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Publisher’s Note

Rendering poetry in a digital format presents several challenges, just as its many forms continue to challenge the conventions of print. In print, however, a poem takes place within the static confines of a page, hewing as close as possible to the poet’s intent, whether it’s Walt Whitman’s lines stretching to the margin like Route 66, or Robert Creeley’s lines descending the page like a string tie. The printed poem has a physical shape, one defined by the negative space that surrounds it—a space that is crafted by the broken lines of the poem. The line, as vital a formal and critical component of the form of a poem as metaphor, creates rhythm, timing, proportion, drama, meaning, tension, and so on.

Reading poetry on a small device will not always deliver line breaks as the poet intended—with the pressure the horizontal line brings to a poem, rather than the completion of the grammatical unit. The line, intended as a formal and critical component of the form of the poem, has been corrupted by breaking it where it was not meant to break, interrupting a number of important elements of the poetic structure—rhythm, timing, proportion, drama, meaning, and so on. It’s a little like a tightrope walker running out of rope before reaching the other side.

There are limits to what can be done with long lines on digital screens. At some point, a line must break. If it has to break more than once or twice, it is no longer a poetic line, with the integrity that lineation demands. On smaller devices with enlarged type, a line break may not appear where its author intended, interrupting the unit of the line and its importance in the poem’s structure.

We attempt to accommodate long lines with a hanging indent—similar in fashion to the way Whitman’s lines were treated in books whose margins could not honor his discursive length. On your screen, a long line will break according to the space available, with the remainder of the line wrapping at an indent. This allows readers to retain control over the appearance of text on any device, while also indicating where the author intended the line to break.

This may not be a perfect solution, as some readers initially may be confused. We have to accept, however, that we are creating poetry e-books in a world that is imperfect for them—and we understand that to some degree the line may be compromised. Despite this, we’ve attempted to protect the integrity of the line, thus allowing readers of poetry to travel fully stocked with the poetry that needs to be with them.

—Ecco




Dedication


 


  The hitherto unpublished manuscripts of these poems by T. S. Eliot are housed in the Henry W. and Albert A. Berg Collection of English and American Literature, the New York Public Library, Astor, Lenox and Tilden Foundations.
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Preface


  The Manuscripts


 

On 21 August 1922, T. S. Eliot wrote from London to John Quinn in New York. Quinn, lawyer and patron, had been generous to Eliot, who was writing to him now about giving him the manuscript of The Waste Land. (The poem was to appear in The Criterion in October 1922, in The Dial in November, and as a volume from Boni and Liveright in December.) Quinn had insisted: ‘I shall be glad to have it, but you must agree to the condition that I send you a draft for what I think it is worth’. Eliot counter-insisted:

 


  I certainly cannot accept your proposal to purchase the manuscript at your own price, and if you will not accept it in recognition of what you have done for me lately and in the past, it will not be any pleasure to me to sell it to you. I therefore hope that you will accept it. But as I feel that perhaps you like some of my early poems best I should be glad, for example, to send you the manuscript of “Prufrock” instead, and I hope you will let me do this.



 

Quinn did not demur, but accepted The Waste Land manuscript as a gift on condition that he might buy the manuscript of the early poems. His letter to Eliot said:

 


  We won’t quarrel about the MS. of The Waste Land. I’ll accept it from you, not “for what I have lately done for you and in the past”, but as a mark of friendship, but on this condition: That you will let me purchase of you the MS. of the Early Poems that you referred to. If you have the Prufrock only, then I’ll purchase that. But if you have the MS. of the whole volume of your poems, including the Prufrock, I should greatly value that, and then I’ll have two complete manuscripts of yours.1





 

Quinn paid $140, £29.14.10.

Eliot described the Notebook to Quinn on 21 September 1922:

 


  The leather bound notebook is one which I started in 1909 and in which I entered all my work of that time as I wrote it, so that it is the only original manuscript barring of 
course rough scraps and notes, which were destroyed at the time, in existence. You will find a great many sets of verse which have never been printed and which I am sure you will agree never ought to be printed, and in putting them in your hands, I beg you fervently to keep them to yourself and see that they never are printed.2





 

More than once, Eliot deprecated these early poems. There is a letter to B. L. Reid, 23 July 1963, which refers to the poems in the Notebook (its whereabouts then unknown to Eliot), as ‘unpublished and unpublishable’.3 And there is his letter to Daniel Woodward, 3 April 1964: ‘I cannot feel altogether sorry that this [typescript] and the notebook have disappeared. The unpublished poems in the notebook were not worth publishing’.4





Quinn died in 1924. When in 1965 Eliot died, he had never learned what had become of these early manuscripts.

 

The earliest poems in the Notebook are dated, by Eliot, Nov. 1909. There is in the Notebook only one poem—Humouresque (After J. Laforgue)—of the seven which, between 24 May 1907 and 24 June 1910, he published in the Harvard Advocate.5

For all the continuity, then, with the Laforguean elements in some of the Harvard Advocate poems—strongest in the one that Eliot has in the Notebook, Humouresque (After J. Laforgue)—it is clear that the Notebook promised a fresh start, one which was to issue, in 1917, in Prufrock and Other Observations. For the Notebook, which opens with a poem which went into Prufrock and Other Observations (Conversation Galante), contains The Love Song of J. Alfred Prufrock, Portrait of a Lady, Preludes (IV being on a separate leaf laid in), and Morning at the Window. Rhapsody on a Windy Night and Mr. Apollinax are among the loose leaves now with the Notebook; so, of the poems in Prufrock and Other Observations, only five are unrepresented: The ‘Boston Evening Transcript’, Aunt Helen, Cousin Nancy, Hysteria and La Figlia Che Piange.





The Notebook has in addition twenty-seven poems (four on separate leaves laid in), plus Prufrock’s Pervigilium within The Love Song of J. Alfred Prufrock. To these are added, first, the bawdy verses which survive on leaves (now at Yale) excised from the Notebook; and second, from loose papers with the Notebook, a further seventeen poems, two of them in French. The whole runs from 1909 to 1917, the year of Prufrock and Other Observations.

These early unpublished poems include five sequences: Mandarins (1–4); Easter: Sensations of April (I–II); Goldfish (I–IV); Suite Clownesque (I–IV); and The Engine (I–II). Eliot was asked in 1959, ‘You seem often to have written poems in sections. Did they begin as separate poems?’ He replied: ‘That’s one way in which my mind does seem to have worked throughout the years poetically—doing things separately and then seeing the possibility of fusing them together, altering them, and making a kind of whole of them.’6



 

The Notebook of Eliot’s which contains the poems now published as Inventions of the March Hare is in the Berg Collection of the New York Public Library. Together with the long-lost manuscript of The Waste Land, it was bought by the Library in 1958 (the year of Eliot’s seventieth birthday), but—because of the favouring of B. L. Reid’s biography of Quinn—no announcement was made until 25 October 1968, three years after Eliot’s death.

