from everything, totally alone. BHut if one takes a re-

trospective view of the protagonists in 5w vnoy AJonistes and

is evident? Whereas Sweeney merely confronted the hounds of
heaven, Thomas a Becket has heard and has followed them.

The chorus also plays an lmportant role in heightening
the alienation in the play and, more importantly, in showing
movement away from it. Besides giving the play a traditional
framework, the chorus provides a close-knit folil by which the
isolated spirituality of Thomas can be more clearly perceived
by the viewer. Eliot explained its specific funetion in a
talk given one year after the production of the play:

The chorus . . . mediates between the action and

the audience; it intensifies t pro=

jecting its cmot ional consequences, 50 that weo

as the audience seo it doubly, by sesing its ef-

fect on other people.

chorus thus illuminates the acti in the traditional
Greek sense: however, in agu.tion, it sorves to present the
spiritual temperament of the common lot of humanity. As a

the action, it reveals the feelings of

the London populace.

The Women of Canterbury that make up the chorus cannot

Yjones, Pl ys, p. 52.




begin to compret o pclosa o L of martyrd

Thomas approaches. ent to hide behind namecloss
ano ¥ and to reside in the status quo, They prefer the
neutral progression of the material and sensual life, a life
reduced to the ordinary er of "birth, ecopulation, and death.”
The chorus feels it has been "forced to bear witness® tp. 11).
It claims,

We are content if we are left alone.
We try to keep our houscholds in order:

er\:'oc.!. fp: 12!

Prufnr;iﬁq lé paﬁs'uénbs
After Thomas returns and the impending action is foreshadowed
{"I11 the wind, i1l the time, uncertain the profit, certain
the danger” p. 18), the women show real fear. They implore
Thomas to roeturn to his exile:

Return. Quickly. Quick Leave us to
perish in quice,

e do not wish anything to happon.

seven years we have lived quietly,

Succeeded in avoiding notice

Living and partly living., (p. 19)

chorus here reflects the Repaissance concopt of order in
attitude regarding Thomas' return, The impending violence
ccould only result in discord, disturbing the music of the
spheres. The chorus is afraid of any confrontation with spir-
itual elements. The significance of this fear is reflected
in the fact that the original title Eliot gave to this play
was Fear In The 15 This title cmphasizes the reaction of

the chorus to Thomas' return==heightening the importance of

‘Browne, Making of Plays, p. 55.




fear in the ond of ¥ he murder has
en place, the chorus is suddenly to confront and
n to cmbrace the fruits of Tha Thomas prophesied
that this might ocecur:
This ia one moment,
But know that another
Shall pierce you with a sudden painful joy
When the figure of God's purpose ls made
complete. (p. 69)
And he proves to be correct, for in the last choral speech,
a slonder ray of hope emerges concerning the apiritual
condition of the chorus, foreshadowing the changes to occur
in future plays. The chorus suddenly embraces the spirituality
of Thomas' act. It praises God and recognizes T as as a
saint:
Wherever a saint has dwelt, wherever a martyr
has given his blood for the blood of Christ,

There is holy ground, and the sanctity shall
not depart from it. (p. 87)

1
£

Thus the chorus, t common folk of London, prefits from the
pattern of fate into which {t has been involuntari drawn.
Thanking God for giving "such blessing to Canterbur
it is ultimately able to acknowledge its own
ness,” and “"sin" (p. B8B).

Even if the audionce resists identifying o h Swoeeney
and His prostitute friends or with the +1 Thomas a Becket,
it can tdentify with a chorus made up . In
future plays Eliot explores the potential 4 iritual fulfill-
mont in such common folk, in the lives of ordinary mon and women
in the contemporary world--a fulfillment hinted at by the Women

of Canterbury.




CHAPTER I11
E FAMILY REUNION

In a humorous letter to Ezra Pound, writton after the
completion of Murder in the Cathedral, Eliot offered the
following "Five Points on Dramatic Writing™:

You got to keep the audience's attention all
the time,

If you lose it you got to qet it back QUICK
Everything about the plot and character and
all else what Aristotle and others say is
secondary to the forgoin.

But IF you can keep the bloody audience's
attention engaged, then you can perform any
monkey tricks you like when they ain't look-
ing, and it's what ¥ou do behind the audience's
back so to speak that makes your play IMMORTAL
for a while. If the audicnce gots its strip
tease it will swallow t pootry.,

If you write a play in verse, then the verse
ought to be a medium to look THROUGH and not

a pretty decoration to look AT.1

There is an inherent challenge for the modern pl ywright in
these facetious remarks--and it was a challenge Eliot received

with enthusiasm,

The Rock and Murder in the Ca

works he had been commissioned to write, had caused him to

drift ay from the o
fragments--that of €reating a roligious verse dr

With contemporary relevance. E. Martin Brewne notes that Eliot

Was, upon the completion of Murder i hedral, “"quite

'smith, pe atie Th




i6

deterr o roef i t L rtake further work for
the chur 2 2 E O ommi s 5 ch demanded
prefabricated historieal themes and sottings, Eliot Was now
able to focu CAative powers on the writing of his first
full-length original drama.

Besides wanting to “keep the bloody audience's attention
engaged,” Eliot approached the writing of this next play wich
concrete dramatic goals in mind. Chicf among them was the

union of the secular and religioun visions., In a 1917 lecture,

given after the publication of Murder in the Cathedral but

prior to the completion of The Family Reunion, he made the
208 oMY Reunlon

following assertion:
The creation of a livin religious drama in our

CLime is not to be conceived of as a problem en-
tirely isolated from that of the sccular theatre.

+» - +» We need to strive towards a reinte racion
of both nds of drama, just as we need to strive

towards a reintegration of life.3

In theory, then, Eliot wanted to fuse the religious and
secular visions into one drama. But in actuality this w a
difficult challenge, As Barber succinctly summarized, Eliot
intended to present "the action of redemption to audiences
the most part unaware that such an action cxists,"?

goal to try the talents of any playwright.

To make tho spiritual message palatable for the aud

1.J":mt.-s, Plays, p. Bl.

4*1. 5. Eliot: After Strange Gods," The Southern Roview,
(n. m., 1940-41), 3137,
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¥ cial stage, Eliot once again roturned to the
urban setting he had caploved in the Sweeney fragments, test-
ing {and proving) Baudelaire's contention that enduring poctry
could be precipitated from the chaotic urban scenc. The mod-
ern audience would have been repelled by the pricsts, argan
music, and stained glass which were essential in the previous
commissicned plays. Eliot thus evolved a Christian comedy in
the vein of closet drama which contained verse and religious
themes yet entertained a contemporary audience. The sacerdotal
landscapes of The Rock and Murder in the Cathedral were ro-
placed by a modern drawing room peopled with modern characters
whose cocktail party chatter disguised both the poetry and the
decper meanings of their lines. This Betting, which was te
lic at the heare of the next four plays, would serve as the
framework within which Eliot could show that the desanctifica-
tion and deculturalization of modern man were as universal

as the myths upon which he built cach play.

The drawing room that dominates the stage for The

is located at Wishwood, the estate of the

« English neople of substantial means. The
reunion is occasioned 7 a eelebration of the birthday of Amy,
the matriarch of the family. Members are Journeying from
divergent areas to attend the reunion. The expoctation of
their arrival (s skillfully used by Eliot to build interest:
Arthur and John, in fact, never do arrive. The conv ation
that occurs in the Monchensey drawing room is thus light and

gay=-about the weather, shared childhood memories, and adult




k]
etting, however, takes on neWw overtones

with the arrival of Harry., the protagonist of the play.
It soon becomes clear that for Harry the family's reunion
will have a deeper significance. His seven year abscence
should have generated a joyous return. llarry comes, however,
pursued by the Furics and tortured by an obscure and baffling
guilt which, he believes, results from the possibility that
he caused the death of his wife in & mysterious shipboard
accident. Aunt Agatha later reveals to Harry that the guilt
he feels is really an inherited family guilt, derived from
his deceased father's wish to kill darry's mother, who was
then pregnant with him. Like the character's in Ibsen's
Ghosts, Harry learns that the sins of a father can be visited
upon the head of his children. After learning the truth, Harry
leaves to carry out the expiation of the family curse, guided
by the same apirits which formerly pursued him. And the
drawing room which was to have contained a joyous family
reunion becomes the scenc E mo departure and
Amy's death.

To universalize the English drawing room setting, Eliot
again invoked the superstructure of Greek myth and ritual.
the Family Reunion is based upon the Oresteia of nvachylus.ﬁ
in these plays, the Erinyes lor Furies) pursue Orestes be-
cause of the guilt he carries from the murder of his mother.

After they force him to purge the curse on the house of Atreus,

SThe Orestcia is a triloay composed of Agamemnon.
Choephoroe, and Eumcnides.
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they are declared by the court of Athens te be henceforth
known as the Bumenides, honored spirits of mercy and good
will. Eliot's chorus of Furies, similarly, is at first
interpreted by Harry as evil. After he acknowledges the
necessi of expiating the curse his father brought upon the
house of Monchensey, Harry recognizes the Furies as benefi-
cial forces and allows them to lead him away.

The religious themes Eliot sought to disguise in contem-
porary settings are thus seen to be universal spiritual
problema. Although Kirk may be right when he notes that “there
is more of Baudelaire than Acschylus in this drama,"® (refer-
ring to Baudelaire's emphasis on original sin), the play none-
theless blends the Christian and Greck visions. The true
Christian ideal, for Eliot, was not solely confined to church
rituals. He was religious in the sense that the Grecks were
religious--as the spiritual relates to the whole of life,

By combining the Oresteia with a contemporary sotting and over-
laying that with the force of Christianity, the guilt of the
Greek legends merges meaningfully and effectively with the
doctrine of original sin.

The Family Reunion first became public on November 14,
1937. Eliot went to supper at the home of Henzie and E.
Martin Browne and read tha first drafe of it aloud after
dinner. Browne records that his emotions were mixed:

Of all his plays, this one was, and is, the most
difficult to apprehend. It is also the one which,

SMoral Imagination, p. 265.




to me at least, has over the yvielded the mos
fresh insight and repea

The draft read at the supper party was far from finished.
The revisions proved to be tedious: they continucd for over
a ).-e.':u'.5 Some critics imply that Eliot was, even then, com-
mandeered by Browne. It is clear that, although Eliot respoct-
ed Browne's opinions, he was by no means the puppet of his
directer. This guotation from a letter concerning a subsequent
script of The Family Reunion shows that Eliot indeed maintained
sole authorship:

Your examination of the play was no more painful

than 1 had anticipated--I had been looking for-

ward to the moment with dread. 1 shall try to do

some work on it before I see you; but first T have

to sort out, of course, the criticism 1 can accept

from those I can't!?
B8y the time the final revisions were completed months later,
the play had been assigned to London's Westminster Theatre.
The part of Harry was entrusted to Michael Redgrave, with
Helen Hayes playing Amy and, by Eliot's sp fie request,
Honzie Racburn, E. Martin Browne's wife, playing Ivy. It
finally opened in March of 1939, two months after the publics
tion of the final issue of r Criterion. 1In that me menth
Faber and Faber published the first edition. Ellot mself
desired that the pl be reloasced aimultancously with the

play's opening; he subseguently recognized the wisdom of

TMaking of Plays, p. 90.

Brhe toxtual revisions and correspondence related to
this play's problems are carefully detailed in Browne's
chapter on The Family Reunion in Making of Plays. pp. 90-151.

