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Unit III: Literary Modernism
Lecture 1: Introduction to Literary Modernism
1-Definition:
As a literary movement, modernism gained prominence during and, especially, just after the First
World War; it subsequently flourished in Europe and America throughout the 1920s and 1930.
Modernism is characterized by a self-conscious break with traditional styles of poetry and verse.
Modernists experimented with literary form and expression, adhering to the modernist maxim to
"Make it new." Modernist authors sought to break away from traditions and conventions through
experimentation with new literary forms, devices, and styles. Their work reflected the pervasive
sense of loss, disillusionment, and even despair in the wake of the Great War, hence their
emphasis on historical discontinuity and the alienation of humanity. They tended to perceive the
world as fragmented. Moreover, it believes that we create the world in the act of perceiving it. It
elevates the individual and the inward over the social and the outward, and it prefers the
unconscious to the self-conscious. In many respects it is a reaction against REALISM and
NATURALISM and the scientific postulates on which they rest.
A prominent feature of modernism is the phenomenon called the avant-garde; that is, a small,
self-conscious group of artists and authors who deliberately undertake to "make it new."
Frequently, avant-garde artists represent themselves as "alienated" from the established order,
against which they assert their own autonomy; a prominent aim is to shock the sensibilities of the
conventional reader and to challenge the norms and pieties of the dominant bourgeois culture.

2- Some Attributes of Modernist Literature
a/ Formal/Stylistic characteristics






Perspectivism: The locating of meaning from the viewpoint of the individual; the use of
narrators located within the action of the fiction, experiencing from a personal, particular
(as opposed to an omniscient, "objective") perspective; the use of many voices, contrasts
and contestations of perspective; the consequent disappearance of the omniscient
narrator.
Impressionism: An emphasis on the process of perception and knowing: the use of
devices (formal, linguistic, representational), to present more closely the texture or
process or structure of knowing and perceiving.
The use of fragmentation and juxtaposition, motif, symbol, allusion.










Experimentation in form: In order to present differently, afresh, the structure, the
connections, and the experience of life.
The (re)presentation of inner (psychological) reality, including the "flow" of
experience, through devices such as stream of consciousness.
The use of interior or symbolic landscape: the world is moved "inside", structured
symbolically or metaphorically -- as opposed to the Romantic interaction with
transcendent forces acting through the exterior world, and Realist representations of the
exterior world as a physical, historical, contiguous site of experience.
Time is moved into the interior as well: time becomes psychological time (time as
innerly experienced) or symbolic. Time is used as well more complexly as a structuring
device through a movement backwards and forwards through time, the juxtaposing of
events of different times, and so forth.
A turn to "open" or ambiguous endings, again seen to be more representative of
"reality" -- as opposed to "closed" endings, in which matters are resolved.
Irony and satire are important tools used by the modernist writer to comment on society.

b/ Thematic characteristics
Common concerns of modernism are: the breaking down of social norms, rejection of standard
social ideas, and traditional thoughts and expectations, rejection of religion and anger against the
effects of the world wars, the search for a ground of meaning in a world without God; the critique
of the traditional values of the culture; the loss of meaning and hope in the modern world and an
exploration of how this loss may be faced. As well, modernists tend to reject history, social
systems, and emphasize alienation in modern urban and industrial societies

Lecture 2: T.S Eliot's "The Burial of the Dead", The Waste Land.
1- Analysis
Lines 1-4
April is the cruellest month, breeding
Lilacs out of the dead land, mixing
Memory and desire, stirring
Dull roots with spring rain.
An unknown speaker claims that "April is the cruellest month," even though we might usually
think of spring as a time of love (1). But if you're lonely, seeing flowers blooming and people
kissing might make you even more depressed about your "Memory and desire" (3). The spring
rain might normally bring new life, but for you it only stirs "Dull roots" (4).
Also, you might want to note how Eliot really works the poetic technique of enjambment to
carry each phrase over the line breaks with extra participles or -ing words (i.e., breeding, mixing,
and stirring).