Both The Waste Land manuscript and the Notebook were described in detail by the great bibliographer of Eliot, Donald Gallup, in the Times Literary Supplement, 7 November 1968: The ‘Lost’ Manuscripts of T. S. Eliot. This account (slightly revised) subsequently appeared in the Bulletin of the New York Public Library (lxxii, Dec. 1968, 641–52).7






In 1971 there appeared The Waste Land: A Facsimile and Transcript of the Original Drafts Including the Annotations of Ezra Pound, edited by Valerie Eliot. This appended, as ‘The Miscellaneous Poems’, ten poems from certain leaves which did not form part either of The Waste Land manuscript itself or of the (earlier) Notebook. These leaves had been judged by Mrs Eliot, in concurrence with Dr Gallup, to belong with, and sometimes to contain draft lines for, The Waste Land. ‘The Miscellaneous Poems’ published in 1971 are: (i) The Death of Saint Narcissus (which was ‘set up in type apparently for publication in Poetry’, Oct. 1915, Gallup reported, and was included in Poems Written in Early Youth, 1950, 1967); (ii) Song: The golden foot I may not kiss or clutch (published as Song to the Opherian, in The Tyro, April 1921); (iii) Exequy: Persistent lovers will repair; (iv) The Death of the Duchess; (v) After the turning of the inspired days; (vi) I am the Resurrection and the Life; (vii) So through the evening, through the violet air; (viii) Elegy: Our prayers dismiss the parting shade; (ix) Dirge: Full fathom five your Bleistein lies; (x) Those are pearls that were his eyes. See!

 

The authoritative account of the Notebook was given by Dr Gallup. It is quoted now, with his kind permission, from the Bulletin of the New York Public Library.

 


Bound in quarter brown leather, with marbled-paper sides, the notebook measures approximately 20.5 × 17 cm. A ticket in the upper-left corner of the inside front cover indicates that it was purchased at Procter Brothers Co., Old Corner Bookstore, Gloucester, Mass. (The Eliots used to spend their summers at a cottage on Eastern Point, Gloucester.) The price seems to have been 25¢. Originally it must have contained 72 leaves of ruled white paper, of which 12 have been excised, 10 leaving traces of stubs. Eight leaves contain manuscript on rectos only, two on versos only, 22 on both rectos and versos, and 28 are blank. The leaves or pages actually written upon (with the exception of the last two) are numbered from 1 to 52, possibly by T. S. Eliot at a later date. (Two leaves at the end of the book have been used by T. S. Eliot with the volume reversed, and the writing therefore appears on their versos, upside-down in relation to the rest of the notebook.) In addition there are five leaves laid in the first part of the notebook, four of them with blank versos, and two leaves are laid in at the end, also both with versos blank. (One of the first group of leaves laid in, that 
containing an untitled poem beginning “Of these ideas in his head”, was transferred from the loose leaves (miscellaneous) after The New York Public Library’s press release [in October 1968].)

The front free end paper bears the (early) signature of T. S. Eliot in blue ink, underlined, with title above, “Complete Poems of,” and dedication below (as in the Prufrock volume, but with slightly enlarged epigraph) added in black ink not before 1915. An otherwise blank flyleaf at the front has the title in black ink, cancelled, “Inventions of the March Hare.” Two blank forms for reporting “Fortnightly Marks and Order” (at the Highgate School? [where Eliot taught in early 1916]) are stuck to the inside back cover.

The notebook was apparently used by Eliot, beginning after January and before April 1910, writing at first only on the rectos but subsequently filling in most of the blanks with later poems.



 

Dr Gallup followed his account of the Notebook with a list of the poems, briefly described as to their titles, their being in ink or pencil, their length, and their having been published or not.

The poems in the Notebook are dated by Eliot, mostly in pencil and mostly (it would seem from the hand) at about the same time. A letter from Eliot to Eudo C. Mason, 21 Feb. 1936, is informative about the dates for the related poems in Prufrock and Other Observations:

 


  J. Alfred Prufrock was written in 1911, but parts of it date from the preceding year. Most of it was written in the summer of 1911 when I was in Munich. The text of 1917, which remains unchanged, does not differ from the original version in any way. I did at one time write a good bit more of it, but these additions I destroyed without their ever being printed. It is by no means true that all of the other poems in the 1917 volume were written after Prufrock. Conversation Gallante, for instance, was written in 1909, and all of the more important poems in the volume are earlier than Prufrock, except La Figlia che Piange, 1912, and two or three short pieces written in 1914 or ’15.8






 

Excised leaves from the Notebook have come to light since 1968 among the Ezra Pound papers now in the Beinecke Rare Book and Manuscript Library at Yale University. In the catalogue of a 1975 exhibition in honour of Pound, Dr Gallup wrote:

 


  On various occasions, over many years, Ezra Pound expressed his admiration for a series of vigorously scatological poems that Eliot had begun while at Harvard, dealing with two redoubtable characters, King Bolo and his Queen. In 1922, when Eliot sold to John Quinn (for $140) a notebook containing manuscript copies of all his early 
poems, published and unpublished, he took the precaution of excising those leaves containing parts of the Bolo series. He seems to have given them, along with scraps of other versions (probably laid into the same notebook), to Pound.9





 

On the envelope which accompanies these excised leaves and others with similar verses, Pound wrote in pencil: ‘T.S.E. Chançons ithyphallique’.

None of these excised pages is without scatological verses, which corroborates Eliot’s motive, but the excision brought about the mutilation of poems thereby left incomplete in the Notebook, lacking lines that had been written on the recto or verso of the torn-out pages.

The present edition supplies, from Yale, verses which, not recovered at that date, could not be listed in Dr Gallup’s 1968 article but which he has kindly made known: of Goldfish IV, the closing twenty lines; of Suite Clownesque, the closing line of III and the whole of IV; and the closing lines of Portrait of a Lady I plus an epigraph from Laforgue, not adopted, for ‘III’.

The ithyphallic songs, including Columbo and Bolo verses, are to be found here in Appendix A, separated from the other poems in accordance with their excision from the Notebook. On balance, it was judged right to include the ribald verses, despite Eliot’s having excised their leaves and their therefore not having formed part of the work sent to, and seen by, Quinn. The editor is aware that such scabrous exuberances may lend themselves to either the wrong kind or the wrong amount of attention. But the case for including them is a combination of the following considerations: that the excised leaves cannot be simply set aside, since on recto or verso they supply missing lines of the poems proper, and even one whole poem; that the ribald verses constitute part of the story of the poet’s transition from the Laforguean velleities of 1917 to the Corbièresque bluntnesses, such as Sweeney Erect, of 1920; that some details in these verses furnish valuable cross-references for the poems proper; that such verses are rightly being included by Mrs Eliot, in her edition of the letters, whenever they figure within such; and finally that, as Mrs Eliot has made clear, nothing of Eliot’s is to be suppressed or censored.