Yarowne, Making of Plays, p. 90.




delaying publication until after had the benefit of
audience reaction to the drama,

The reactions to the innovations in The Family Heunion
are so varied that they deserve to be noted. Critical
appraisals range between the extremes representod by Muriel
€. Bradbock, who called the play "Mr. Eliot's worst f.n:uu‘.‘w
and that of the actor Robert Speaight, who called it *his
best.*1 pesides the diversified comment on the stage produc-
ticn, therc has been much argument as to the categorization
of the play itself. It has been termed "a psychological
tragedy™ by Helen |'~:.1rdn1~r.12 "a realist drama® by Sean
Lucy,” a "tragic comic versc melodrama® by Grover Cleveland
S.'-\ith.“ and simply a play that is "neithor tragedy nor comedy®
by J. L. Styan.lS

If the comic closct-drama setting cannot alone elaim
the smiling mask as the emblem of the play, then the more
sorious religious themes can support comedy's claim upon The

Family Reunion. The play is about Harry, and when Harry goes
19%usse11 Hope Robbins, The Eliot Myth (Now York:
Henry Schuman, 1951), p. 97.

ll"lnturprullﬂq Becket and Gther Parts,* in T, 5. Eliot:
A Symposium For His 70th Birthday, od. by Neville Braybrooke
(Kew York: Farrar, Straus & cudahy, 1958), p. 75.

3
2vma comedies 6f T. S. Eliot." in . S. Eliot: The Man

and His Work, ed. by Allen Tate (Now York: Delacorte Pross,
1966) , p. 161,

13, 5. Elioe: The Idea of Tradition (London: Cohen & West,
1960}, p. 193,

HMpoetry and Plays, p. 196.

157he park Comody: The Developmont of Modern Comie

Tragedy (Cambridge: Cambridge University Press, 1962), p. 3.
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off in the ond "to follow y tght n i a8 problem
is resolved without the eles f waste that characterizes
tragedy. The question of whether any play encompassing the
Christian visieon can be & tragedy then must be raised. While
the Bible asks what fellowship light has with darkness, in
this case, it is only under the cover of darkness that the
light can be seen. And the subsequont examination of Harry
isolation reveals that indeed the light shines bright and

clear in the ond.

When Harry returns to his family's reunion, accompanied
¥ P

by his faithful chauffeur, Downing, it quickly becomes clear

that he is an alien among his family. Harry arrives at Wish-
wood just after his first visual cncounter with the Furies.
Since he is unable to comprehend their significance at this
point, he reacts to thelr appearance with terror. Entering
the play en media res, liarry's first act is to close the
window. He hopes to take refuge within his family and shut
out future encounters with the Furies. “Can't you see

he asks,

You don't see them, but I see them

And they see me. This is the first time that I
have seen thom,

In the Java Stra in the Sunda Sea,

In the sweet sickly tropical night, I knew thoy
wore coming,

In Italy, from behind the nightingale's thicket,

The eyes stared at me, and corrupted that song.

They were always there. But I did not sce them.

165, 5, Eliot, The Family Reunion (New York: Harcourt,
Brace & World, Inc., 1939), p. I1l. AIl future citations from
this play will be from this source. Pages only can be given
since lines are not numbered.
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closer look at these three confrontations.

The scenc between Harry and Mary opens with an exchange
of polite reminiscence however, whon Mary excuscs heraclf
to dress for dinner, Harry detains her: "No, don't go just
yet™ {p. 51). e later he ropeats this plea more
urgently:

%o, no, don't go! Pleasc don't les

Just at this moment. 1 feel it is important

Something should have come of tails conversation. (p. 56)
But Mary is un ¢ of the deeper problems Harry is wreastling
with, and she is unprepared for the intense emotion he dis-
plays in the conversation to come,

Harry begins by asking Mary if she was ever “happy here,
as a child at W 4" (p. 531). Mary's answers reveal that
she, like darey, suffered from Amy's domination. result
was a reptrictive childhood that, she says,

« »« « Secmed to be imposed upon us;
Even the nice things were laid out ready,
And the treats were always so carefully prepared:
There was never any time to invent our own

enjoyments. (p. 52)

Dne happy oty stands out though-=a "hollow trec in a wood

by thye “iver 53), a microcosmic symbol of the richest

world of childhood. When Mary responds with understanding,
Harry interprets it as a response to the brief attraction he
foels for her. 1In sudden hopes of recapturing his childhood
peace through a new relationship with Mary, Harry impulsively
sharces his haunting fecars with her, s doscription of his

experience with the Furles also portrays his isolation:




fOU Ccannot

dden extinctis alternative,

ORI LA crauk ' iron cataract.

them near me,
re and here--whenever I am not looking,
L ring at the corner of my oye
do not kpo
cannot know, yYou cannot understand,

Fe i only one way for you to understand
And that is by i They are much too clever
- world. Yours is no better.
¥ ! t: it is part of the torment.
54-56)

Furies have set Harry apart from the rest of his fFamily.
tnolation underscores his fear and the result is an
“apprehension decper than all sense” (p. 39). The appro-
‘mBion that they might come, however, soon swells into the
frightening intuitive scnee that they are truly near. Ter-
rifled almost into incoherency, Harry screams,
now? Come out]
ere are you? Let me sec you,
I know you are there, I know you are
yving on me.
y do you pla me, why do you let me
ly to surround me? When 1 remember them
leave me alone: when I forget them
for an inatant of inattention
@y are roused again, the sle
That will not let me sleep.
But when the Eumenides finally do appear in the window embra-
sure, Marry is unable to interpret their purpase. That
purpose was clearly deseribed in a letter Eliot wrote to
Browne in answer to Browne's suggestion that Eliot rewrite the
play so that Harry and Mary wed:
This is the first time since his marriage ("there

was no ecstasy™) that he has been attracted towards
any woman. This attraction glimmers for a moment




in his mind, half- sciously possible "way
of cacape”; and the Furies (for the Furies are di-
v instruments, not simple hell-hounds) come IR

the nick of time to warn him away from t ovasion--
though at that moment he misunderstands their
function.
But although Harry interprets the Furies as hostile spirits,
he doos learn that Mary cannot become a buffer between the
Furies and him, Mary goos to the window and draws the
curtains: “"Harry! There is no one here® {p. 61}, But Harry
has seen the Furies. He sadly addresscs Mary:

You're of no use to « I must face them.
I must fight them. (p. 61)

And at this point, Harry must fight them alone.

Harry's conversation with br. Warburton has the fruit-
ful outcome of alerting Harry to the importancoe his Aunt
Agatha may have for the resolution of his Problem. Eliot
accomplishes this in an interesting round-about manner whero-=
by Dr. Warburton betrays himself, Although Dr. Warburton,

18 initiated the

as an old family friend and family doctor,
conversation to alert Harry to the - his mother's
ill health, Harry's probing 1 5 | fter Har

describes his own jue childhood memories surrounding his

father's death, Warburton replies:

—_—

]“Jjaig_i_:lv_x of Pl p. 107.

la(.‘.\rul.c Smith (in Dramatic Theory and Practice, p. 139)
aken this inte ting comment regarding Dr. Warburton's role
in the play: "He fulfills, I am convinced, the ritual role of
the cook-doctor which Cornford described and takes his place
as one in a long scries of serio-comic, symbolic, cook-doctors
in T. S. Eliot's plays, beainning with Percira in Sweaney
Agonistes and including Sir Henry Harcourt-Reilly In The




You overinterpret,

I am surc that your mother alwe loved himg

There was nover the i

scandal., (p.

Barry's alortnes spiritual problem causes him to
pick up the subtle meaning that Dr. rburton's roference
to a scandal contalins:

Scandal? who said scandal? T did not

Yes, I see now. That night, when she kisscd me,

I felt the trap close, 1f you won't tell me,

T must ask Agatha. 1 nover dared befoero. (p. 75)

Dr. Warburton's reaction is strange:

I advise you atrongly, not to ask your aunt--
I mean, there is nothing she could tell you. (p. 75)

His reply convinces Harry that there is something he could
learn from Agatha, something which might enable him to escape
from his isolation into the peace of understanding.

Harry's isolation reaches its height just prior to his
conversation with Amy. Before coming to Wishwood, he had
been haunted by the unscon Furies around the globe., The
fears resulting from this are suddenly greatly intensified at
Wishwood when Harry actually sees them. The tension of the
play thus builds to a climax as Harry begins to talk with his
Aunt Agatha; at this point Harry, like Swoeacy, Knows the
torment of incommunicable isolation:

At the beginning, cight yoars ago,

I felt at first, that sense of separation,
Of isolation, unredeemable, irrevecable--

Cocktail Party, gerson in The Confidential Clerk, and the
doctor who urﬁur Lord Claverton to the sanitorium in The

Elder Statesman.® This unexplored hypothesis suggests a
fascinating investigation of Eliot's dramas.




knowledge
nal while 1t
one hell,

Then the numbness came to cover jt--that is another--

The second hell of not being there,

The degradation of being parted from mysel £

. I thought foolishly

That when I got back to Wishwood, as I had left it,

Everything would fall into place. But they prevent it.

I have to find out what their Feaning {ia, (p. 95
Enowing that he is clese to undurstand:n; the meaning of the
Furies, Harry iniciates the denouement of the play with the
simple reque: "And now I want you to tell me about my
father® (p. 97).

Agatha, the “efficient principal of a women's college”
(p. 97), has carried the burden of the family's sceret alone
until this moment. She can now tell Harry because he has
matured enough te take the burden froem her and, like Christ,
explate the curse upon his human Family, Agatha recognizos
that Harry has been Spiritually eclected to his mission
It is posaible

You are the consciousnens of your unhappy family,

lts bird sent flying through the purgatorial flame.

Indeed it is possible. Yyou may learn hercafter,

Moving alone through flames o ce, chosen

To resolve the enchantment under which we suffoer,

{pp. 101-102)

S50 Agatha passes Harry “the burden of all the family® p. 102)
and reveals the simple truth: she and Harry's father fell (n
love and his father subsequently plotted to kill Harry's mother,

then pregnant with Harry. Agatha admits that she interceded

on Harry's behalf:

1 did not want to kill youl
You to be killed! what were you then? only a
thing called 'life'--
Something that should have been mine, as I felt then.

{p. l00)
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When the truth ia finally ¢ *d, Harry's relief is immediato.
The vague guilt that he believed to be grounded in the ship=
board aecident involving his wife has now been defined and
clarified. Given conercte roots, the unfounded quilt about
his wife dissipates “Perhaps, I only dreamt I pushed her”
(p. 101).

The moment of truth is suspended in time. In it "the
chain breaks, the wheel stops” (p. 104); all time converges
upon one moment with cternal consequences. Harry's relief and
Joy are revealed with Eliot's 6t famous symbol:

Oh my dear, and you walked through the little door
And I ran to meet you in the rose-garden. (p. 105)

But at that mement the Eumenides appear again to Harry. Why?
The answer is that Harry has begun to misinterpret his gratitude
to Agatha as he did his gratitude for Mary: he channels it inte
a sexval response,. The Cumenides are neaded te warn hi away
from this direction. Leon Unger's referonce to "Harry's need
for the soxual -.-xpvrwr:.-u“” 8 even more credible in the light
of Eliot's comments about Harry in a letter to E. Martin
Browne:
+ « - he finds refuge in

the attraction, half of a son and half of

to Agatha, who reciprocates in somew

way. And this gives the cue for the smeecond appear-

ance of the Furies, more patiently in their role of

divine messengers, to let him know clearly that r_'ng“
only way out is the way of purgation and holiness. 20

2%Making of Plays, p. 107.
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the Furics win, Harry "must follow the bright angels*
111); he leaves "not to run a%ay, but to pursue/ Not to

avoid ing found, but to wec Ip. 110). Eliot's famous

reply to Michaol Redarave's query about Harry's fate--"

think he and the chauffour 90 off and get jobs in the Easc

End"2leayag 4 dismissal of subsequent events; the important

thing is that Harry comes to understand his guilt and accepts
the guidance of the Furies in the end. Eliot's oWwn words ex-
plain Harry best of all:
At the beginning of the play he is aware of the past
only as pollutio =+ - Only after the second visit
of the Furics does he begin to understand what the
way of Liberation is: and he follows the Furies as
mmediately as the Disciples dropping their nets,22
The Family Reunion represents a milostone in Eliot's
dramatic eareer in Fany ways: it is his first totally original
pPlay, it is his First comedy, and it represents concrete move-
ment from the alienated anti-Victorian position ovidenced in
carlier pla
One of the significant changes in Eliot's treatment of
alienation is shown in the use of the chorus. In Sweeney
Agonistes, the chorus remains undifferentiated and unnamed.
The chorus of Tho Rock is masked, at Eliot's instruction, to
disguise identities, 1n Murder in the Cat edral, the chorus

consists of the Women of Canterbury: this identification is

2lin Katherine Worth's "Eliot in the Living Theatre,*

Eliot Perspective: A Symposium, ed. by Graham Martin
(London: MacMillan an Company, Ltd., 1970), p. l60.