These lines are also written in almost-perfect iambic meter, which is really supposed to give you
a sense of stability in a poem. But Eliot's enjambment keeps making it unstable by making every
thought seem unfinished.
So right off the bat, he suggests that traditional forms of art might not bring the sense of closure
and certainty they once did.
Lines 5-7
Winter kept us warm, covering
Earth in forgetful snow, feeding
A little life with dried tubers.
The speaker says that instead of spring being the best time of year, "Winter kept us warm,
covering / Earth in forgetful snow" (5-6). These lines show that when it comes to feeling bad, it's
better to be forgetful and almost numb in your emotions, surviving on the little bits of joy in your
life as if they were "dried tubers
Also, the iambs of the first three lines have started to break down, although you're still getting
those enjambed participle -ing words at the end of each line. Eliot is thematically showing you
here that an unfinished thought has a way of infecting our sense of certainty.
Lines 8-12
Summer surprised us, coming over the Starnbergersee
With a shower of rain; we stopped in the colonnade,
And went on in sunlight, into the Hofgarten,
And drank coffee, and talked for an hour.
Bing gar keine Russin, stamm' aus Litauen, echt deutsch.
These lines talk about how "summer surprised us," meaning that the poem's speaker has a crowd
they hung out with in the past, but we're not clear who "us" is. At this point, you suddenly realize
that you're probably dealing with a dramatic monologue, meaning that the poem is being spoken
by a specific character.
This isn't Eliot, or some third person narrator. Think of the speaker as a character here.
"Coming over the Starnbergersee" makes the location of the memory more specific, because
Starnbergersee is the name of a lake that's just a couple miles south of Munich, Germany.
The speaker then talks about how the group walked past a bunch of fancy columns and ended up
in a city park in Munich known as the Hofgarten.
They drank coffee and talked for an hour.
Then you have strange line in German that says "I am not Russian at all; I come from Lithuania, a
true German" (12). What this line tells us is that the speaker was having a conversation about
who counts as a "true" German, and suggests that a true German can come from the country of
Lithuania, which has Germanic historical roots.
Lines 13-18

And when we were children, staying at the arch-duke's,
My cousin's, he took me out on a sled,
And I was frightened. He said, Marie,
Marie, hold on tight. And down we went.
In the mountains, there you feel free.
I read, much of the night, and go south in the winter.
These lines continue on with the speaker's memories of childhood. And hey—they're not so bad.
You find out that the speaker is the cousin of an archduke, which means that he or she probably
came from a pretty aristocratic background.
The archduke took the speaker out on a sled and told her not to be frightened. You find out at this
point that the speaker's name is Marie.
It turns out Eliot's actually alluding to a real, historical figure named Marie Louise Elizabeth
Mendel, a Bavarian woman who was born into a family with royal roots, and became Countess
Larisch when she was nineteen. She was also the cousin of Archduke Rudolph, the Crown Prince
of Austria.
It's not entirely clear why Eliot inserts Marie into the beginning of his poem. Yet, there was a
widespread scandal in 1889 (Eliot would have been less than a year old) when the archduke was
found dead with his mistress, leaving a gaping hole in the Austrian royal line of succession. This
story could set off the motif of dead royalty that Eliot uses in this poem to symbolize the collapse
of traditional forms of government and the "rule of the mob" in the 20th century.
Also, the countess Marie also barely avoided being killed when a socialist workers' movement
swept across Bavaria and encouraged the killing and imprisoning of anyone of Marie's high class.
Once again, we've got notes of the decline of traditional, high culture in a modern sea of stupid,
violent, and worst of all, average people.
These lines close with Marie talking about how awesome and free you feel in the mountains.
She ends on a weird note, though, telling you that she likes to read during the night and travels
south in the winter. The Countess had a difficult marriage and enjoyed her time away from the
Count. In her memoirs My Past she wrote of spending time reading and writing away from her
husband in their Bavarian mountain home Villa Valerie (in the town of Rottach-Egern, 54 km
south of Munich).
Lines 19-26
What are the roots that clutch, what branches grow
Out of this stony rubbish? Son of man,
You cannot say, or guess, for you know only
A heap of broken images, where the sun beats,
And the dead tree gives no shelter, the cricket no relief,
And the dry stone no sound of water. Only