With the Notebook there are loose leaves, described in 1968 by Dr Gallup:

 


  These leaves were divided apparently by John Quinn or one of his clerks into two groups: those for poems included in Poems (1920), and miscellaneous poems mostly unpublished. The first group contained 28 leaves, the second, 29, when the manuscripts were received, but since the Library’s press release [October 1968] two 
leaves have been transferred from the second to the first group, and one leaf from the second group has been laid in the notebook. The poems are in various states and versions, with corrections, and are written on a variety of papers, most of them showing traces of having been folded and some much worn at the folds.



 

The present edition follows Dr Gallup in these respects: in its use of the terms ‘page’ and ‘leaf’ in relation to the Notebook (a leaf being numbered on the recto only—see above for this numbering); in its division of the loose leaves into ‘published’ and ‘miscellaneous’; and in the sequence given to the poems from the loose leaves in accordance with Dr Gallup’s numbering.

The Notebook poems are here presented in the order in which they stand there. Two other possible orderings, both chronological, suggest themselves: order of the poems’ composition, and order of their being written in or copied into the Notebook. Though each of these would repay study and would usher certain aspects into the light, neither is—in the present editor’s judgement—to be preferred to the straight reproduction of the order as it stands in the Notebook.

For any chronological ordering will at some points cut across Eliot’s ordering of the poems into sequences (Mandarins 1–4, Goldfish I–IV . . . ). Moreover, the order in which the poems were written in or copied into the Notebook cannot be confidently or entirely established. The present edition follows Dr Gallup in recording that some poems are in blue ink, others in black ink, others in pencil. The blue ink antedates the black ink, and there is the evidence of changes in Eliot’s hand. Agreed, further, there are anomalies when one reproduces the Notebook order as it stands; Fourth Caprice in Montparnasse ([page] 5), which is in black ink, stands between First Caprice in North Cambridge and Second Caprice in North Cambridge, both in blue ink. But, were one to move Fourth Caprice in Montparnasse, or Interlude in London (likewise in black ink, and following Second Caprice in North Cambridge), where exactly would one move them to, and upon what principle of location?

Granted, it is not entirely satisfactory to leave them (and a few others such) where Eliot entered them, since they are not altogether orderly there, but it would be very unsatisfactory to feel obliged to exercise editorial authority in order to place them elsewhere, especially upon such insufficient evidence of authorial intentions or wishes.

Dr Gallup’s original article in the Times Literary Supplement in 1968 said:

 


  The Notebook was apparently used by Eliot, beginning after January and before April, 1910, writing at first only on the rectos but subsequently filling in many of the 
blanks with later poems; no attempt can be made, however, to establish any such order for this account of the manuscripts in the time and space available.



 

In revising slightly this article for the Bulletin of the New York Public Library, Dr Gallup changed ‘establish any such order’ to ‘establish the probable order’. The most that could be established, then, is a probable order for Eliot’s writing in, or copying in, the poems; and even a probable order for all the poems might be thought on occasion beyond our ascertaining. Dr Gallup valuably urges that this order should be borne in mind, even if sometimes the most one can do is guess at it, but with regret he has acknowledged, in a letter to the present editor, that it is probably not possible to try to print the poems in such an order.

 


  This Edition


 

From both the Notebook and the loose leaves, this edition prints, as the body of the book, and annotates textually and contextually, all the poems which were not published either by Eliot or within Mrs Eliot’s edition of The Waste Land MS. Plus, at the end, one poem from the McKeldin Library, University of Maryland.

Of these poems, five only have previously been published, all in volume i of The Letters of T. S. Eliot, edited by Valerie Eliot. Four of these accompany letters: Afternoon, Suppressed Complex, The Love Song of St. Sebastian, and Oh little voices of the throats of men. Of the fifth, Easter: Sensations of April [I], a facsimile of the manuscript page from the Notebook was tipped into the limited edition (1989) of volume i of the Letters, with a facing transcription of the poem.

Scholars of Eliot have since 1968 been permitted to study and to describe these manuscripts, though not to quote other than to identify the poems by their titles or their opening words. Frequent reference was made to them in Lyndall Gordon, Eliot’s Early Years (1977); in Marianne Thormählen, The Waste Land: A Fragmentary Wholeness (1978), and Eliot’s Animals (1984); in John T. Mayer, T. S. Eliot’s Silent Voices (1989); and in Manju Jain, T. S. Eliot and American Philosophy: The Harvard Years (1992), which should be consulted as to Eliot’s philosophy courses, and his teachers, when he studied at Harvard.

 

An editor of Eliot has to acknowledge the force not only of the poet’s feelings 
but of his arguments. He wrote to the Master of Magdalene College, Cambridge, on 9 November 1962:

 


  With the publication of my own verse I have always been firm on three points. First, I will not allow any artist to illustrate my poems. Second, I will not allow any academic critic (and there are plenty of these in America only too willing) to provide notes of explanation to be published with [any of deleted] my poems. Third, I will not allow any of my poems to be set to music unless they seem to me to be lyrics in the proper sense of being suitable for singing. My objection to all three of these methods of employing my works is the same, that I should be allowing interpretation of the poem to be interposed between me and my readers. An artist is providing the illustrations which should be left to the imagination of the reader, the commentator is providing information which stands between the reader and any immediate response of his sensibility, and the music also is a particular interpretation which is interposed between the reader and the author. I want my readers to get their impressions from the words alone and from nothing else.10





 

Mrs Eliot, who commissioned the present edition, is the best judge of what her husband would have wished in changed cultural circumstances and in the case of these particular early poems. But some reply to Eliot’s points may be put. One, that Eliot himself sometimes applauded an annotated edition. Two, that he did himself provide Notes for the most allusive of his poems, The Waste Land. Three, that there can now be little confidence that his readers, however immediately responsive, will be able to bring to their reading a sufficient acquaintance with works once generally known. Four, that the poet—if we may apply a later comment of his about a poem of this period and its line borrowed from Meredith—judged that ‘the whole point was that the reader should recognize where it came from and contrast it with the spirit and meaning of my own poem’.11 Five, that an editor can try to abstain from what Eliot calls notes of explanation, that is, from notes which are not primarily the supplying of information.



‘Good commentaries can be very helpful’, Eliot conceded, and moved at once to but: ‘but to study even the best commentary on a work of literary art is likely to be a waste of time unless we have first read and been excited by the text commented upon even without understanding it’.12





 

As to textual decisions: poems in the body of this edition are presented in the final form in which the poet left them, with a record, at the foot of the page, of earlier readings. So, for instance, lines that were deleted are reduced to variants.

In the case, though, of the poems in Appendix B and C (but not of The Love Song of J. Alfred Prufrock, moved to the body of the book), poems published by Eliot and known to all his readers, the text presented is—except where noted—the earliest one, since here the prime interest attaches to the distance between the earliest form of the poem and the published one. So for these poems it is not the first readings, but the subsequent readings as they approach the published text, which are recorded as variants (and the textual apparatus therefore records, as the later version, revision). Three caveats: there is, inevitably, uncertainty sometimes as to what precisely was the earliest state of the text, since a revision—say, of punctuation—may not be manifest; sometimes a deleted reading might not have been en route for the wording which follows; and sometimes the earliest reading proved a false start and so cannot provide a consecutive intelligibility, in which case the revision is adopted. For instance, Gerontion 43–4, published as ‘Think / Neither fear nor courage saves us’, had previously begun ‘Think / How courage’, these last two words then being deleted; here, since the sequence of words would otherwise be broken, the published text is followed and the first reading recorded as a variant.