22, Martin Browne, Making of Plays, p. 104,
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it Mor g2 } 8 forentiated.

It i3 in The n e - first time,
composas the chorus out of the cast of ¥ This chorus
1s made up of four characters: Amy's two sisters, Violet and
Ivy, and the two brothers of Amy's deceased husband, Gerald
and Charles. Besides being members of the chorus, these
charac crs have identities of their own. The separate lines

speak provide insight into their personalities. In The
Family Reunion, then, Eliot moves away from the mystical,
remote, undefined chorus towards one that is personalized and
tangible. It is a movement towards realism.

Another change that study of this play reveals is in

Eliot's treatment of protagonists. Sweency Agonistes is about

a confrontation which occurs between Sweeney and the Furies
It represents a significant spiritual step for Sweency, but
nothing else happens. The play onds with Sweenoy's loncly

confrontation. In Murder in the Cathedral, Eliot goes a step

tarther. Although Thomas remains as isolated as Sweonecy, he
s progress farther along the spiritual path. Confronted

with a spiritual choice, he chooses to act, and his martyrdom
is the result of his commitment to action. Like Sw ney .
however, Thomas is still isolated from the human world around
him. Mo eone comforts him, and it is only the ilapersonal
chorus, after his martyrdom, that shows any promise of compre=

nding the significance of his action. 1In The Family Reunion,
Harry, on the other hand, is in a different situation. TInstead

of being unable to communicate with those about him, Harry




3 out the help ¢ Other characters
with his guile. only by cenfronting pcople
fie understand Bos
whieh cmergoes
members of the Mary, Agatha, a Downing. Although it
is cssentially true, as J. L. Styan states, that the other
actors "negatively enhance our sense of Harry's solitude and

suf!'n-n:h_:."23 it is those three e acters that also relieve
Harry's isclation. Even the dneducated but loyal Downing,

the chauffour who drives Harry away in the end, has the poten-

tial to help his enployer cope with the guilt ho must expiate.

Just before Harry departs, Agatha tells Do ing that she and
Mary have seen the Furics also. Downing responds:

You mean them ghosts, Miss)
1 wondered when ig Lordahip would got round to
secing thom
Of course, I knew they was to do with his Lordship,
And not with mo, so I could sce them cheerful-like,
In a manner of speaki 9. There's no harm in ther
I'll take my oath. p. 125)
Not only had Downing scon the Furies

Harey =o painfully found ocut he 5 Y reunion=-=
that the Furies wero t ¢ B i the Gro nse, heal-
ing spirits of mercy d g lines
between characters are thus

nd Thomas stood ains 3 c : world,
Harry's ation ism ecase

Agatha, and

2
= ;[).l rk Comedy,




Downing. These tr iracters

Present an emerging mic qrou that figures even more

inently in the next




CHAPTER IV
THE COCKTAIL PARTY

The greatest of living poets has been trying to

storm the drama for a long time, but at last he

has mastered it, and his new work, which is

technically in verse, but hardly scems to be, 15

an authentic modern masterpiece, one of the two

or threo finest plays of the post-war English-

speaking stage.
These words, written by Richard wWates, Jr. for the Londaen
Daily Post, accurately reflect the unanimously positive
eritical responses to the production of Ellot's next play,
The Cocktail Party. The eritical judgements, furthermore,
wore not limited to a comparisan of the Ellot plays that
preceded it. Robert Coleman, for example, called it "one of
the great plays of our ti 2 philip Headings labeled it as
“the most successful verse play of the twentieth century.“l
At any rate, the reputation of this unique drama was inatantly
golden--and in the years since Alec Guiness headed the initial
Londen cast and Rex Harrison led the stage version for New
York audiences, interest in and acclaim for The Cocktail Party
has continued.

2t

larowne, Making of Plays, p. 243.

21pid.

dr, s. ©liot (New York: Twayne Publishers, Inc.. 1964) .,




The 3 cant fact that must be confronted when
attontion is ktail Par s that, unlike T
Family Reunion, whose structure and mea g3s scemed to walk
a middle line between comedy and tragedy, Th okt Party
is, without argument, a comedy. Eliot's ntle wit, previ-
ously concealed behind the pen names of "Gus Krutzch,” the
Aged Eagle,” and the "0ld Possum,” was finally to flower and
mature in a comic drama, a drama so successful that it became
the first of three comedies he would henceforth write.

Eliot's total commitment to comedy was, first of all,

a logical outcome of his public comnitment to christianity--

specifically to the Church of England. Tragedy is characterized

by hopelessness and waste. Death in tragedy is a dissipation
of 1ife; tho loss is total and irredeemable. In the Christian
context, however, life does not stoo with the grave. The vista
of Christianity reduces the impact of death: the reward of an
afterlife negates the loss and waste that is at the very heart
of tragedy. Walter Kerr, in hism Tragedy and Co para=
phrases George Steiner's views on this point:
True tragedy Christianity,
with its promisc i and all sin-
ners who repent, has broken the b of the tragic
agsumption. . . . in the norm tragedy there can
be no compensat .4

Eliot's Christian vision, as noted previously. also

rompted him to be concerncd with the stage as a forte for the

presentation of Christian cencepts. Among the forms of drama

jow York: Simon and Schustor, 1967, p. 37.
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comedy atands out for soclal uscfulaess, One of the tonots
at the heart of Northrup Frye's The Anatomy of Criticism is
this social uscfulness of comedy. It must also be remembered
that Eliot was writing for an audience that had recently
emerged from direct contact with the horrors of the Sccond
World War. Just as the Theatre Closing Act of 1642 was the
springboard for the genesis of Restoration Drama, the emotional
and spiritual oppression of the Second World War had created
a predisposition for the reception ef modern comedy. After
all, as Herbert Howarth notes, “the public didn't love Ibsen
but songs.*3

It does drama injustice, however, to persist in the view
that comedy can only deal with the superficial things of life,

The audience of a comedy may rightly forsake the "belly-laugh"
for the detached amusement that comes when tribulation bocomos
universal, a reaction symbolized by the nodding, knowing smile
inatead of the hearty giggle. Eliot knew that com can ask
the same quostions that Eragedy asks--but in a manner more
palatable to the modern audience. In some instances, Eliot
believed, comedy could oven ask better:

To those who have experienced the full horror of life,

tragedy is seill inadequate. . . . In the end, horror

and laughter may be ono--only when horror and laughter

have become as horrible and laughable as they can be,

- « do you perceive the aim of the comic and the
jic dramatists is the same: they are equally serious,®

SNotes on Some Figures Hehind T,
Mifflin Company, 1964), p. 149,

S, Eliot (Boston: Houghton

E'Shnkosprarinn Criticism: I, From Dryden to Coleridge,”
in A Companion to Shakespeare tudies, ed. by Harley Granville-
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To Eliot comedy was the best 3 present meaningful human
problems. The seriousnoss in The Cocktail Party is thus not
incongruous with the light and humorous stichomythia that
captivates the audience's attontion. Both the comie and the
serious modes can effectively walk hand in hand, one enhancing
the other. The characters can entertain while probing the
great themes of life. As Neville Braybrocke points out, “"be-
neath the marvelous speakability of their coektail party chatter

and small talk is the guestion facing cach character--%wWho An

17"7 The result in The Cocktail Party, then, is a heavy

comedy--a comedy that sees the joys and incongruities and laughs
at them but that also sees that, underneath the humorous
struggles man makes to assert his presence in a complex world,
man is still secking after the permanent religious and spirit-
ual visions that give meaning to life.

Eliot sent the first draft of The Cocktail Party to
Browne on July 18, 1948, just five months before he received
the Nobel Prize for Literature. After the usual process of
revising, it was produced for the Edinburgh Festival of 1949
Eleven years had passed since the completion of The Family

Rounion.

1

The Cockeall Party takes place in a London flat and spans
a two-year interval. It is concerned with two scparate but

Barker and George B, Harrison (Cambridge: Cambridac University
Press, 1934), p. 299.

7. S. Eliot: A Critical Essay (n. p.: William B.
Ecrdmans Publiahing Company, 1967), p. 36.




Parallel stories: the jrowth o modern martyrdom
Coplestone and the rov A9 of the dead marriage of Edward
and Lavinia Chamberlayna, form of the play is Circular;
it beging and ends With a cocktail party Act I roveals

that Lavinia has just lefe Edward and that Celia has been

having an unfulfilling affair with Edward. act 11 ia dominated

by the figure of Sir Yen Hnr:nwrt-ﬂerlly, the Psychologiste-
Eathvr-canlasaur who acts as the catalyst who Frovokes a
solution to the Personal problems of the other Characters
With his assistants Julia Shuttlethwaite and Alex Gibbs, Sir
Henry firse encourages Edward and Lavinia te Give their mar-
riage another chance, and then he aids Celia to realize that
fulfillment in her life will be found in eng Spiritual realm,
Act II1 tak pPlace two years later. The Chamberlaynes are
about to hose Another cocktail party. When some of the other
characters drop in unuxyc?tedly. it is revealed that the

amberlaynes have been reconciled and their marital Froblems
healed., 1¢ iy also announced that Celia 8 met her deaeh by
Crucifixion during a heathen urrection v ner AissSionary
POSL in remote Kinkan

Although words are always the building blocks of drama,

their effeeg is dsually supplemonted by Significant action.

In this play, however, an inverse rui;t;onshxp eX18ts be-

tWwoen words anpg action; because the plot admits very licele
Physical action, the worda apoken by the characters are of
9reater consequence, It is only through the medium of words

that the audience learna of the important actions that have




taken place off stage: that Lavinmia h left Edward, that
Lavinia and BEdward have been reconciled, that Peter has gone
to join the American film industry, and that Celia has been
killed.

To ground his comedy in the common terra firma, Eliot
once again embraced Greek universals, The Cocktail Party is
patterned on Euripides' Alcestis. It is, however, less
obviously based on its Greek prototype than the former plays.
Eliot himself admitted that "1 was determined . . . to conceal
the origins so well that nobody would identify them until I
peinted them out myse £.°8 1 Euripides' story, Heracles
arrives at the home of a man whose wife, Alcestis, rocently
sacrificed herself to sparc her husband's life. Unaware of
his host's bercavement, Heracles drinks himsclf into a stupor
without cver learning the truth. After he later becomes aware
of tl situation, he redeems himself by fighting with and
conquering death, thus restoring Alcestis to her husband. The
significance of the Greek story, however, does not lie in the
fact that Alcestis was resurrected, but rather that she, like
her counterpart, Celia, took on the sins of others when she
died.

The impersonal Greck chorus of Guardians is represented
in The Cocktail Party by three characters the audicnce can re-
late to individually--Alex Gibbs, Julia Shuttlethwaite, and

Sir Henry Harcourt-Reilly. Sir Henry, like Heracles, is the

Bupootry and Drama,” Atlantic Monthly, CLXXXVII, No. 2,

6.
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semi=-divine restorer ol woman Lo man; ho oropriately forms
the godhead of the guardianahip trinity in Eliot's play.
Eliot intended to mbolize the spiritual t the trio
cloarly possessos in the original title of the play
eyed Reilly. Although the title was subscguently changed to
The Cocktail Party, humorous undercurrents in the play would
have given the original title substance. Julia, for example
was constantly losing her unique glasses which had only one
lense. The original title reflected the fact that the three
guardians could all see life uniquely. In varying degrees,
they had the upward vision that the rest of the cast, save
Celia, were denied.