There is shadow under this red rock,
(Come in under the shadow of this red rock),
It's not Marie who's talking anymore, but someone else. These lines throw you three verses from
the Bible, and they basically talk about how your soul is like soil without water, which is, yes, as
awful as it sounds.
The first allusion is in lines 19-20. It's based on Ezekiel, and it asks you what could possibly
grow from your spirit, which is like "stony rubbish" (20). (Son of man, by the way, is a phrase
commonly used in the Bible.)
Compare “rubbish” to “fragments” in the final section of Section V. Eliot is referring to the
apparent disorderliness of his poem, as well as the rubbish heap of Western/world history, and
asking what can be salvaged from it. The tone here is prophetic and recurs throughout the poem.
Eliot identified the sexless prophet Tiresias) as the central voice of The Waste Land: this is most
likely his/her voice breaking in.
You (meaning whomever the speaker is speaking to) live in a world that is as hard on you as a
beating sun, but your trees (meaning your ideas and your spirit) are dead, and they can't comfort
you or give you shade.
You're dying from spiritual thirst, and there is "no sound of water". All you're going to get is a
half-hearted comfort, like shadow under a "red rock".
Eliot may be saying that the world is filled with death and pain akin to a desert that yields no
sweet relief of its hardships. The parentheses are probably an experiment in iconicity, and denote
shelter and isolation. The tree has grown impotent and died. So what’s left is a lifeless rock to
seek shelter at Your shadow standing towards the sun (sunrise) and your shadow standing with
your back to the sun (sunset).
Lines 27-30
And I will show you something different from either
Your shadow at morning striding behind you
Or your shadow at evening rising to meet you;
I will show you fear in a handful of dust.
These next three lines are totally creepy, because the speaker suddenly promises to "show you
something different from either / Your shadow at morning striding behind you / Or your shadow
at evening rising to meet you" (27-29).
Eliot's use of parallelism in lines 28 and 29 suggests a certain mirroring effect in the two
shadows, which gives you a confused sense of traveling into two opposite directions at once.
‘Your shadow’ might be a metaphor for death, or the passage of time.

Line 30 is one of the most famous lines of the poem, it was later alluded to in the title of Evelyn
Waugh’s Handful of Dust. It refers to fear of dying: dust to dust. The reason dust is so scary is
because that's exactly what you're going to turn into some day.
Lines 31-34
Frisch weht der Wind
Der Heimat zu
Mein Irisch Kind
Wo weilest du?
These lines are written in German and taken from Richard Wagner's opera Tristan and Isolde,
which tells the story of two doomed lovers. They're spoken by a sailor who thinks sadly about a
girl he's left behind in his travels.
At this point, the poem takes on a tone of mourning for a love that was once great, but is now
absent.
Another big reason for this tone of mourning is no doubt the fact that World War I had ended only
four years before Eliot published "The Waste Land." The Great War was awful, blood mess, and
during the four years that it lasted, over nine million soldiers were killed. Needless to say, it set
off a huge sense of despair all across Europe, as people became convinced that the so-called
"sophistication" of the Western world had come to a bitter end with young men shooting each
other over political goals from which they were far removed.
This sense of despair made artists realize that if there was going to be any way forward, they
were going to have to radically rethink how they created art, and this is definitely part of what's
informing Eliot's experimental style in this poem.
From a formal sense, Eliot also really starts upping the ante on the fragmentary aspects of his
poem at this point (hint: it's only going to get more fragmented).
Throughout this poem, Eliot's always taking bits and pieces from the "high culture" that people in
the Western world don't fully appreciate anymore and mixing them up with surprising images and
other snippets.
But Eliot is convinced that this culture, like it or not, used to provide a common point of
reference for everybody, and now that it doesn't have the power to unite people anymore, daily
experience seems more disconnected from any sense of meaning. That's why we only get those
bits and pieces, instead of complete allusions.
Lines 35-42
"You gave me hyacinths first a year ago;
They called me the hyacinth girl."
—Yet when we came back, late, from the Hyacinth garden,
Yours arms full, and your hair wet, I could not
Speak, and my eyes failed, I was neither
Living nor dead, and I knew nothing,