In cases where Eliot wrote in alternative readings (sometimes bracing them with the earlier readings) without deleting his earlier reading, the editorial practice has been to retain the earlier reading and to note the alternative. So alternative means that this wording was not deleted, and 1st reading (2nd reading, 3rd reading) that it was deleted. But there are a few exceptions to the practice of choosing the earlier of the alternative readings, for instance in First Debate between the Body and Soul 11, where an original undeleted reading fails to cohere with its much-revised context and so the alternative has been preferred. A caret ∧ indicates the position of the variant given:

 


  4. their ∧ uncertainties] certain 1st reading.



 

That is, the word ‘certain’ followed ‘their’ and was then deleted.

In the manuscripts, Eliot put a full stop after the titles and the title-numbers within sequences; but this convention was not his practice on publication and is not followed here.



 

Appendix A prints the ribald verses which are on the leaves excised by Eliot.

Appendix B gives the text—as it first stood in the Notebook or the loose leaves—of Humouresque (Harvard Advocate, 12 Jan. 1910) and of the poems (here in the order of the volume) in Prufrock and Other Observations (1917):

 


  
    Humouresque (After J. Laforgue)
  




  
    Portrait of a Lady
  




  
    Preludes
  




  
    Rhapsody on a Windy Night
  




  
    Morning at the Window
  




  
    Mr. Apollinax
  




  
    Conversation Galante
  



 

These are annotated only as to textual variants.

The Love Song of J. Alfred Prufrock, though one of the poems published in Prufrock and Other Observations, is here treated differently. Its text as it stood within the Notebook is found, not like the other published poems of 1917 in Appendix B, but in the body of the book, preceding and following Prufrock’s Pervigilium. For Prufrock’s Pervigilium is not an unpublished poem but an unpublished passage from within The Love Song of J. Alfred Prufrock, and so it constitutes a different case. Sense can best be made of Prufrock’s Pervigilium when it is not separated off but granted the context of The Love Song of J. Alfred Prufrock.

Appendix C gives the text—as it first stood in the loose leaves—of the poems in Poems (The Hogarth Press, 1919), Ara Vos Prec (The Ovid Press, 1920), and Poems (Alfred A. Knopf, 1920):

 


  
    Gerontion
  




  
    Burbank with a Baedeker: Bleistein with a Cigar
  




  
    Sweeney Erect
  




  
    A Cooking Egg
  




  
    Mélange Adultère de Tout
  




  
    Lune de Miel
  




  
    Dans le Restaurant
  




  
    Whispers of Immortality
  




  
    Mr. Eliot’s Sunday Morning Service
  




  
    Sweeney Among the Nightingales
  




  Ode [in Ara Vos Prec, 1920, but not then in Poems, 1920]



 

These are annotated only as to textual variants.



Appendix D, on Influence and Influences, consists of Eliot’s own statements, and is described in the next section of this Preface.

 


  Annotation


 


  
    The poet’s mind is in fact a receptacle for seizing and storing up numberless feelings, phrases, images, which remain there until all the particles which can unite to form a new compound are present together.
  




  (Tradition and the Individual Talent, 1919)13





 


  —and for ‘interpretation’ the chief task is the presentation of relevant historical facts which the reader is not assumed to know.




  (TSE, Hamlet, 1919)14





 


  —You’ve got to know what you want to ask them




  —You’ve got to know what you want to know




  —It’s no use asking them too much




  —It’s no use asking more than once




  —Sometimes they’re no use at all.




  (Sweeney Agonistes: Fragment of a Prologue, about the tarot cards)



 

This edition is based on the conviction that, subordinate to the establishing of the text and of textual variants (which are given at the foot of a poem’s page), the important thing is evidence of where the poems came from, and of where they went to in Eliot’s other work.

That these early poems were later to contribute to new compounds owes something to Eliot’s not having kept the manuscripts. He said in an interview in 1959:

 


As a rule, with me an unfinished thing is a thing that might as well be rubbed out. It’s better, if there’s something good in it that I might make use of elsewhere, to leave it at the back of my mind than on paper in a drawer. If I leave it in a drawer it remains the same thing but if it’s in the memory it becomes transformed into something else.15





 

Better than leaving it on paper in a drawer might be to send the papers out of the country.

The sources of these early poems are fascinating, and so is their being so often a source or quarry. Though there are included in the present edition 
other kinds of information (such as Oxford English Dictionary entries, topical references, and on occasion personal and biographical material), parallel passages—within and without Eliot—are of the essence.

Eliot said as much—and more, in that he then moved to a caveat: ‘We cannot, as a matter of fact, understand the Vita Nuova without some saturation in the poetry of Dante’s Italian contemporaries, or even in the poetry of his Provençal predecessors. Literary parallels are most important, but we must be on guard not to take them in a purely literary and literal way.’ Of the content in Dante, he wrote: ‘It is often expressed with such a force of compression that the elucidation of three lines needs a paragraph, and their allusions a page of commentary.’16 One page of commentary by Eliot is addressed to the point of principle:



 


  Readers of my Waste Land will perhaps remember that the vision of my city clerks trooping over London Bridge from the railway station to their offices evoked the reflection ‘I had not thought death had undone so many’; and that in another place I deliberately modified a line of Dante by altering it—‘sighs, short and infrequent, were exhaled.’ And I gave the references in my notes, in order to make the reader who recognized the allusion, know that I meant him to recognize it, and know that he would have missed the point if he did not recognize it.17





 

That it was only for The Waste Land that Eliot supplied Notes as to his meaning (including ‘that I meant him to recognize it’) in no way implies that the question of such recognition is a matter only for the art of The Waste Land.

As to borrowings, which may or may not constitute allusions, three of Eliot’s insistences need to be borne in mind. They show the facets of the one concern, with the first stressing the ‘utterly different’, the second stressing ‘something like the feeling’, and the third the ‘contrast’. First, his famous comments in Philip Massinger (1920):

 


  One of the surest of tests is the way in which a poet borrows. Immature poets imitate; mature poets steal; bad poets deface what they take, and good poets make it into something better, or at least something different. The good poet welds his theft into a whole of feeling which is unique, utterly different from that from which it was torn; the bad poet throws it into something which has no cohesion. A good poet will usually borrow from authors remote in time, or alien in language, or diverse in interest.18







 

Second, his address on The Bible as Scripture and as Literature, given in Boston, December 1932:

 