It is significant that the Guardians in The Cocktail
Party do not cxist for Celia's sake only. Until this play
Eliot's choruses have functicned only in relationship to
the protagonist in each play. In Murder in the cathedral
the chorus speaks mainly to Thomas. The Furies of The

Family Reunion likewise direct their cfforts towards Harry

alene. The Guardians of The Cocktail Party, however, are

integrated into the fabric of the play more than ever before.
On a personal and warmly human level, they try to ald the
disintegrating Chamberlayne marriage as well as to give assist-
ance to Celia. The traditional chorus, then--the chorus that
represonted the conscience of a heroic character and mediated
between that Greek hero and the audience--is in this play
dissolved into Eliot's cast. The chorus is less prominent

and less selective than ever before. It is not surprising

that the chorus itsclf disappears in the two remaining plays.
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cast of The Cocktail is, typically. polarized
into two groups. Cella stands at one end of the scale, repr
senting mankind in the spiritual reaim. Edward and Lavinia
abide at the other end of the scale; they are part of the
immediate, material world, The Guardians, of course, arc
the intermediaries--helping the polarities to understand them=
solves and to understand those with other visions.

Despite the movement Cocktail Party represented for
Eliot, its meanings are still permeated by familiar echoes
of alienation and isolation. According to D. W. Harding in
his article entitled "Progression of Theme in Eliot's Modern

Plays," the theme of this play is “again the loneliness of
human beings, with the emphasis on the choice they must make
of the sort of loneliness and the sort of social communion
they will have."? But while it is true that loneliness is
the prominent motif of the play, the meanings of The Cocktail
Party go boyond loneliness and isolation in the ond. This is
the best illustrated in a consideration of Celia.

In an intervicow with Donald Hally he Par
Eliot stated that Cella was “the most important person in the
play ,*10  And indeed sho is--not because her stage presence
but because of the growth she exhibits as the play unfolds.
In » beginning of the p ¢ Celia is caught up with Edward,
Lavinia, and Peter in the cocktall party chatter that cam-
ouflages empty, vapid lives. With Sir Henry's help, Celia

then comes to recognize that her potential fulfillment lies

9The Kenyon Review, XVIII (Summer, 1956), 345.

mﬂr.\yhrnokc. A Critical Essay. p. 35.




the drawing roos environment that had defi

world. Her misplaced passion, when diverted from the outlet
of an affair with Edward, ratually comes to rest in the
spiritual realm. Even though her capacity for growth exceeds
the capacities of the other characters, she deserves credit
for the quick, decisive action that follows her interview
with Reilly. Stylan summarizes this aptly:

Before long, Celia has outstripped the rest of the

ficld; even in the last scene when ashe is dead, her

unseen presence dwarfs the morely banal plodders.il
And her sacrifice, in the end, becomes a yardstick by which
the avdience can measure the growth of the remaining char-
acters.

Celia's sensc of isolation reaches the highest level
just after she realizes that her affailr with Edward was not
what she thought it te be. She is a passionate woman, capable
of deep feeling; Edward cannot even comprehend the depth of
fecling of which she is capable, let alene respond in kind
or permanently commit himself. Celia finally perceives that
her affair was shallow and empty:

And then I found we w.o2 only strangers

And that there had been neither giving nor taking
But that we had mere made use of cach other
Each for his pur1msa.13

realizes that her search for meaning in life was in vain

Upark comedy, p. 185.

127, s, Eliot, The Cocktail Party (Yew York: Harcourt,
Brace and Company, 19500, pp. 137-138, All future citations
from this play will be from this source. Pages only can be
given since lines are not numbered.
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when foo ward, as was Harry*s wher looked to
Mary: the ro 2 in Very painful. At this point Celia
18 Just as alienated from her world as Thomas or Harry were
from theirs. -  intuitively that she no longer belongs
with her cockrail party crowd, but at this point she has no
other focus for her energles and no other world to call her
own. She i{s a total alien in her environment, a misfie who
does not know which road will lead her home.

When Celia goes to Sir Henry for help, she complaina
that she suffers from two CPpressing emotions. The first is
"an awareness of solitude” (p. 133). She describos these in-
tense foelings to Sir Henrys

I mean that what has fhappencd has made me aware

That I've always been alone. That one always is alone,
ot simply the ending of one relationstip,

WNot even Bimply finding that it never existode--

But a revelation about my relationship

With everybody. Do you know--

It no longer seoms worth while to speak Lo anyone!ld
(pe 131)

After speaking of her sense of sclitude, Celia then reveals

that ghe suffers from feolings of guile:r

That's stranger still.
It sounds leulous--but the only weord for it
That I ecan find, is a sense of gin. (p. 134

lcoliate Statement here--"that it no longer scems worth
while to speak to anyone®-=neatly illustrates a concept pre-
sented by Hichael Goldman. In hig esfsay ontitled “"Fear In The
Way: The Design of Eliot's Drama," in Eliot In His Time, od,
by A. Walton Litz (Princeton: Princeton University Press, 1973),
PP. 164-175, Goldman Buggests that Eliot's characters often
approach schizophrenia, Goldman recommends that all Eliot
students read about schizoghrenia in Laing's The Divided Sclf,
and then he states: “The schizophrenic, we learn, is convinced he
has no identity. . ., , He can take no pleasure in the world,
=« s F constructs false self systema . . . which only sorve




Hor guile, however, clearly doos not stem from the fae
her affalr with Edward was adultre It develops ins
when she realizes that she has spent herself on a human rela-
tionship that was vulnerable to self-delusion and instability.
After her shallow relationship with Edward is unmasked and
the affair is ended, the guilt still persists; it doecs so
bacause her energies persist, driving her to find a reola=-
tionship worthy of her passion, one that can offer Fermanence
and stab ty. At first she triecs te deny the longing and
begs Sir Henry to help:

1 want to be cured

Of a craving for something I cannot find

And the shame of never finding ie,

Can you cure me? {p. 139}

But instead of stemming Celia's Passionate longing, Sir Henry

subtly shows her that it should be put to good use, pre-

Scnts two options to Celia. The first lies in a return to the
immediate material world: *1 can reconclle you to the human
condition" (P. 139). He then speaks of the other option:

There is another way, if you have the courage,

The first 1 could describe in familiar torms
Because you have soen it, as we all have socen

The sccond {8 unknown, and 8o requircs faith--
The kind of faith that issucs from despair.

The destination cannot be described:

You will know very little until you get ther

You will journcy blind. But the way leads towards

to plunge him into a deeper sense of isolation, fragmentation,
and worthlessness. . . . We might do well to consider whether
Eliot's vision does not suggest--as, in their own way Laing
and others in the field are beginning to suggest--that schiz-
ophrenia is a spiritval as well as a mental disorder, an
affliction of our culture."”




place,

Celia's immediate total commitment: "I want
your sccond way" {p. 142). And finally, thre the medium
of the "sanitariu=m,” Sir Henry helps Celia transfer her
sions from the human world into the spiritual

impermanent, unfulfilling relationship with her lover to a
permancent, fulfiliing relationship with her God. Her choice
transcends time and space; the truth has indeed set her free.
Although totally isolated from her cocktail party friends,
she becomes a happy traveler into the land re spiritual

comforters will never desert her. And, ultimately, she sur-
renders her life on behalf of the people she left behind. She
dics as a glorious loser for the gquilt of all.

While Celia is, by Eliot's own admission, the most

important character, it i{s an error to think of The Cocktail

¢ that deals only with her. For the first tim
Eliot has written a drama that also deals with the problems
of other characters--in this case, Edward and Lavinia
Chamberlayne, and, to a lesser degrec, Peter Quilpe, oOf
> these sccondary characters are not as important as
that Celia makes. Eliot nover whole-
e on the lower level in The Cocktail
mains sccond best), but there is nonethe-
less a significant neaning in Edward and Lavinia's agreement
to salvage their failing marriage and in Poter's dedication

of his talents to the aesthetic life of a film producer. Helen




Gardner writes that this play
end there is only
not to he,"4 1 t ! inia do choos
themsely clecting to work out their own destinies within
their own potentials. s and Lavinia sece that ltery
and separation will never satisfy their needs and turn back
to cach other. Just as Alex somes to prepare Edward's dinner
and, finding the larder empty, is thrilled by the challenge
“to make something cut of nothing™ (p. 48), so Edward soes
the challenge and reward of trying to make "the best of a bad
job" (p. 126). Reilly helps them sec the wisdom of making a
new commitment to cach other. They choose to keep on kecping
on. Theirs may be a life without the horizons presented by
Celia's choice--but it nonc does have its cempensations.,
They will:
Maintain themselves by the common routine,
Learn to avoid excessive expectation,
Become tolerant of themselves and others,
Giving and taking, in the usual actions,
What there is to give and take. (p- 139)
Unlike the judgement in former plays, this life is not totally
discredited in The Cocktail Parey. When Celia asks Sir Henry,
the best 1ifo?™ (p. 140), he replies that although
it may not be best for her, still "It is a good life" (p. 140).
Like the Chamberlaynes, Peter Quilpe comes to realize in the
end that "I've only been interested in myself® (p. 179). He

chooses to come to the United States and make films. When Sir

Boomedion of T, S, Eliot, p. l68.




f Perer, 34 d ¢ £: « 180},
knowledge that seeking meanings
life in something beyc ! On their own levels, th
fore, the Chamberlaynes and Peter redirect their human encrgies
to ends as worthwhile as their circumstances allow. This
represents a great step for Ellot. Until The Cocktail Party,

the protagonists--Swecne Thomas, and Harcy-=-were the only

ones to act meaningfully. Even in the preceding play, The

Fami ly Reun Mary, Agatha, and Downing have no hope of
finding a fulfilling life for themselves; they exist only as
the means to Harry's ¢ In the new play, however, there are
some lesser characters besides Celia whose lives have redeem-
ing gqualities.

Many facet The Cocktail Party contribute to the
alienation pattern t cortain modifications must be noted.
The tie with a Greek prototyg as been lessencd. The chorus
has been personali 3 and integrated ito the cast of char=-

The domination of a saintly protagonist has also been

rrably reduced. "**s original view of man as a
olitary figure alie ! ritual wasteland has under-

gone a movement : . ie and social viow==-a
movement paralleled o d its
focus upon man in socioty. more,
the commonplace tit Jens receive sympathetic attention.
There ism a movement aw: from an isolated figure to characters

wWithin the structure of a family. Two paths are presented
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instead of enly one, and in The Cocktail Farty, the second
path also has definite merit, But will the second way ever
be oqual in value to the way taken by Thomas and Harry and
Celia? Helen Gardner reminds us that “a cocktall parey,"
after all, is "not one of the higher forms of hospitality.

1t is not a meal, but a prelude to a meal. The symposium,

the bangquet of love, will come aftor.*13 And so it does--

in the final plays.

5comedies of T. 5. Eliot, P. 171,




CHAPTER V
THE CONFIDENTIAL CLERK

During a visit to New York, Eliot called at the home of
his life-long friend, William Turner Levy. In answer to
Levy's inquiry about a forthcoming play, The Confidential
Clerk, Eliot replied:

I think it is my best play so far. At least at
This moment it is good. Later will come the doubts.
The Confidential Clerk is less complicated on the
surface than The Cocktail Party, but it has much
more in layers to be medltdted on and thought of as
meanings of life.+

Unfortunately, this play--first performed at the Edinburgh

Featival in August of 1953, five ycars after the production

of The Cocktail Party--has not upheld Eliot's prophetic judge-

ment. Although it has had many supporters, most critiques
were directed at its internal design. E. Martin Browne, for
example, felt that "The Clerk is the besnt conatructed of all
the modern plays.“c W. A. Darlingten, dramatic reviewer for
the Sunday New York Times, made a similar statement: “From

the point of view of technical achievement The Confidential

Ibcv? and Victor Scherle, Affectionately, T. 5. Eliot
{%ew York: J. B. Lippencott Company, 1968), p. 40

2w, 5. Eliot In The Theatre: The Director's Memories,”
in T, 5. Eliot: The Man and His Work, ed. by Allen Tato (How
York: Delacorte Press, 19661, p. 131.
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Clerk is his best pla cneral interest in this play,
howover, has not detracted from the enduring atte ion re-
ceived by T Reur d The Cocktail Party. As a
dramatiec work it is less important than the other plays.
Browne perhaps summarizes the public's reaction well when he
writes Eliot that "it does not grow on my affections as the
others do."?