Looking into the heart of light, the silence.
Oed' und leer das Meer.
It seems like a woman is speaking again in these lines, and she remembers a time when she was
young and someone gave her nice hyacinth flowers, all romantic-like.
Eliot uses the poetic technique of apostrophe here, meaning that the woman is addressing
another person who doesn't seem to be present in the poem at this point.
Or, more creepily, she might actually be talking to herself, which would suggest a deep sense of
longing or mourning for something that's gone. And a little break with sanity, too.
Somewhere in the woman's distant memory, something went really really wrong. She remembers
how suddenly, without warning, her love went south, so to speak. She felt she "was neither /
Living nor dead, and [she] knew nothing" (39). It's like her soul just up and died.
These lines finish with another line in German from Wagner's Tristan and Isolde opera, which
translates as "Waste and empty is the sea." This basically means that at some point in the
speaker's life, there was a great love; but that time is gone, and her soul is now empty.
Lines 43-46
Madame Sosostris, famous clairvoyante,
Had a bad cold, nevertheless
Is known to be the wisest woman in Europe.
With a wicked pack of cards. Here, said she,
The speaker shifts again and tells you about a fortune-teller named Madame Sosostris, who "Is
known to be the wisest woman in Europe" (45), even though she gets a "bad cold" like everyone
else.
Sosostris is a literary allusion to Madame Sesostris, a fortune-telling fraud from Aldous Huxley's
novel Crome Yellow, a satire of high British culture which was published a year before "The
Waste Land."
This woman also has a "wicked pack of [tarot] cards" that she uses to tell fortunes. Tarot cards are
special hand-held cards that people have been using to predict the future since the 1400's in
Britain and elsewhere.
In these lines, the speaker seems to be really critical of this woman's superstitious schemes
(especially since he seems to think a mere cold would throw off her skills), but the speaker goes
on to take some of the images in her tarot cards pretty seriously
Lines 47-50
Is your card, the drowned Phoenician Sailor,
(Those are pearls that were his eyes. Look!)
Here is Belladonna, the Lady of the Rocks,
The lady of situations.

Sosostris pulls cards, and the first one shows "the drowned Phoenician Sailor" (47). The
Phoenicians were a group of people from around 1,000 B.C.E. who really knew their way around
a boat.
The next line has Sosostris telling you that "Those are pearls that were his eyes. Look!" (48). This
line is taken from Shakespeare's The Tempest, and it describes how a person lying at the bottom
of the sea for a long time has had his eyeballs turn into pearls.
Eyes are windows into the soul, and if a person's eyes have hardened into pearls, it's a logical
assumption that the soul is completely hardened and dead, too.
The next card Sosostris pulls is "Belladona," meaning "Beautiful Lady" in Italian, but also
referring to a type of poison called nightshade.
Of course, the "Belladonna" is not actually a tarot card—Eliot's just pulling that out of…
somewhere. Some folks think this is an allusion to Leonardo's famous painting, Madonna of the
Rocks, which gives us a distinctly Christian way to read these lines. After all, in the Christian
tradition, rocks symbolize the foundation that the Christian church provides for your life.
So we get a weird combo of associations here—Christian faith and poison. Maybe that's why the
woman is called "the lady of situations": she can be either beautiful or dangerous, depending on
what's going down.
Lines 51-55
Here is the man with three staves, and here the Wheel,
And here is the one-eyed merchant, and this card,
Which is blank, is something he carries on his back,
Which I am forbidden to see. I do not find
The Hanged Man. Fear death by water.
More tarot cards. Next, Sosostris pulls you "the man with three staves" or three staffs, which is an
actual card that represents famine and drought in the land, and relates back to the "stony rubbish"
that the poem compares your soul to in line 20 (yes, this poem can be a bit judgmental).
Then there's "the Wheel," which represents the wheel of fortune or rota fortunae, a medieval
symbol of how life and death keep going in an endless circle and how good and bad fortune often
come to us for reasons we can't control.
After this, Madame pulls "the one-eyed merchant" (another totally made up tarot card), and then
finally, just when you're about tarot-ed out, there's one last card that shows someone carrying
something on his back, but you can't see what it is.
Sosostris says she does not find "The Hanged Man," which sounds like a good thing at first, but
this card actually would've symbolized spiritual rebirth.
And as if that weren't bad enough, the lady tells you to fear death by water. You might normally
think this means drowning, but don't forget, you can also die by lack of water…like in a waste
land.