  You cannot effectively ‘borrow’ an image, unless you borrow also, or have spontaneously, something like the feeling which prompted the original image. An ‘image’, in itself, is like dream symbolism, is only vigorous in relation to the feelings out of which it issues, in the relation of word to flesh. You are entitled to take it for your own purposes in so far as your fundamental purposes are akin to those of the one who is, for you, the author of the phrase, the inventor of the image; or if you take it for other purposes then your purposes must be consciously and pointedly diverse from those of the author, and the contrast is very much to the point; you may not take it merely because it is a good phrase or a lovely image. I confess that I never felt assured that Henry James was justified in naming a novel The Golden Bowl, though my scruples may only show that I have not understood the novel.19





 

Third, taking up the ‘consciously and pointedly diverse’, Eliot’s comment in an interview in August 1961:

 


  In one of my early poems [Cousin Nancy] I used, without quotation marks, the line ‘the army of unalterable law . . .’ from a poem by George Meredith, and this critic accused me of having shamelessly plagiarised, pinched, pilfered that line. Whereas, of course, the whole point was that the reader should recognise where it came from and contrast it with the spirit and meaning of my own poem.20





 

Eliot, in the matter of influences, saw that there may be safety in numbers:

 


  A poet cannot help being influenced, therefore he should subject himself to as many influences as possible, in order to escape from any one influence. He may have original talent: but originality has also to be cultivated; it takes time to mature, and maturing consists largely of the taking in and digesting various influences.21





 

A poem is more than, and other than, matured materials; but the materia poetica may be of interest, and no less so when distinguished from what the poem comes to say and to realize.

No parallel passage has here been proposed which the editor judges a coincidence (though coincidences can be very interesting). As Grover Smith has said: ‘The critic should not traffic in imaginary parallels, though he may 
often find it beneficial to cite parallels about which he is uncertain, in which case his prudent course is to admit to being of two minds.’22 There is a spectrum in these matters, from the diction, or furniture, or topoi, of a particular period or of a particular poet (marionettes; omnibuses; the word ‘indifferent’ as frequent in these poems, and very 1890s, and very Arthur Symons); through unconscious reminiscence; to allusion, the calling into play of the words or phrases of another writer. A source may not be an allusion. An allusion always predicates a source.



There is borrowing, and there is the question of the interest. In 1919, Eliot wrote to Mary Hutchinson about Ezra Pound: ‘I daresay he seems to you derivative. But I can show you in the thing I enclose how I have borrowed from half a dozen sources just as boldly as Shakespeare borrowed from North. But I am as traditionalist as a Chinaman, or a Yankee.’23



An editor’s task is not to try to settle, or even to comment upon, where in the spectrum a particular relationship of one poem to another is to be located, since this can be done only by patient precise exposition, both particular and general, of a sort and on a scale incompatible with an editor’s contingencies and format. It is for others to decide—if they accept that such-and-such is indeed a source for Eliot’s lines—whether it is also more than a source, being part not only of the making of the poem but of its meaning. So the notes try to put down only the parallels (though in the awareness that interpretation, selection and judgement are inseparable from annotating), and to leave it to the reader to decide what to make of what the poet made of this matter.

Eliot himself, exercising the rights and duties of the poet, was not much concerned to philosophize about the distinctions—as to borrowing, parallels, sources, allusions, echoes—that are judged here to fall within a critic’s, not an editor’s, enterprise. The poet’s own terms permit of a certain play, and make allowance for the merely probable. As when he wrote to Philip Mairet about the line which opens Burnt Norton II:

 


  It might amuse your Swiss friend to know that the line: ‘Garlic and sapphires in the mud’ is an echo of a line in a sonnet by Mallarmé (‘Tonnerre et rubis aux moyeux’) with probable recollection also of Charles Péguy’s description of the Battle of Waterloo (‘de la boue jusqu’aux essieux’).24







 

For such reasons, the neutral editorial injunction ‘Compare’ has been preferred, since to vary it would be to suggest distinctions that would demand critical elaboration and substantiation. ‘Compare’ declines to direct a reader as to what to deduce from the comparison. But some flexibility of phrasing has proved necessary in the matter of how confident the claim should be as to there truly being something up for comparison. So the editor permits himself such degrees of the tentative as: may have, possibly, perhaps. Bless per’apsez.

An effort has therefore been made not to use the notes for exegesis, critical elucidation, explication or judgement. The frontiers are uncertain, but the principle has been to provide only notes which always constitute or proceed from a point of information.

Sometimes a particular reader may not need the particular information, but then—as William Empson said—‘it does not require much fortitude to endure seeing what you already know in a note’.25



Eliot issued an acknowledgement, a distinction, and a warning. He wrote to I. A. Richards, 11 November 1931, about Ash-Wednesday:

 


  As for the allusions you mention, that is perfectly deliberate, and it was my intention that the reader should recognize them. As for the question why I made the allusions at all, that seems to me definitely a matter which should not concern the reader [amended from author]. That, as you know, is a theory of mine, that very often it is possible to increase the effect for the reader by letting him know [half deleted] a reference or a meaning; but if the reader knew more, the poetic effect would actually be diminished; that if the reader knows too much about the crude material in the author’s mind, his own reaction may tend to become at best merely a kind of feeble image of the author’s feelings, whereas a good poem should have a potentiality of evoking feelings and associations in the reader of which the author is wholly ignorant. I am rather inclined to believe, for myself, that my best poems are possibly those which evoke the greatest number and variety of interpretations surprising to myself. What do you think about this?26





 

An editor is sure to think about this differently from a poet, though the editorial principles would do well to be sensitive to the creative principles of a particular poet. There is a difference between the kind of ‘crude material in the author’s mind’ which is a matter of ‘feelings’ and the kind which is knowledge, whether common knowledge or arcane knowledge, and particularly knowledge of previous literature.



 


  And any book, any essay, any note in Notes and Queries, which produces a fact even of the lowest order about a work of art is a better piece of work than nine-tenths of the most pretentious critical journalism, in journals or in books. We assume, of course, that we are masters and not servants of facts, and that we know that the discovery of Shakespeare’s laundry bills would not be of much use to us; but we must always reserve final judgment as to the futility of the research which has discovered them, in the possibility that some genius will appear who will know of a use to which to put them. Scholarship, even in its humblest forms, has its rights; we assume that we know how to use it, and how to neglect it.27





 

One might apply to Eliot what he said of William Blake: ‘His early poems show what the poems of a boy of genius ought to show, immense power of assimilation’.28 Saturated in his reading, Eliot always had an amazing range of susceptibilities. ‘I know that a poem, or a passage of a poem, may tend to realize itself first as a particular rhythm before it reaches expression in words, and that this rhythm may bring to birth the idea and the image.’29 Sometimes (the notes here suggest) a rhythm, or the sound of a word, or the bizarre punning possibilities of a quite other sense, prompted a surprising creation.30 Some of these suggestions are bound to seem far-fetched. Nevertheless, ‘If their conceits were far-fetched, they were often worth the carriage’: these words of Dr Johnson on the Metaphysical poets were quoted by Eliot in the Note with which he concluded his Introduction to The Sacred Wood.