The theme, tone, and language of The Confidential Clerk

bear many Eliotic characteristics. The theme develops on two
parallel levels, both dealirg with the problem of mistaken
identity. On the surface, there is a confusion about the
identitics of children, giving rise to the clement of cosmic
farce. On a deeper level, howover, it is a play about the
search for true self-identity. tot only have children been
estranged from their true parents, but individuals have boon
estranged from their true natures. The play, then, ultimately
deals with the reconciliation of children to parents and with
the reconcliliation inner longings and talents to individual
natures. The tone of The Confidential C1 is melodramatic
it almost descends to farce on occasion (in the tradition of

The Importance of Being Earnest). The language i loss mem-

orable than in other plays. Eliot has refined his ve

to dissolve in the air before it roaches

Iarownc, Making of Plays, p. 288,

Ybid., p. 294,




the cars e X only upon close examination.
Grover Smith is correct wh he de "verse in

w5

topography but prose in cadenco. pDavid Jones, similarily,

notes that it {8 "just acrosse the border from prusn,'ﬁ

The surface plot of The Confidential Clerk, though
complex, is adaptable to a brief summary. Sir Claude
HMulhammer, a prominent London financier, and his wife, Lady
Elizabeth, a somewhat eccentric woman fascinated by occult
religions, have no children of their own, but both have formerly
*mislaid" children. Lucasta Angel, a charming but "rather
flighty™ girl, is the illegitimate daughter of Sir Claude.
Both Sir Claude and his wife believe that Colby Simpkins, the
young man who is about to replace the faithful Eggerson as Sir
Claude's confidential elerk, is the son they had and lost dur-
ing previous marriages. The problem of mistaken identities is
finally resolved in the third act when Mrs. Guzzard, a former
nurse for the children involved, is summoned to reveal the
truth. She explains that Sir Claude's son was never born due
to the death of the mother during tho pregnancy, that Lady
Elizabeth's trne son is B, Kaghan, the bold fiancee of Lucasta,
and that Colby Simpkins, whom both Sir Claude and Lady
Elizabeth elaim, i in truth Mrs. Guzzard's own son.

Beneath theso superficial conflicts of the identity of

children lies the deeper problem of individual identities. 1t

Sgegg:x_gpd Plays, p. 228.

bplays of T. S. Eliot, p. 178.
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is a problem invelving almost every character. HRusscll Kirk
speaks to this point:

Evervone in this play (¢ pos old Egger-

son, the retiring clerk wit wife and garden and

gimple virtues) is haunted ”i. loncliness and by re-

gret for talents frustrated.
The lives of prineipal characters clearly illustrate this.
Sir Claude, for ecxample, has led a life of hypocritical decep-
tion. He concealed his illegitimate son from his wife, denied
his great artistic interest in pottery, and feigned his
interest in finance. He lived with his inner and outer life
in conflict, doing what he felt he should do rather than what
he wanted to do. Instead of following his artistic longings
and becoming a "second-rate” potter, he chose to protect the
family name and become a financier, enduring the frustration
that inevitably came from his thwarted artistic ambitions.
Lady Elizabeth, also, lives with deception. She is able to
construct fantasies so real that she truly believes them.
When she decides she likes Colby, for example, she persuades
hoerself that she oven interveiwed him and recommended him to
Sir Claude, Sir Claude tells Colby:

Why, it wouldn't rprise me if she came to believe

That you are really her son, instead of being nine

She has always lived in a world of make-believe.®
Colby is also tortured by internal conflicts. He relinquishes

his ideals to become a confidential elerk to Sir Claude,

Teliot and His Age, p. 371.

H'I:‘ §. Eliot, The Confidential Clerk (New York: Harcourt,
Brace and Company, 1954), p. All future citations from
this play will be from this scurco Pages only can be given
because the lines are not numbered.




73

Like his supposod father, t younger Colby denied artistic
interests--this time in music--to devote himself to the world
of finance. He knows he has a brilliant future, and he tries
to appreciate the opportunity, but he still finds the life
unfulfilling. Colby tells Sir Claude:

I'm not at all sure that 1 like the other person

That 1 fecl myself becoming==-though he fascinates me.
And yet from time to time, when I least expect it,

When my mind is cleared and empty, walking in the street
Or waking in the night, then the former person,

The person that I used to be, returns to take possession:
And T am again the disappointed organist,

And for a moment the thing I cannot do,

The art that I could never excel in,

Seems the one thing worth deina, the one thing

That 1 want to do. (p. 45)

Sir Claude is sympathetic. He replies:
I understand what you aro saying
Much better than you think., It's my own oxperience
That you are repeating. (p. 46)

But the only consolation Sir ude will offer Colby is the

weak hope that time will make the inner conflicts more endur-

The life changed me, as it is chan 3 you:
It bagins as a b d of ke belie
And the make-belie »s it real. (p. 47}

These words, however, are thnemselves part of S5ir Claude's self-
deception. Just as time did not case or reconcile his inner
personality to his outer personality, it cannot be expected
to resolve Colby's conflict.

The only hag person in the play is the only character
that is true to himself-==Eggorson, the trusted, retiring,
confidential clerk that Colby is replacing. While all the

other characters try to change Colby into what they want him
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to be, tho sir : T & the only one to see that Colby's
life m follow the desires of Colby's heart. Eaggerson's
life stands out ae the only one with a unity between hin
carcer and his ambitions: he is at peace with himself, and
he wishes that for others. At the end of the play Mrs
Guzzard reveals that Colby's father is not Sir Claude but
rather Herbert Guzzard, a “dead obscure man™ who was “a dis-
appointed musician® (p. 148). Colby is suddenly released
from the obligation tc model his life on Sir Claude's carcer

and he isecstatic. He states that he wanted to be the son of

"an ordinary man/Wnose life I could in some way perpetuate”

(p. 147). Colby accopts a position as an organist in a church
in Joshua Park, where Eggerson, who resides close by, will be

able to encourage and guide him.

The Confidential Clerk is based on the lon of Euripides,
a story of a misplaced child and of the conflicts between the
parents who claimed him. In the play, Ien is the scmi-divine
son of the godly Apollo and of Creusa, an carthly Athenian
princess. In Euripides' play, the plot stems from a situa-
tion that takes olace years later, when the childless marriage
of Creusa and Xuthus motivates the couple to journey to a
temple to ask for aid. The plot unwinds through complications
involving jealousy and mistaken identitics until, in the ond,
Creusa learns that lon is her son by Apollo. Ion is finally
accepted by Xuthus as a son and claims his birthright of the
kingdom of Athens.

Like Shakespeare in The Come rrors, Eliot creates
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two sond of unknown parentage, although Colby clearly re=-
esents lon Eliot further complicates the Gr Froto
oy inventing the illegitimate daughter Lucasts. The chorus,
very prominent and important in the plot of the Groek Pl

18 completely forsaken in The Confidential Clork. Although

individual characters act in concert in Th ktail Party to
form a type of chorus, in this play that modifieation is no
longer sustained; there is nothing even remotely to suggest

a chorus. It is Mrs. Guzzard, like Pallas Athene in lon,

who acts as the Deus Ex Machina of the play and effects its

denoucment.

Because Eliot reduces the level of poetry in the play
fand thus the level of communication) as well as foregoos
the unifying Greek motifs, the importance of symbols is
increased. The recurring symbols of the garden that pervades
the play is significant. Throughout the other plays and
poems, the rose garden symbolizes spiritual fulfillment prima-
rily with sexual fulfillment as a muted support. 1In The
Confidential Clerk Eliot alters the symbol to a vegetable
garden and alters its meaning also; the vegetable garden
symbolizes the identity at peace with itself. Uniting the
play because it is common to all characters, the development
of this symbol is a beautiful testimony to Eliot's artistry.
The degree to which each character has recognized his inner
personality in his outer life is literally represented by his
garden, Eggerson, for example, has a large and productive

garden, yielding "marrows, or beetroot, er peas . . . for




341, as well as much satisfaction for
Eggerson, who cultivates it tender Colby understands
that Eggerson's garden is proliflc because 1t represents
the harmony in Eggerson's life., Colby tells Lucasta:

What I mean is, oy garden's no less unreal to m
Than the world cutside it. If you have two lives
wWhich have nothing whatever to do with cach other--
Well, they're both unreal. But for Eggerson

His garden is part of one single world. G4}

In contrast to Eg son, Lucasta has no garden at all. At
this point in the play she has not come to terms with her
illegitimacy or with her love for B. Kaghan. She thus
states:

%o, my garden is . . . a4 dirty public square

In a shabby part of London--like the one where I lived

For a time, with my mother. I've no garden.

I hardly fecl that I'm even a person. p. 63)
Colby knows better though: he has faith in Lucasta's future.
He reassures her:

You're very much a person.

I'm sure that there is a garden somewhere for you--
For anyone who wants oneé as much as you do. (p. 63)

and in the end, when Lucasta integrates p discrepancy be-

tween her inner desires and outer life--coming to terms with
her tllegitimacy and announcing her engagement to B. Kahgan

it is obvious that her garden will soon he fruitful. Colby's
garden, in the beginning of the play, is a lonely, secretive
one where he can hear a "music that no one «lsc can hear”

{p. 631. Dut Colby onvies Eggerson for his productive garden.
His own barren retreat is repugnant. He Knows it might be

bearablo if love could bridge the gap between hiza inner and




outer life. He states:
If I were religious, God would walk in my gardon
And that would make the world outside it re
And acceptable, I think. (p. 65)
Colby's referconce to the iritual realm in these lines is
revealing. When Colby is finally told that Sir Claude is not
his father and is thus freed from the obligation to enter the
world of finance, the play strongly hints that Colby will
then come to know God. In this vein, Leon Ungor points out
that "There may be a deliberate significance® in the name of
Joshua Park=--"for Joshua--Yehoshua--is the Hebrew of which the
Hellenized form is Jesus. Hence Jesus Park: God in the Gar-
den."? Taking this a step further than Unger did, it might
be also noted that the translation of the Hebrew word for
garden h[.ml is usually rendered in Greck by the word parg‘(lcisug,
meaning "park" or "pleasure ground.® Therefore when Colby
takes the position of church organist, agrecing to live in a
spare room at Eggerson's home, Joshua Park becomes a garden of
God for Colby. This is given substantial eredibility when
Eggerson says:
We worked *~qether every day, you know,
For quite a little time, and T've watched you
pretty closely.
Mr. Simpkins! You'll be thinking of reading for
orders.
And you'll still have your music. Why, Mr.
Simpkins,
Joshua Park may only be a stepping-stone
Te a precentorship! And a cancnry! (p. 156)

Colby's reply does not negate this suggestion: "HWe'll cross

ggl_gncng_li_:l_nu_q_t;lcrnr-. p. 138,
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that bridge when we come to it, Eggers"™ (p. 156). And there
ia noe doubt that one day Colby's garden will rival Eggerson's.

Closely related to the usc of the garden symbol is
another rolevant point eften ignored by critica. Central to
The Confidential Clerk is Colby's desire to follow in the
footsteps of S5ir Claude, the man he supposes to be his real
father. The hints at the end of the play about Coloby reading
for orders show that, as in the drama by Euripides, Eliot's
play is not only about earthly fathers and sons but about heav-
enly fathers and sons as well. Surely it can be no accident
that Sir Clasde's avocation is the production of pottery.

He is a creator in clay, an earthly potter in contrast to God,
the heavenly patter.ln Sir Claude was a substitute father to
Colby for a time, but he also pictured the llcavenly Father
Colby will mect after he moves to Joshua Park.

The loneliness and alienation intonsely present in the
earlier plays is considerably dissipated in The Confidential
Clerk. Leon Unger correctly notes that "If most of Eliot's
work has been an oxpression of alienation from the world, the
last two plays show that the lonely pilgrimage has eventually

wll

turned him back toward it. But whercas the alienation in

later plays has been reduced, it 11 demands conalderation.