Eliot may be totally making these cards up, but in the world of the waste land, they've got all
kinds of symbolic significance.
Lines 56-59
I see crowds of people, walking around in a ring.
Thank you. If you see dear Mrs Equitone,
Tell her I bring the horoscope myself:
One must be so careful these days.

Suddenly, Sisostris has a vision of people "walking around in a ring" (56), which could go back
to the wheel of fortune image.
Or, as the line suggests, these folks are walking around, either trapped inside a circle or circling
around it. Either way, it sure doesn't sound like they have much direction.
And finally, it could also refer to the circles of hell that make up Dante's Inferno, a classic of
14th-century Italian literature that describes every little detail of life in hell. This book no doubt
inspired Eliot not only because of its subject matter, but because of the sheer detail that Dante
uses to describe hell, thus giving his religious beliefs a complex, yet cohesive sense of order and
stability. This kind of faith-based stability is exactly what the modern world lacks in Eliot's eyes.
After Sosostris has done her thing, she asks you to give a message to one of her other clients
(Mrs. Equitone), saying that she'll deliver a horoscope herself to make sure it doesn't get stolen.
Because at the end of the day, a fortune teller's gotta get paid like everyone else.
Lines 60-68
Unreal City.
Under the brown fog of a winter dawn,
A crowd flowed over London Bridge, so many
I had not thought death had undone so many.
Sighs, short and infrequent, were exhaled,
And each man fixed his eyes before his feet.
Flowed up the hill and down King William Street,
To where Saint Mary Woolnoth kept the hours
With a dead sound on the final stroke of nine.
The speaker shifts again, this time to someone who's peering out over an "Unreal" or fake modern
city whose "brown fog" suggests that it isn't the cleanest of places.
The phrase "Unreal City" is actually a reference to Charles Baudelaire, a 19th-century French
poet whose collection, Fleurs du Mal (1857), brought light to the unsavory sexual practices and
indulgent lifestyles of the poet's time (just like Eliot does in "The Waste Land").

The speaker remembers watching a crowd flowing over London Bridge like zombies, and says he
"had not thought death had undone so many" (63). Here, Eliot is definitely talking about the
circles of hell in Dante's Inferno (he's basically quoting the poem here), and is comparing modern
life to living in hell, you know, where all the dead people are.
The people in this scene are sighing and staring (more Inferno allusions) only at the ground in
front of their feet. They seem pretty unsatisfied with their undead lives.
The speaker mentions a landmark street in London, and notes how a church bell (of an actual
church—St Mary Woolnoth) let out a "dead sound on the final stroke of nine" (68). There we go
again, associating religion and death.
In a formal sense, you should also notice how every now and then, Eliot will throw you a little
rhyming couplet, like he does with "feet" and "Street" or "many" and "many". Again, these
sudden bursts of classic, recognizable form help remind us of the overall sense of cultural
fragmentation that Eliot is trying to convey in this poem.
Or in other words, we still have reminders of the structured, orderly world that once existed in
Europe (ah, yes, the bygone days of the heroic couplet), but reminders are all they are, since
they've been shattered into pieces and scattered over the waste land of modern intellectual and
emotional life.
Lines 69-76
There I saw one I knew, and stopped him, crying: "Stetson!
You were with me in the ships at Mylae!
The corpse you planted last year in your garden,
Has it begun to sprout? Will it bloom this year?
Or has the sudden frost disturbed its bed?
Oh keep the dog far hence, that's friend to men,
Or with his nails he'll dig it up again!
You hypocrite lecteur!—mon semblable—mon frère!"
"The Burial of the Dead" ends on a pretty gruesome note, in which the speaker claims that he saw
someone he knew from an ancient war (named Stetson) in the flowing zombie-crowd and asked
him if the "corpse [he] planted last year in [his] garden" has begun to sprout" (72).
Normally, we think of burying the dead in order to get them out of sight. But this speaker is so
demented that he thinks planting a body in the ground is like planting a seed that's supposed to
grow. The speaker then gives the Stetson man advice about keeping the dog and the frost away
from where the corpse is planted.
He's also alluding to John Webster's The White Devil, which contains the same lines as 74 and 75
above.
His final words are from Fleurs du Mal by Charles Baudelaire, a poem published in 1857 that
dealt with themes of modern eroticism and decadence, basically calling people out for many of
the same things Eliot is in "The Waste Land." Sure, plot-wise, this is our latest speaker calling out