Eliot wrote of Spinoza: ‘The fact that he could receive stimulation from such various sources and remain so independent of the thought of his own time indicates both the robustness and the sensitiveness of genius.’31 Again, we may apply to Eliot what he said not only of Shakespeare but of one good effect of editorial scholarship:



 


  the evidence that Shakespeare read with the most prodigious memory for words that has ever existed is almost indisputable, and is consonant with everything that we do know of Shakespeare. And in bringing more clearly to light this verbal influence Mr. Taylor supplies a corrective to the invariable human impulse to look for mystery and excitement.





 

‘For what the poet looks for in his reading is not a philosophy’, Eliot insisted, ‘but a point of departure.’32



As so often in literary—including editorial—matters, the case is altered incrementally. Any particular instance, say, of a likeness to Symons may seem or be uncogent, but the pattern and the frequency start to strain coincidence and to indicate convergence. Eliot himself formulated the principle. ‘Miss Jeffery has not quite as clear a case as Dr. Schoell had in tracing the borrowings of Chapman’, Eliot wrote in a review in 1929, ‘but her accumulation of probabilities, powerful and concurrent, leads to conviction.’33 Similarly, there is his praise of Percy Allen, who demonstrated poets’ borrowing from themselves. Such genius in re-creation is very germane to these poems that Eliot left unpublished, to their lines and cadences, and to Eliot’s visions and revisions. Mr Allen (Eliot wrote) had mustered ‘many other parallels, each slight in itself, but having a cumulative plausibility’. If we have ‘some knowledge of the way in which other poets have handled and rehandled the same material, and if we weigh all of the parallel passages which Mr. Allen quotes, we are very strongly inclined to believe that Mr. Allen is right.’34





Appendix D, on influence and influences, includes Eliot’s accounts of the situation of poetry circa 1910 and of his early formation as a poet. His comments are given within a grouped sequence. To gather such material into an Appendix can somewhat reduce the individual annotations to the poems (and avoid repetition), as well as give a conspectus. But the conspectus does not aim to survey all the influences upon Eliot. The Appendix does not deal with such discrete cases of influence as, say, Shakespeare, Milton, Tennyson or Kipling (on all of whom Eliot wrote indispensable criticism), but with those writers whom Eliot himself specifically acknowledged and to whom he gave salience in his accounts of his early development. Much of this commentary of his (for instance, on Dante and on Corbière) is at least as pertinent to his other poems, the Poems Written in Early Youth and those published in 1917 and 1920, as to those annotated here. Appendix D is subdivided:



 


  (i) TSE on the situation of poetry circa 1910




  (ii) TSE on debts, including that to Dante




  (iii) TSE on the borrowing of writers from themselves




  (iv) TSE on the Elizabethans and Jacobeans




  (v) TSE on the poets of the Nineties




  (vi) TSE on Arthur Symons, The Symbolist Movement in Literature, and on France and the French Symbolists




  (vii) TSE on Bergson and Bradley



 

As to Eliot’s life during these years: Valerie Eliot has supplied an invaluably detailed ‘Biographical Commentary 1888–1922’ at the front of Letters i. It should be noted, though, that the volume has no letters by him between August 1904 and 23 December 1910, and very few from 1911 to 1913. (One in 1910; three in 1911; none in 1912; one in 1913; and only from July 1914 a good many.) Mrs Eliot reports: ‘On the deaths of his mother and brother, in 1929 and 1947, TSE recovered his correspondence with them and burnt a good part of it, together with their side, thus removing the family record of his final school year, his student days at Harvard and the period in Paris’ (Letters i p. xv).

A letter from the fertile month, July 1914, remains comically pertinent to the enterprise of editing; after a bawdy King Bolo stanza of his own invention, Eliot keeps up the good work:

 


  The bracketed portions we owe to the restorations of the editor, Prof. Dr. Hasenpfeffer (Halle), with the assistance of his two inseparable friends, Dr. Hans Frigger (the celebrated poet) and Herr Schnitzel (aus Wien). How much we owe to the hardwon intuition of this truly great scholar! The editor also justly observes: “There seems to be a double entendre about the last two lines, but the fine flavour of the jest has not survived the centuries”.—Yet we hope that such genius as his may penetrate even this enigma.




  (Letters i 42.)



 

Dr Hasenpfeffer: Dr Jugged Hare. An editor, or jugger, of Inventions of the March Hare must expect some such mockery, but may take some comfort from Eliot’s later words about learnèd doctors:

 


  Our only complaint against both editors [Dr Wood and Dr Harrison] is that they have conscientiously limited themselves, in their notes, to what is verifiable, and have deprived themselves and their readers of that delight in aside and conjecture which the born annotator exploits.35





 




  Editorial Conventions


 

Eliot’s poems are cited from the last edition published in his lifetime, Collected Poems 1909–1962 (Faber and Faber, 1963), with the correction of Whispers of Immortality 26, from ‘aboreal’ to ‘arboreal’, and of Gerontion 40, from ‘is still believed’ to ‘if still believed’. The two volumes not included there, Old Possum’s Book of Practical Cats and Poems Written in Early Youth, are cited, as are his plays, from The Complete Poems and Plays of T. S. Eliot (Faber and Faber, 1969). Eliot’s prose, from the English editions.

References to The Waste Land: A Facsimile and Transcript of the Original Drafts (1971), abbreviated to The Waste Land MS, are given in two forms. For The Waste Land itself, reference is to that identification first; thus, The Waste Land MS, p. 5, The Burial of the Dead 51. For the appended ‘Miscellaneous Poems’, reference is first to the poem itself: thus, So through the evening 24–5 (The Waste Land MS, p. 113).

For Eliot’s previously published poems of 1917 and 1920, line-numbering within square brackets—[25]—is that of the published version, this in addition to the numbering, given without square brackets, for the version here published; this applies to Appendix B and Appendix C, as well as to The Love Song of J. Alfred Prufrock in the body of the book.

Within references to poems, square brackets indicate that the line-numbering does not recommence with each section of the poem but that there is one continuous line-numbering. For instance, The Waste Land [II] 90 indicates that the line is in section II but that the lines of the poem are continuously numbered (by Eliot, in this case). Similarly, Tennyson, Maud I [xiv] 489, identifies Part 1 of the poem, section xiv, and indicates that the line-number, 489, is that which is continuous throughout Part 1. Byron, Don Juan II [cvii] 849 = Canto II, stanza cvii, line 849 of the Canto. Conversely, Portrait of a Lady II 35–8 indicates that the line-numbering begins again with Part II of the poem.

Works adduced in the notes are dated when later than, say, Tennyson and Browning. Dates are ordinarily of publication in a volume (not of periodical publication except, for instance, in the few cases when a work may have been known to Eliot although not yet in a volume, such as a poem of Apollinaire). Often a date will assist recognition of how very recent to Eliot many of these writings were (those of Henry James and of Wilde, for example).