102his is casily supported with scriptural references.
For example, Isaiah 64:8 reads: "But now, O LORD, thou art our
father; we are the clay, and thou our potter; and we all are
the work of thy hand.” Also note Jeremiah l8:6: "0 house of
Israel, cannot I do with you as this potter? saith the LORD.
Behold, as the clay is in the potter’s hand, so are ye in
mine hand, O house of Iarael.” In The Holy Bible, King James
Version.

llggqunts and Patterns, p. 134.




The sense of isolation is sty in a 'rsonality
whose inner and outer 1ife have nothi in common. The face
such a character presents to the world is £a i8¢ no one can
know his true sclf. Sir Clauvde, for exam » ©an say to
Eggerson, "You don't know me" (p. 19) even though Eggerson
has served him for decades. Lucasta shows the same to be
true of Colby. She attacks his isolation:

Why don't you shut yourself up in that garden
Where you like to bo alone with yourself? (p. 71

But Lucasta herself also knows the sense of estrangement that
pervades any individoal whose inner life i{s secretive. She
intuitively perceives that she must acknowledge her love for
B. Kahgan in her outer lifo: though momentarily attracted to
Colby, she realizes that he cannot help her. She revealingly
states:
Just when you are on the point of release
From loneliness, then loncliness swoops down upon you;
When you think you're getting out you're getting
further in,
And you know at last that re's no escape.
The foregoing degroes of isolatic however. nover
the heights that isolation reaches in previous plays.

The Confidential C1

'k is pormeated by the optimistic view

that the isolation can ultimatoly be dealt with. This is

clearly shown by taking seme important lines from The Cocktail

Party and T onfidential Clerk and contra In The

1 Party, a marriage is healed physically, but an cmo-
tional and intellectual gap clearly remains. Reilly explains

what married life within the ecocktall party sct, at best,




involve
Two people who kno t understand ch other
Breeding childre do not understand
And who will nov ! and them. (p. 140}

ro optimistic picturc

is presented., Lady Elizabeth says to her husband:

I suppose that's true of you and me, Claude.

Between not knowing what other people want of one,

And not knowing what one should ask of other people,

One does make mistakes! But I mean to do better.

Claude, we've got to try to understand our children.

(p. 158)

Thus, in The Cocktail Party parents can "never understand”

children, but in The Confidential Clerk, parents can "try to

understand® children. Even B. Kahgan, soon to be a son by
his approaching marriage to Lucasta, wishes to make an effort
towards understanding. lie tells Luc

And we should like to understa you . . .

nd
I mean, I'm including both of you,
Claude . . . and Aunt Elizabeth, (p. 158)

These words are not merely shallow wishes cither. There is
conerete cevidence that understanding betw v characters in
achicved because they are learning to com-
municate. Lady fzabeth tells her husbéd
It's very strange, Claude, but this is the fi
L ithout feeling ver
t I wasn't worth talking to.
108}
i1t is obvious that Lady Elizabeth is learning to communicate.
And it is also obvious that Sir Claude is learning to listen.
communication will result in understanding, and the ori-

ginally lonely individuals in The Confidential Clerk will

effectively learn to move towards each other. Whereas Sweency




Al
found words inadequate for any comm Lation, Sir Claude and
tabeth and their children find words capable of con-

important meani In The C dential

thus emerges in the real sense of ¢ word--not just on the
level of blood relationahips and the location of iislald™
children--but on the level of communication and love.

Bopides being more realistic and less indebted to a Groek
prototype than previous plays, The Confidential Clerk is the
first play in which the entire cast is composed of undistine-
tive, commonplace characters. It is a play about everyday
people working out their salvations. Instead of the Furies
or the Guardians or the cook-doctor Sir Henry, this play has
the humble Eggerson, a common man, with a wife, a garden, and
4 non-descript job. Unger writes that "It is a mild irony of
the play that it {s Eggerson . . . who is the humble hero .
for Eggerson is one of the les petites gens, a commonplace
Christian, both ordinary and extraordinary at onee,*12 Colby
is similarly unspectacular. !le has none of the heroic attri-
butes of Thomas, Harry, or even Celia; he is a gimple man with
a nead to be himself and to create music, Whether or not he
succoeds as an organist at Joshua Park is not even important;
he will succeed as a man. The remainder of the cast of The
Confidential Clork also find fulfillment in ordinary spheres
Lady Elizabeth and her husband achieve eommunication, and

Lucasta and B. Kahgan become engaged. In this play, therefore

'zﬁpnongg_and Patterns, p. 138,




the spotliyg
Howarth sums § uj £ when he writes that “in T
character emerges with his essont
It 5 for Eliot: he
has traveled a long w: from the ea
A second notable feature of T Confidential ¢
that it places a new o hasis on the value of family relatio
ship The closest Eliat Previcusly came to sanctioning
family relationships was in Tth_ngm_i_ug!t_g when the
Chmhorlu‘,‘nus begin living with each other again. 1In Dr_‘
Confidential Clerk, however, Eliot goes much farther, This
play includes many positive refercnces to the relationship of
Eggerson and his 4 The play ends with sir Claude and his
wife resolving te t only pl the roles of husband and wi
but to try to understand cach ather and to communicate with
each other. Alse, whercas the Chamberlaynes remain childless,
this play ends with e discovery o hildren, children
that are immediately drawn into family ¥ The play al
ends with the declaration c c tween Lucasta and
hgan and the promise forthcoming marriage.
Viously Eliet o o spiritual relationships
solution for isolat t w places great value on
relationships. Rirk speaks is point when notes that

“this is a play that touchea movingly upon the sources of

Yeigures Behin 105,




g3
longing and the need for enduring hw--."i'; Bur whe docs
Eliot go from here? The last chapter will show that his
dramatic vision comes ta Test within a fully=developed family
love. For if The 111y Reunion is about the disintegration

of fanily members that could not understand cach other and if

The Confidential Clerk is about the birth of family members
-2 tontidential Clerk

that are attempting to understand each other, The Elder States-
——— =TOL States-

man is about the achievement of a family that succeeds in under-

standing.
St o, e

Hgnr.ll__imgm.uion. p. 373,




CHAPTER VI
THE ELDER STATESMAN

In a letter to Browne, Eliot writes: "Harry's career

Needs to be completed by an Orestes or an Oedipus at

gg]onugA‘l It was in his last play, begun in 1954 and com-

pleted in 1958, that Eliot finally made good this intention
The Elder Statesman, which in based on the situvatien Sophocles
outlined in Qedipus at Colonus, is Eliot's final statement on
the enduring theme of spiritual quest and of the healing power
of human love.

The herc of Sophocles*® play is Ocdipus Rex, the Greek
figure whose sins of patricide and incest have made him as
famous with twenticth=-century psychologists as with literary
scholars, ipus at Colonus, the aged, blind king returns
to the sacred grove of the Eumenides at Colonus to die, on
the arm of his faithful daughter Antigone. Since an oracle
declared that Thebes would prosper if Oedipus were to die
there, his son Creon comes to persuade his fathor to journey
to Thebes. Oocdipus resists Creon's urginags. He further re-

S18L§ the pressures of another son, Polynices, who, interested

Prancis 0. Matthicssen, The Achicvement of T. §. Eliot:
An Essay on the Nature of Poetry [Wew Vork: Tho Oxford

University Press, 1958), pp. L67-168

84
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ial gain, asks for a G g on
war against Thebes. When a clap of thunder announces the
hour of his death, Oodipus retires to the sacred grove
The parallels with the Greek play and
Elder Statesman are obvious on the 1 1 of setting and situa=-
tion. Lord Claverton, said to be sericusly ill by his doctor,
retires to a nursing home called Bagley Court on the arm of
his faithful daughter Monica. There he is visited by his son
Michael, who, like Polynices, is an outcast the spiritual
world, concerned only with worldly power and material wealth.
In the end of the play, Lord Claverton--like Oedipus=--dics
peacefully. Altheugh many erltics offer labored accounts of
further resemblances to the Greek prototype, it here that
the parallel ends. Eliot explained this clearly him
an interview with Donald Hall for the Paris Review:
The play in the background is Oedig us at = _Colonus

But I wouldn't like to refer to m
models. I have always regarded

« = « I have tra
1 as a sort of springboard,
hat one gets essential and pe
in the old plays, is a situation,<
Although the end results of bhoth plays are the same, i.e.,
a peaceful death, the means to end are vastly different,
Browne supports this point when he states, "However many cor-

respondences theore are, and howew much Eliot has been

'sparked he Greck masterpiece, the intentions

2ephe Art of Poetry, I: T. §. Eliot,” n. v. (Spring-
Summer, 1959), p. 61,




¥ And this is true becas

totally different.”

basic difference is one of theme. Eliot did not simply
cast a G 'k play: he wrote an eriginal Christian play,

When Oedipus gocos to Colenus, he is adtonomous and whole,
A map at peace with himgelf. Lord Claverton, however, secks
the environment at Bagley Court out of need. Ilis medieal
doctor (in reality a cook-doctor in the tradition of Sir
Henry Harcourt-Reilly) sends Lord Claverton to the rest home
for a "cure.*? This cure ultimately proves to be a spiritual
one. Lord Claverton is haunted by guilt atemming from errors
he committed when he was a young man, errors he concealed in
his publie life and nover confossed to his family, The guilt
festers to the point of eruption when two people out of
his past appear on the stage--Fred Culverwell, alias Frederico
Gomez, and Mrs. Carghill, alias Mazie Montjoy. Frederico
Gomez causes Claverton to recall the time when ho was driving
4 car with Gomez as a passenger and ran over the already dead
body of a man in the road. Mrs. Carghill, herself a pationt
at the rest home, represents another youthful indiscretion.
Young Claverton was once romantically involved with her. When
the affair turned sour, his father "bought him off* to avoid
a breach of promise suit. The appearance of these two people
out of Lord Claverton's past is thus significant not so much

for the errors they reprosent but because they symbolize the

uv.ruza of Plays, p, 311.

hq:ha purpose was highlighted in the original title of
this play: The Rest Cure,




horrible deception that has eh J 2 Claverton's
life. The two individuals present no real threat themgelves,
Helen Gas tne people "have not, in one sens
been ruined by him at all, They thercfore cannot be bought
off. And the things that thoy know about him are not aseri-
ously discreditable.*5 They reappear not to call attention
to Lord Claverton's youthful 3ins® but rather ro point out
the effect that the errors have had upon the rest of his life,
Wnen Lord Claverton goes to the rost home, therefore, he is
burdened with guilt frem his lifelong deception. Unlike
Oedipus, who sought redemption immediately after his accidental
errors were exposed, Lord Claverton has hidden his guilt for
most of his life. The post significant purgation of his life
still lies before him. Oedipus went to the sacred Jrove at
peace with himself; when Lord Claverton goes he is very {11
spiritually. Thus, whereas the plays are similar in sctting,
they are vastly different in theme. Oedipus at Colonus is
about the death of a distinguished, autonomous man, but The
der Statesman is about a man who has yet to come to terms

With himself,

5
“"The Comedies of T. 5. Eliot," in T. S The M

and His Work, ed. by Allen Tate (New York? Dolacorte Press,
9661, p. 179,

SThe true definition of sin (of the Hobrew hhat ta ‘th
or the Greek hamartane) is "to miss,” meaning literally to
miss the mark of perfection. It is in this sense that Claver-
ton has really sinned. By concealing his indiserotions ho
was prevented from reaching the perfection in his porsonal
l1ife that can only exist for a person who is true to his inner
self.




private fe ? ¥ shaped the
Eliot himself 1 # importance
Turner Loevy:

I have managed to finish off the first drafe of

play on which 1 have been working--its future i
atill uncertain, and I never vield to the persuasion
to be sure thae a play of mine is to be produced,
until the curtain Joes up on the firast act, I can
only say that it is a very different play (and 1
believe a better one) for 50 much of it hawvi
written during this Yeoar, than it would hax

I had finished it bofore our marriage.