his zombie buddy named Stetson, but you might also look at it as Eliot calling out the reader for
being a lazy hypocrite.
The speaker more or less admits that he's no better by calling you "mon frère" or "my brother" in
French. So after reading all this stuff about how awful the world's gotten, you get to find out that
the speaker of the poem personally blames you, himself, and pretty much everybody for what's
happened.
2- Form
Like “Prufrock,” this section of The Waste Land can be seen as a modified dramatic monologue.
The four speakers in this section are frantic in their need to speak, to find an audience, but they
find themselves surrounded by dead people and thwarted by outside circumstances, like wars.
Because the sections are so short and the situations so confusing, the effect is not one of an
overwhelming impression of a single character; instead, the reader is left with the feeling of being
trapped in a crowd, unable to find a familiar face.
The Waste Land employs only partial rhyme schemes and short bursts of structure. These are
meant to reference—but also rework— the literary past, achieving simultaneously a stabilizing
and a defamiliarizing effect. The world of The Waste Land has some parallels to an earlier time,
but it cannot be approached in the same way. The inclusion of fragments in languages other than
English further complicates matters. The reader is not expected to be able to translate these
immediately; rather, they are reminders of the cosmopolitan nature of twentieth-century Europe
and of mankind’s fate after the Tower of Babel: We will never be able to perfectly comprehend
one another.

3- Themes


The Damaged Psyche of Humanity

Like many modernist writers, Eliot wanted his poetry to express the fragile psychological state of
humanity in the twentieth century. Modernist writers wanted to capture their transformed world,
which they perceived as fractured, alienated, and denigrated. Europe lost an entire generation of
young men to the horrors of the so-called Great War, causing a general crisis of masculinity as
survivors struggled to find their place in a radically altered society. As for England, the
aftershocks of World War I directly contributed to the dissolution of the British Empire. Eliot saw
society as paralyzed and wounded, and he imagined that culture was crumbling and dissolving.
Humanity’s collectively damaged psyche prevented people from communicating with one
another, an idea that Eliot explored in many works, including “A Game of Chess” (the second
part of The Waste Land) and “The Hollow Men.”


The Power of Literary History

Eliot maintained great reverence for myth and the Western literary canon, and he packed his
work full of allusions and quotations. In “The Tradition and the Individual Talent,” an essay first
published in 1919, Eliot praises the literary tradition and states that the best writers are those who
write with a sense of continuity with those writers who came before, as if all of literature

constituted a stream in which each new writer must enter and swim. Only the very best new work
will subtly shift the stream’s current and thus improve the literary tradition. Eliot also argued that
the literary past must be integrated into contemporary poetry. But the poet must guard against
excessive academic knowledge and distill only the most essential bits of the past into a poem,
thereby enlightening readers. The Waste Land juxtaposes fragments of various elements of
literary and mythic traditions with scenes and sounds from modern life.


The Changing Nature of Gender Roles

Over the course of Eliot’s life, gender roles and sexuality became increasingly flexible, and Eliot
reflected those changes in his work. In the repressive Victorian era of the nineteenth century,
women were confined to the domestic sphere, sexuality was not discussed or publicly explored,
and a puritanical atmosphere dictated most social interactions. Queen Victoria’s death in 1901
helped usher in a new era of excess and forthrightness, now called the Edwardian Age, which
lasted until 1910. World War I, from 1914 to 1918, further transformed society, as people felt
both increasingly alienated from one another and empowered to break social mores. English
women began agitating in earnest for the right to vote in 1918, and the flappers of the Jazz Age
began smoking and drinking alcohol in public. Women were allowed to attend school, and
women who could afford it continued their education at those universities that began accepting
women in the early twentieth century. Modernist writers created gay and lesbian characters and
re-imagined masculinity and femininity as characteristics people could assume or shrug off rather
than as absolute identities dictated by society.