Except when something plainly turns on it (as is sometimes the case with the text of Laforgue), no attempt has been made, when quoting, to identify the particular editions owned by or read by Eliot. An excellent start on such identifications has been made by Ronald Schuchard in his masterly edition of 
Eliot’s Clark Lectures and Turnbull Lectures, The Varieties of Metaphysical Poetry (Faber and Faber, 1993). Schuchard’s index will prove invaluable in this matter, and his edition should be consulted too for a record of the discrepancies between British and US editions of Eliot’s works, for instance Selected Essays. But Eliot’s library does not survive in toto, though Mrs Eliot possesses many of his books and kindly answers particular queries. Some sense of his personal library in 1920 may be gained from a list of books accompanying a letter from his mother (Letters i 398–9), and in 1934 from an inventory in an album which belonged to Vivien Eliot (now in the Bodleian Library).

Titles, not only of volumes but of single works, poems, essays, chapters, etc., are given throughout in italics, to distinguish them promptly from quoted words and phrases.

Editorial, as against authorial, ellipses are indicated thus: [. . .], except for editorial ellipses within quotations from poems when given in the notes and not liable to be mistaken: as

 


  4, 6–7 immense . . . an audience . . . suspense: compare Suite Clownesque I 14, 17–18: ‘immense . . . the audience / Who still continue in suspense’.



 

There is no entirely satisfactory way of dealing with punctuation for the end of an indented verse-quotation (say, from Tennyson) when what is quoted did not end with a full stop. To replace a comma or a semicolon with simply a blank is itself blank; with a full stop, can be misleading; with an ellipsis, can be equally misleading, especially for a poet such as Laforgue who often ends so . . . And to put an ellipsis within square brackets, [. . .], at the end of every abbreviated indented quotation, would be cumbrous and ugly. On balance, therefore, and despite the slight ungainliness, it has been judged best to preserve the punctuation, or lack of it, which brought a phrase or clause to an end. So:

 


  Compare The Waste Land [v] 420–2:




                     your heart would have responded




      Gaily, when invited, beating obedient




      To controlling hands



 

Again:

 


  Compare W. G. Tinckom-Fernandez, The Street Organ 1–3 (the Harvard Advocate, 25 June 1908):




      Spring shyly taps the window-pane,




      And all the winds of heaven sigh




      With hope for June-sun-scented days—



 



But the reader should bear in mind that modernized texts are mostly being quoted, except for special cases such as Spenser.

Notes which invoke the Oxford English Dictionary (OED) mostly bring forward a sense of a word which might escape a present-day reader; they do not attempt to record all the possibly pertinent senses. So Inventions is glossed for its musical sense, with the others unmentioned. But sometimes the OED is adduced because of the recency of a word or a usage, or its being then slangy, or some such historical context.

Page-references are supplied only for long articles; so for the Times Literary Supplement or New Statesman, only the date of issue is noted, as against The Criterion (where page-references are given).

As to French titles, conventions change, but here the practice has mostly been to capitalize only the first noun in a title; thus L’Evolution créatrice. But there are special cases, Laforgue being one. Conventions vary, too, as to accents on French capitals; here, accents are limited to lower-case.
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Chronology of T. S. Eliot’s Poems 1905–1920

TSE, BORN 26 SEPTEMBER 1888

 

This chronology is indebted to Valerie Eliot’s ‘Biographical Commentary 1888–1922’ in Letters i, supplemented by Donald Gallup’s bibliography of TSE, and by Pierre Leyris’ translation of TSE, Poèmes 1910–1930 (1947), where the poems were dated (and given notes by John Hayward).

 

The left-hand column indicates when a poem was written, and the right-hand, when published. Dates in square brackets are of publication in a volume by Eliot, as follows:

 






	1917

	Prufrock and Other Observations (The Egoist Ltd., London)




	1919

	Poems (The Hogarth Press, Richmond)




	1920

	Ara Vos Prec (The Ovid Press, London)




	 

	Poems (Alfred A. Knopf, New York)




	1950

	Poems Written in Early Youth (privately printed by John Hayward, Stockholm, 1950, and then published by Faber and Faber, London, 1967)




	1971

	The Waste Land: A Facsimile and Transcript of the Original Drafts (edited by Valerie Eliot), ‘The Miscellaneous Poems’






 

Titles in CAPITALS are poems hitherto unpublished. Titles marked with an asterisk* are of certain poems published by TSE; the asterisks (noted within the right-hand column, headed ‘Poems Published’) mean that texts of these poems—from the Notebook or loose leaves—are given in Appendix B (1917) and Appendix C (1920). But note that the early text of one such poem, The Love Song of J. Alfred Prufrock, is given within the body of the book since there appears within it PRUFROCK’S PERVIGILIUM.

 

In 1966, Valerie Eliot supplied a Note for TSE’s Poems Written in Early Youth:

 


  These appear to be the only juvenilia of my husband that survive. At the age of nine or ten, he told me, he wrote ‘a few little verses about the sadness of having to start school again every Monday morning’. He gave them to his Mother and hoped they had not 
been preserved. At about fourteen he wrote ‘some very gloomy quatrains in the form of the Rubáiyát’, which had ‘captured my imagination’. These he showed to no one and presumed he destroyed.




  Two incidents connected with ‘A Lyric’ [. . .] remained in the poet’s mind. These stanzas in imitation of Ben Jonson were done as a school exercise when he was sixteen. ‘My English master, who had set his class the task of producing some verse, was much impressed and asked whether I had had any help from some elder person. Surprised, I assured him that they were wholly unaided’. They were printed in the school paper, Smith Academy Record, but he did not mention them to his family. ‘Some time later the issue was shown to my Mother, and she remarked (we were walking along Beaumont Street in St. Louis) that she thought them better than anything in verse she had ever written. I knew what her verse meant to her. We did not discuss the matter further’.36






	POEMS WRITTEN
	
	POEMS PUBLISHED



	

	1905

	




	

	Jan.

	A Lyric [1950]




	

	Feb.

	A Fable for Feasters [1950]




	

	June

	At Graduation 1905 (recited) [1950]




	

	1907

	




	

	May

	Song: When we came home across the hill [1950]




	

	June

	If time and space, as Sages say [rev. A Lyric; 1950]




	

	1908

	




	

	Nov.

	Before Morning [1950]

Circe’s Palace [1950]




	

	1909

	




	

	Jan.

	Song: The moonflower opens to the moth [1950]

On a Portrait [1950]




	Ballade of the Fox Dinner (recited by TSE, 15 May 1909, and privately printed for the Fox Club in 1949)

	May

	




	FIRST CAPRICE IN NORTH CAMBRIDGE

	Nov.

	Nocturne [1950]




	SECOND CAPRICE IN NORTH CAMBRIDGE

	

	




	OPERA

	

	




	Humouresque (After J. Laforgue)

	

	




	

	1910

	




	CONVICTIONS

	Jan.

	*Humouresque (After J. Laforgue) [1950]




	FIRST DEBATE BETWEEN THE BODY AND SOUL

	

	Spleen [1950]




	Portrait of a Lady II

	Feb.

	




	EASTER: SENSATIONS OF APRIL [I]

	April

	




	EASTER: SENSATIONS OF APRIL II

	May

	




	SILENCE

	June

	[Harvard Class] Ode [1950]




	MANDARINS 1–4

	Aug.