The marriage Eliot referred to occurred in January, 1957,

when ten ye ter tho death of his first wife, he married

his private gvcretary, Valerie 5'l£‘tChﬂr.E He was 68; she was

30. By coincidence, the marriage took place in the same
church in which Jules LaForgue, the Parisian poct who in-
fluenced Eliot's youth, was married carlier. This coincidence
pleased Eliot areatly.
Just as there ean be no doubt that the tragedy of Eliet's
first marriage and his wife's illness influenced hisg
Poetry and early dramatie worka, t J 1lso be no doubt
that the happiness his second marriac brought to his life
"'J\.‘fnctir--nerv!m iot,
S-lgoctio L33 IR 2e B1OE

g'n‘.'u.- firat marriage was notably unhappy The illnc

his first wifo, Vivienne Haigh Haligh-Wood, progressed until
she had to be committed to an ylum. She remained there until
her death in January, 1947,

Robort Sencourt, T. S. Eliov: A Memoir (New York: Dodd,
Mead, and Company, 1971), p. 216,




literary testimony in The Elder
wecording to E. Martin Browne.

“brought him a happ . -h he had never experienced and

found almost unbeliewvable M0 growne explains how it affected

the play:

His new-found happiness was already reflecting itself
in the play. The relationship between Charles and
Monica had hardly been defined:; their only scene in
The Rest Cure play's original title had concerned it-
8clf solely with Claverton. Now they were to have a
gerios of scenes in the first apd last acts, in which
their love for each other was to be dramatized.l]

When the play was cospleted and ready to be published by Faber
and Faber, Eliot dedicated it to his wife with this prefatory
poome

TO MY WIFE

To whom I owe the leaping delight

That quickens ny senses in our wakingtime

And the rhythm that governs the repose of
sleepingtinme,

The breathing in unison

Of lovers . . .
Who think the same thoughts without necd of speech
And babble the same speech without need of meaning:

To you I dedicate this book, to return as best I can

With words a little part of what you have given me.

The words mean what they say, but some have a further
meaning E

For you and me nnly.xz

It was love, therefore, expericnced on a roal and personal level

life, that finally penctrated the vision of Prufrock
c_vf__T'].uy-\, PPs. 316=317.
p- 317.
York: Farrar, Straus and
Cudahy, 19597, p. 5. ALl futurc citations from this play will

be from this source. Pages only can be given since lines are
not numbered.
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final utters * to his daughters con-

all these difficultiesrdisappear:
word is love,ld

3 too the same universal motif spanned the centuries to
shape the meanings of The Elder Statesman. Of this joyful
marriage Russell Kirk comments: "And now he had attained the
crown of life: he having meditated long on love, love had been
given to him, 14 Noting that Eliot's final use of the rose-
garden symbol occurs in this play, Kirk adds: "at last,
someone walked with him,"15

The isolation present in this last pl is eclearly re-
vealed by a consideration of Lord Claverton. The loneliness
Lord Claverton first experiences is due to the lot-down of
activity that has naturally followed his retirement. After
a full life of a carecer in public service, and after the
customary fanfare that accompanies the retirement of a distin-
guished person. his life suddenly secms ompty, He represents
his daily existence as an act ¢of “"contemplating nothingness®

In a vivid description, he defines the prospect of
a future that scems to offer nothing:
I've not the slightest lonc for the life I've left=-=
Only the fear of emptiness fore ne

A fear of the vacuuw and no desire to fill it.

Vsophocles, Qedipus at Colonus: An English Version by

Robert Fitagerald (Vew York: Warcourt, Brace and Co., 19410,
p. 130,

151p1a,




It's jus liko ng in an ompty waiti
In a railway ¢ on a branch line,
after all the other

Have lef oking offlce la cle

And the porters hav gone. What am I wait

In a cold and empty room before an cmpty grate?

For no one. For nothing. (p. 24)
Lord Claverton's loncliness takes on another fquality wh
people from his past appear. Even more penctrating that the
loneliness of reotirement is the lonelincss of self-estrangement,
The first character to present himself is Gomez, a man who
was forced to hide his identity behind a false name and make
Ais residence in a foreign country. Gomez speaks of his own
feelings of alienation:

Oh God, Dick, you don't know what it's like

To be so cut off! Homesickness|

Homesickness is a sickly word,

You don't understand such isolation. {p. 36)
But Lord C1 rton does understand what Gomez means by isola-
tion. His reply, "l've always been alone” {p. 36), encom-
passes the cntire scope of his life. Despite

carcer, he too was estranged z 5 true ide

conge fls youthful erim ae took an alias

You've chang & 2 since I saw

When we wore | 3 you were plain Die

Then, en v you took up your wife's name
And finally became - Richard Cla

And finally, Lord Claverton,

At this point, Lord Claverton stands alone ainat the world.

The diversion that his carecer temporarily afforded has been
stripped away by his retirement. %ot cven his family can

offer comfort; he is a stranger in their midst. Even though,




like dipus, he goes to his rest cure on the arm of his
dovoted doughter, Moniea, he goes very much ale NO ong
knows him at all. The gap between the pretence and the
reality scems immensc:

I've spent my life ir trying to forget myself,

In trying to identify myself with the part

I had chosen te play. And the longer we pretend

The harder it becomes to drop the pretence,

Walk off the stage, change into our own clothes

And speak as ourselves. (p. 102)
It takes a great deal of courage for Lord Claverton to finally
try to bridge that gap and emerae from behind the facade that
has hid his identity for so many yoars. Ho risks the leove of
his daughter and son to gain self-acceptance and relief from
his utter isolation. 1In a moving scene, he finally tells
Monica the truth about himself. Monica's rosponse to her
father's confession displays loving forgiveness. She also
shows the immediate perception of the isolation that his lies
created. She exclaims:

Poor Father! All your life! And no one to share it

with;

I never knew how lonely you were

Or why you were so lonely. (p. 108)
Thus, In a realistic manner, without the need or intervention
of Guardians or Furies, Lord Claverton heals the great fissure
that has divided him into two people for most of his life.
His loncliness ends when he comes to terms with himself and
exposes his real personality to his family,

Death was a lifelong shadow that pursued Lord Claverton:

he knew it would ultimately strip away the masks and disguises

and expose his secrets to others. He feared death, Until his




sion to Monica, Prufreck's cry might aa beoen rd
Claverton's: "I have scen the eternal Footman hold my coat,
and snieker? And in short, I was afraid."l6 But in the
Lord Claverton is no longer afraid. Having resolved the dis-

crepancy between his inner and outer life, between appearance

and aniltY;]? Lord Claverton has no fear of the Footman,

In the last of the Four Quartets, "Little Gidding, "
Eliot explored the reconciliation of a personality to his
existence as death nears:

Let me disclose the gifts reserved for age
To set a crown upon your lifetime's effort.

According to the poet, there are three gifts. The last is

And last, the rending pain of re-enactment

Of all that you have done, and been: the shame
Of motives late revealed, and the awareness

Of things i1l done and donc to others' harm

wIong to wrong the exasperated spirit
Proceeds, unless restored by the refining fire
Where you must move in measure, like a dancer.

From

These lines are a capsule of the play's theme--which involves
a man finally confessing things "ill done.* It is just before
Lord Claverton dies that Dick Ferry is rcborn. The epitaph

on Eliot's own gravestone would be just as applicable to the

ravestone of The Elder atesman: “In my end is my beginning.,”™
In contrast to tho intense isolation Lord Claverton

experiences in The Elder States + love, the fruitage of the

“liot, Complete Poems and Plays, p. 6.

177he mast notable work of F. H. Bradley is entitled
Appearance and Reality. His influence is certainly evident
in this play,

Bcomplote Pocma and Plays, pp. 141-142.




cmerges as the integra

diroctly in th
¥ great deal of weight. This can

seon, Monica's fresh and youthful love

he 5 love issues forth without any

qualifications or any demande. After Lord Claverton confesses

his past to her, she says simply:

1t's the real you T love, the man you are,
Not the man 1 thought you were. p. 128)

Monica knows, perhaps intuitively, that love for another has

an expanding cffect. She later tells Lord Claverton
Oh Father, 1've always loved you
But I love you more since I have come to know you
Here at Bagley Court. And I love you the more
Because I love Charles. (p- 128)

Hor view of love roflects her honest, integrated puersonality.

The summit of her expression of this feeling 1s reached in

the follewing speech on family love--words which Eliot could

at last write wit understanding:
Father! You know that I would give my life

Oh how silly that vhrase sounds!
voeabulary

for you.
But there's no
love wit @ family, love that's lived in
not looked at, love within the 1ight
8 seen, the love within which
finds ¥

of whic

and total commitment

Lord vicw af lave slowly emerges as the

play progress misunderstands loves==L ieving

that the conccalment of the truth is in the best interests of

his family. After he accopts himself and confosases his




deceg ns, his of love grows unt(l
the belngs his 1if¢ touched,
k earlier abandoament of Mazioe:l?
For lowvi d=-self-centered and fooli
But wo should respect love always when we meet it;
Even when it's vain and se fish, we must not abuse tt.
This is where I failed. And the memory frots me,
(p. 107)
In the end, the view of love which Lord Claverten represents
is elosely akin to that presented in The Dry Salvages where

Eliot quotes from the Baghavad-Gita:

You can roceive this: 'on whatever sphere of being

The mind of a man may be intent

At the time of death'--that is the one action

(and the time of death is every moment)

Which shall fructify in the lives of othors:

And do not think of the fruit of action.

Fare forward,?
If Lord Claverton had considered owv t of
the moment of his death, he would have moved towards
much sooner. Hut ho was not a saint like Thomas: he
human. He needed the appearance of those in the past to
motivate him towards finding the frults that are ¢t by=
product of a soul scoking reconciliation with the neart.,  But
in tho ond of the play, Lord Cla ton does "Fare forward” in
love. Whereas he carlier selfishly fruserated Monica and

Charles® relationship, he new magnanimously gives her to

Charles and gives their love his bleasing:

And I am happy Monica that ¥You have found a man
Whom you ecan love for tiie man & really is, {p. 128)

n't‘.'w 50ng that Mazie claims to have made her reputation
significantly, "It's Not Too Late For You To Love Mel*
68) .

d Plays, p. 134,




lie then tells Charlos

I leave Monica to yo Look after ., Charle
How and alw (p. 129)

I Claverton's last words picture the thoughts "which ahall
fructify in the lives of others®™ and, like the last words of
Oedipus, are words of love:

It is worth dying, to find out what life is.

And T love you, my daughter, the more truly for knowing

That there is somecone you love more than your father--

That you love and arce loved. (p. 129}

s inheritance is thus a legacy of love.

The Elder Statesman has not been acclaimed by drama
eritien. It is, in general, considered to be a lesser Eliot
drama. Katherine Worth writes that “"Few would be found, of
course, to place the last plays, The Confidential Clerk and
The Elder Statesman, at the summit of his achievement. "2l
In addition, Carole Smith notes: "In giving up the intellectual
appeal of the carly plays, and by substituting none of the com-
pelling effects naturalism, Ellot has lost the bost of
both theatres,"22 Fipally, Helen Gardner simply states: "I
cannot believe it will have a future on the stage."2? But
despite its dim future in the commercial theatre,

Stateaman still deser the inter a student of Eliot's
drama for the phileosophical statement it makes about life and

love.

2l*gliot and the Living Theatre,”

A Symposium, ed. by Graham Martin (Great Britain:
and Co., 1970}, p. 149,

zzg_gg_m:ur: Theory and Practice, p. 238.

Vcomedios of Eliot, p. 180.
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Tt theme of The E ] *SImAn represents the culmina-
tion of Eliot's journey across the wasteland. Its affirmation
of the value of human beings and of human love stands as a
rebuttal to those who would pigeonhole Eliot as a poot of
complete alienation. Unlike the less comvincing relationship

of Lucasta and B. Kahgan (the lovers in The Confidential Clerk)

the romantic relationship of Monica and Charles in The Elder
Statesman is fully developed. It passen through courtship,
teasing, and flirting to the final serious and important dec-
larations of low The play omerges as a private testament
to the reality of the joyous marriage which brought spring to
Eliot in the fall of 8y The love between a parent
and child also recei ¢ lopment and total affimm
tion. Love, treated on all levels, cthus prescnted as the
healer which scothes the pain of living. Although Dic
knows that must uleimately “Fare forward® alone, he also
knows that the journey can be made easior by the love of his
fir salvation the eond, not by rejecting
and g cking
The Elder g that achicoves t ultimate

harmony of love wi ctures. Gone are the

chorus, the Dou E: + and the mystic rituals. is last

play is more realistic than any of th Jones says
is ecssentially truc:
The tendency in the course of the plays for the

exceptional person to be pushed further and fur-
ther from the centre of the picture re reaches




logiecal conclusion, ryman has taken
centre of the stag

1 play about Ty people with evoryday problems;

play about & warld permeated with the fragrance of
real roses from real rose gardens. Eliot has moved away fram
the "still peint" expericnces out of time. He has also re-
treated from the view that tho spiritual experience is the
only means to human fulfillment. The Elder Statesman is based
in temporal reality and is Pepulated by les peotites gens. Bue
Fliot does not nedate the spirituval path entirely. Human and
divine love are not Opposites. Differont poople must choose
different paths--but the scul who can come to terms with both

Knowa that they will enhance cach other in the final vision.

24plavs, pp. 192-194.




CHAPTER VII

SUMMARY AND CONCLUSION

Four centurics ago, Blaise Pascal, the French philesopher

and mathematician, made the following assertion: "Our nature

is one of movement: to be complotely still is to be dead."!

Pascal's statement very aptly summarizes the literary carcer
of T, S, Eliot. The artistic process, by definition, embodies
movement. As the artist tests his convictions and view in
his creative medium, his position is necesaarily reshaped and
redefined throush the years. Most of Eliot's poems werc poems
of his youth. His criticism explored his artistic values and
those of other writers. But the movement that Eliot's werld
view undergoes (and the intellectual convictions which re-
present its final resting place) is discernible in the study
of his dramatic works.

Only by a consideration of the total body of Eliot's
iramas can it be shown that the alienation and isolation in
the early pooms and plays progresses through intermediate
alternatives in the middle plays until it {s finally abandoned
for the affirmation of human relations s in the final plays

By setting the plays alongside each other, the contrast

larnold Goldman, The Joyce Paradox: Form and Freedom
His Fiction (Wisconnin: Northwestern Unlverslty Press, 196
p. 1.

499




tely isola
ond of tb 1o e » 1 communicate
to othe 2 oy ¥ saintliness, do
struggle against the alt i eithor;: he, like Sweer
no ties with this world. Thomas comes from a physica
to become a spiritual exile. Celia, in The Cocktail Party,
resembles Thomas; she chooses to leave
tained her. And she leaves behind people who, though thoy
technically move within society's boundaries, nonetheless
pursue lives that will never meaningfully touch each other.
They are people resigned to the bleak prospect of “making
the best of a bad job."? These early plays are thus all
dominated by their alienation and isolation. Harry,
noext play, also much 1 Colia. In Fami 1y Reunion he
leaves his family unit despite serious consequences because
he alone can come to te - sney heritage of
sin. He faces a sclitary journey to red spite the
carlier vague hints of Eliot's chonging positi alicna=
comments of the Wome
reunion
change occurs in the last two pla
the unpretentiour Colby Simpkins lc » saciety=-=but
not for martyrd or a singular purgation, but
other socicty--a aimple r m at the Eggerson reaidence

life of music in the church. And Colb: s behind a

‘The Cocktail Party, p. 126.




moreover, that has achicved partial
attempted communication. Finally,
Lord Claverton completes the Journey initiated by Sweency
Years earlier. Eliot's ¢pigraph to the Sweeney fragments d
used St, John of the Crous to state his original ideal: “Mence,
the soul cannot be possessed of the divine union until it has
divested itself of the love of ereated I.n.-inqu.":1 but this
ideal is unrecognizable in the final play. Lord Claverton
pursues a completely differont path to spiritual fulfillment.
Instead of deserting the temporal world for the spiritual
realm, Lord Claverton plunges into the land of the living.
Without the help of Furies or Guardians, reestablishes the
strong ties of parcntal and romantic love betwoen family
members. In contrast to the carly plays, this final play is,
a8 Leon Unger claims, "an affirmation of human relations, a
drama of escape from isolation,"4

The movement within the plays from the spiritual realm
to the human realm parallels Eliot's dramatic progression
towards realism. This is obvious, on one level, by the
diminshing poetic effects of the later plays. Criti fre-
quently refer to the lackluster Poetry that characterizes
The Confidential Clerk and T T _Statesman yet fow explain
this as a natural consequoence of the movement towards realism,

icollected Poems, p. 111,

AMoments and Patterns, p. 15.
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the view, Eliot created a stage dominated by Every-

man=-and the speoch of the o Gn o man, the sg h of family
wembers, 18 prose rather than high o Ery. The increasing
realism is also reflected in a comparison of the dramatic

use of the chorus.

composced of the nameloss Women of Canterbury. In The Family

Reunion and The Cocktail Party, an intermediate handling is

achioved; the chorus in these plays is made up of a small group
of identifiable characters, people with names and stage
personalities. The role of the chorus lessens in these plays.
In The Con ential Clerk the chorus is altogether gone, its
function replaced by the conscicnces of everyday people. The
dependence upon mystical devices is also important. No
Countorparts to the chants of the characters in The Family
Reunion or the mystical speeches of Sir Henry Harcourt-Reilly
can be found in the later plays. In the final dramas, the
stage is dominated by human beings talking with cach other,
finding solutions to their problems from within their own
resources and from within their temporal worlds.

Dramatic movement is shown, in addition, by a diminish-
ing importance of character. The earlier dramas are dominated
by a single spiritually-olect here. Eliot at first embraces
4 single, saintly protagonist as the poctic spokesman for spir-
ltuality. The rest of the cast is typically stratified to con-
trast with this hero, dividing the characters of the early
plays sharply into the spiritual haves and have nots. This

view of characterization emerges as an English sense of class-
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There can be no doubt that he was also reconciled to the proc=-

csa of movement and change which would inevitably touch his

own work. As early as 1917, for example, during a discussion

of Ezra Pound's writings, Eliot made this perceptive

illustrating that he had prepared himself for the inclucta-
bility of his own change as well as for the risks inherent

in that movemont:

When a poet alters or develops, many of his admirers
are surc to drop off. Any poet, if he is to survive
as a writer beyond his twenty-fifth year, must alter;
he must seek new literary influencos: he will have
different cmotions to cxpress. This is disconcert-
ing to the public which likes a poet to aspin his
whole work out of the feeling of his youth; which
Likes to be able to open a new volume of his poems
with the assurance that they will be able to approach
it exactly as they approached the preceeding.®

Later, when Eliot was fifty-two years old, he called further

attention to his awarencas of change in a memorial leocture on

Yeats:

it is my experience that towards middle age a man
has three choices: to stop writing altogether, to
repeat himself with perhaps an increasing skill of
virtuosity, or, by taking thought to adapt himsclf
to middle age and find a different way of working.
In fact, very few poots have shown this ca-
of adaptation to the years. It requires, in-
an exceptional honesty and courage to face the

Finally, nine years later, Eliot once more discussed

ness of a writer's development. While reviewing the writings

aof Joyce, he made a plea for the eritics to understand Joyce's

internal development--a plea that is just as applicable to his

fMargolis, Intellectual Development, p. xid.

T1bid., p. ix.




Joyce's writings form a whole; we can neither re-
ject the carly werk as stagos, no intrinsic in-
terest, of his progress towards the latter, nor
Feject the later work as the outcome of decline. hs
with Shakcspeare, his later werk must be understood
through the earlier, and the first through the last;
it is the whole journey, not any one stagoe ﬁf it,
that assures him his place amonz the great,

The very plea that Eliot made on behalf of Joyce and
other writers applies directly to his own works. This change
and development, however, came to his own art slowly, It
arrived late in his life, too late to even be acknowledged by
some critics. The change is foroshadowed in his poetry by his
recurring focus upon such words as pattern and ecycle. Over
and over lines such as these from "East Coker® explore his
awareness of the concept of change:

The knowledge imposes a pattern, and falsifieca

For the pattern is new in every moment

And every moment is a new and shocking

Valuation of all we have been.
But even these poctic references to change are permeatoed by
a mood of patient resignation. In the same tone, Eliot made
the following reflective comment in an essay entitled “Socond
Thoughts About Humanism™:

Rational assent f arrive late, intellectual con-

viction may come slowly, but they come inevitably

without violence to honesty and nature. To put the

sentiments 1T order is a later and ipmensely dif-
ficult task.10

dcomplete Poems and Play

1":‘-_«11:&:&04:{ Works, p. 453.
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difficule f p < F wnts in order”
finally accomplished by Eliot X * years and
the result is fully rovealed b 3 dramatic
writings.
The development in the theme isolation and aliena-
tion in Elfot's drama must, ultimately, be scen as the natural
progression of Christian thoughe. It must be remembered that

Eliot's work as a dramatic artist is a tostimony to the

Christian vision. The Waste Land and "The Love Song of Alfred

J. Prufrock®™ were produced before Eliot's public commitment
to Christianity. Later poems, such as "Ash Wednesday,” ex=
plored the emerging values on a theoretical level., In the
Four Quartets and in the later dramas, however, Eliot applied
the theoretical frults of Christianity to the practical world.
Sweeney, Becket, Harry and Celia represent the first step for
the Christian, the striving upward that emerges as spiritual
election and severs all ties with the real and tangible world.
it i8 one way=-=-perha the only way--for the intellectually
gifted to approach the divine. In the later plays. however,
scene changes. Whercas Bocket's first word in {qr:or in
divorcing himself
from the world by the act of martyrden, Colby Simpkins and Lord
Claverton make tt r peace totally in the world. Eliot's
Christianity, in the final view, is not the exclusive domain
of saints; Christ reached out to sinners too, Eliot's re
tion of the fertile field for Christian concepts expands to

Everyman. And for the common man, religion is tangible and




real on the personal level--in the search for personal
meanings and in the cultivation of personal integrity. Eliot's
later protagenists demonstrate that one strives upward by turn-
ing inward, by secking to conquer pride and hypoerisy and by
cultivating and sharing truth and love. the end, therefore,
the spiritual vision merges with the carthly vision. Smith
succinctly states Eliot's mature view of spirituality when he
writes that in the end, Elieot "came to portray, not the
awakened versus the unawakened, but instead the awakened lead-
ing the unawakened to a new perception of the moaning of
life,"11

The significance of Eliot's Christianity to his dramatie
themes in general, and the theme of isolation and alicnation
in particular, is further affirmed by his movement from
tragedy to comed The tragic hero's singular flaw effocts
a denoument that is characterized by the waste of talent,
skill, and life. The loss is irredeoomable and irrevocable:
whether a principle or a country is saved, compensation is
never adequate for the loss. This is the tragedy. But as

Eliot's own spirituality matured, he came to a more realistic

point of view. Tragedy was, in the end, preempted by the

Christlan vision. Man was imperfect, mantled with original
gin, and blemished with many faults. The tragic hero thus had
to relinguish the stage to characters who, though far from

being saints, were nonectheless trying to work out their

llir'lgw_\ll__l' ma_and Plays, p. 26.




salvation with diligence,” * comic protagonis

ultimately compensated by spiritual r tion. romise

of eternal salvaticon is always present in the hristiaon play

Woe matter how much pain and s fering darken the path of
the protagonists on a Christian stage, there is always one
light in the heavens to make the trials fruitful in the end.
A study of all of Eliot's dramas thus clearly reoveals

that his treatment of alionation and isolation undergoes
significant change. Although the Journey through the plays
beging in a lonely wasteland where human love and human com-
munication are clearly impossible, it comes to rost in a fully-
developed Christian vision manifosted by the strong affirpa-
tion of human interaction and human love. This unique moves=
ment in the plays must stand te contradict the customary
image of Eliot as a prophet of doom: in the dramas he omerges
as a poet of love. The dramatic progression of the theme of
isolation is perhaps best summarized by Eliot himsclf in the
linea which conclude "Burnt Norton®:

The detail of tho pattern is movement

As in the figure of the ten st irs.

Desire itwelf is movement

Wot in itself desirable;

Love is itsclf unmoving
Only the cause and end of movement.

a3
L2 aplete Poems and Plays, p
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