	




	GOLDFISH I–IV

	Sept.

	




	Preludes I, II

	Oct.

	




	SUITE CLOWNESQUE I–IV

	

	




	Portrait of a Lady I

	Nov.

	




	THE TRIUMPH OF BULLSHIT

	

	




	FOURTH CAPRICE IN MONTPARNASSE

	Dec.

	




	

	1911

	




	ENTRETIEN DANS UN PARC

	Feb.

	




	INTERLUDE: IN A BAR

	

	




	BACCHUS AND ARIADNE

	

	




	THE SMOKE THAT GATHERS BLUE AND SINKS

	

	




	HE SAID: THIS UNIVERSE IS VERY CLEVER

	March

	




	INTERLUDE IN LONDON

	April

	




	The Love Song of J. Alfred Prufrock (Paris–Munich, 1911, Leyris) completed

	July

	




	Preludes III (Paris, 1910, Leyris) completed

	

	




	BALLADE POUR LA GROSSE LULU

	

	




	Portrait of a Lady III and completed

	Nov.

	




	Preludes IV (Cambridge, Mass., 1911, Leyris)

	

	




	La Figlia Che Piange (Cambridge, Mass., 1911, Leyris)

	

	




	PRUFROCK’S PERVIGILIUM

	1912(?)

	




	The Ballade of the Outlook (seen by Conrad Aiken about 1913)37

	1913

	




	

	1914

	




	THE BURNT DANCER

	June

	




	OH LITTLE VOICES OF THE THROATS OF MEN

	July

	




	THE LOVE SONG OF ST. SEBASTIAN

	

	




	Morning at the Window (Oxford, 1915, Leyris)

	Sept. [?]

	




	 

	 

	




	PAYSAGE TRISTE (1914?)

	 

	




	SUPPRESSED COMPLEX (1914? By 2 Feb. 1915)

	 

	




	AFTERNOON (1914? By 25 Feb. 1915)

	 

	




	So through the evening

	 

	




	After the turning

	 

	




	I am the Resurrection [1971, the three] (‘It would seem from the handwriting’ that they ‘were written about 1914 or even earlier’, Valerie Eliot; The Waste Land MS, p.130.)

	 

	




	

	1915

	




	

	June

	* The Love Song of J. Alfred Prufrock [1917]




	

	July

	* Preludes [1917]

* Rhapsody on a Windy Night [1917]




	

	Sept.

	* Portrait of a Lady [1917]




	

	Oct.

	The ‘Boston Evening Transcript’ [1917]

Aunt Helen [1917]

Cousin Nancy [1917]

The Death of Saint Narcissus (set in type 1915) [1950]




	

	Nov.

	Hysteria [1917]




	IN THE DEPARTMENT STORE (1915?)

	

	




	

	1916

	




	

	Sept.

	* Conversation Galante [1917]

La Figlia Che Piange [1917]

* Mr. Apollinax [1917]

* Morning at the Window [1917]




	

	1917

	




	

	June

	Prufrock and Other Observations




	

	July

	Le Directeur [1919]

* Mélange Adultère de Tout [1919]

* Lune de Miel [1919]

The Hippopotamus [1919]




	Dans le Restaurant (London, 1917, Leyris)

	

	




	AIRS OF PALESTINE, NO. 2 (1917?)

	

	




	PETIT EPÎTRE (1917?)

	

	




	TRISTAN CORBIÈRE (1917?)

	

	




	

	1918

	




	Ode (Ode on Independence Day, July 4th 1918)

	July

	




	

	Sept.

	* Sweeney Among the Nightingales [1919]

* Whispers of Immortality [1919]

* Dans le Restaurant [192.0]

* Mr. Eliot’s Sunday Morning Service [1919]




	

	1919

	




	

	May

	Poems

* A Cooking Egg [1920]




	

	summer

	* Sweeney Erect [1920]




	Gerontion

	July

	




	

	summer

	* Burbank with a Baedeker: Bleistein with a Cigar [1920]




	The Death of the Duchess [1971]

	

	




	Dirge [1971] (both mentioned in a letter to TSE in 1919, Valerie Eliot reports)

	

	




	Elegy [1971] (written by 1919?)

	

	




	

	1920

	




	

	Feb.

	Ara Vos Prec (includes first printing of *Gerontion; and of *Ode (Ode on Independence Day, July 4th 1918), not reprinted)

Poems






 





Of the hitherto unpublished poems, the following cannot be dated by the present editor with any confidence, and so are not included in the Chronology:

 


  THE LITTLE PASSION: FROM “AN AGONY IN THE GARRET”

INTROSPECTION




  WHILE YOU WERE ABSENT IN THE LAVATORY

INSIDE THE GLOOM




  
    DO I KNOW HOW I FEEL? DO I KNOW WHAT I THINK?
  




  O LORD, HAVE PATIENCE

HIDDEN UNDER THE HERON’S WING

THE ENGINE I–II




  
    IN SILENT CORRIDORS OF DEATH
  



 

From Appendix A:


  FRAGMENTS: THERE WAS A JOLLY TINKER CAME ACROSS THE SEA

COLUMBO AND BOLO VERSES




Inventions of the March Hare


 



With TSE’s signature in blue ink, and the rest in black ink, the front free endpaper of the Notebook has:

 

COMPLETE POEMS OF

T. S. Eliot

 


  
    FOR
  




  JEAN VERDENAL




  1889–1915,




  
    MORT AUX DARDANELLES
  



 


  . . . TU SE’ OMBRA ED OMBRA VEDI.



 


  . . . PUOI, LA QUANTITATE




  COMPRENDER DEL AMOR CH’ A TE MI SCALDA,




  
    QUANDO DISMENTO NOSTRA VANITATE
  




  TRATTANDO L’OMBRE COME COSA SALDA.




  PURG. XXI.



 

The sardonic ‘Complete Poems of T. S. Eliot’ suggests an early date for this teasing title-page (prior to Prufrock and Other Observations, 1917, and a fortiori prior to 1919 since the Notebook contains no poems of 1919–20). Yet the wording of the dedication, and the supplying of the epigraph, pull the other way and suggest a later date.

For Prufrock and Other Observations (1917) has a dedication ‘To Jean Verdenal 1889–1915’, with no epigraph. Poems (1919), which includes no 1917 poems, has neither dedication nor epigraph. Ara Vos Prec (1920) has at the head of the book the epigraph from Dante (Purgatorio XXI 132–6, beginning ‘Or puoi’), but with no dedication, either there or preceding the 1917 poems which constitute, following a half-title (a page with PRUFROCK on it), the second half of the book. Poems (1920), which likewise has first the 1920 poems and then the 1917 ones (these without an interleaf or half-title), has ‘To Jean Verdenal 1889–1915’, with no epigraph. So it is 
not until Poems 1909–1925 (1925, dedicated ‘To Henry Ware Eliot 1843–1919’) that there appear, on the half-title for the pages constituting Prufrock and Other Observations 1917, the Verdenal dedication and the epigraph. (The epigraph in 1925 differs from that in the
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