Love

The references to Tristan und Isolde in “The Burial of the Dead” suggest that love, in "The Waste
Land," is often destructive. Tristan dies and even the love for the hyacinth girl leads the poet to
see and know “nothing”.


Death

Two of the poem’s sections -- “The Burial of the Dead” and “Death by Water” --refer specifically
to this theme. What complicates matters is that death can mean life; in other words, by dying, a
being can pave the way for new lives. Eliot asks his friend Stetson: “That corpse you planted last
year in your garden, / Has it begun to sprout? Will it bloom this year?” Similarly, Christ, by
“dying,” redeemed humanity and thereby gave new life. The ambiguous passage between life and
death finds an echo in the frequent allusions to Dante, particularly in the Limbo-like vision of the
men flowing across London Bridge and through the modern city.
4- Motifs


Fragmentation

Eliot used fragmentation in his poetry both to demonstrate the chaotic state of modern existence
and to juxtapose literary texts against one another. In Eliot’s view, humanity’s psyche had been
shattered by World War I and by the collapse of the British Empire. Collaging bits and pieces of
dialogue, images, scholarly ideas, foreign words, formal styles, and tones within one poetic work
was a way for Eliot to represent humanity’s damaged psyche and the modern world, with its
barrage of sensory perceptions. Critics read the following line from The Waste Land as a
statement of Eliot’s poetic project: “These fragments I have shored against my ruins” (431).

Practically every line in The Waste Land echoes an academic work or canonical literary text, and
many lines also have long footnotes written by Eliot as an attempt to explain his references and to
encourage his readers to educate themselves by delving deeper into his sources. These echoes and
references are fragments themselves, since Eliot includes only parts, rather than whole texts from
the canon. Using these fragments, Eliot tries to highlight recurrent themes and images in the
literary tradition, as well as to place his ideas about the contemporary state of humanity along the
spectrum of history.


Mythic and Religious Ritual

Eliot’s tremendous knowledge of myth, religious ritual, academic works, and key books in the
literary tradition informs every aspect of his poetry. He filled his poems with references to both
the obscure and the well known, thereby teaching his readers as he writes. In his notes to The
Waste Land, Eliot explains the crucial role played by religious symbols and myths. He drew
heavily from ancient fertility rituals, in which the fertility of the land was linked to the health of
the Fisher King, a wounded figure who could be healed through the sacrifice of an effigy.
Infertility
Eliot envisioned the modern world as a wasteland, in which neither the land nor the people could
conceive. In The Waste Land, various characters are sexually frustrated or dysfunctional, unable
to cope with either reproductive or nonreproductive sexuality: the Fisher King represents
damaged sexuality (according to myth, his impotence causes the land to wither and dry up),
Tiresias represents confused or ambiguous sexuality. World War I not only eradicated an entire
generation of young men in Europe but also ruined the land. Trench warfare and chemical
weapons, the two primary methods by which the war was fought, decimated plant life, leaving
behind detritus and carnage.
5- Symbols
 Water
In Eliot’s poetry, water symbolizes both life and death. Eliot’s characters wait for water to quench
their thirst, watch rivers overflow their banks, cry for rain to quench the dry earth, and pass by
fetid pools of standing water. Although water has the regenerative possibility of restoring life and
fertility, it can also lead to drowning and death. Traditionally, water can imply baptism,
Christianity, and the figure of Jesus Christ, and Eliot draws upon these traditional meanings:
water cleanses, water provides solace, and water brings relief elsewhere in The Waste Land. Eliot
thus cautions us to beware of simple solutions or cures, for what looks innocuous might turn out
to be very dangerous.


The Fisher King

The Fisher King is the central character in The Waste Land. While writing his long poem, Eliot
drew on From Ritual to Romance, a 1920 book about the legend of the Holy Grail by Miss Jessie
L. Weston, for many of his symbols and images. Weston’s book examined the connections
between ancient fertility rites and Christianity, including following the evolution of the Fisher
King into early representations of Jesus Christ as a fish. Traditionally, the impotence or death of
the Fisher King brought unhappiness and famine. Eliot saw the Fisher King as symbolic of
humanity, robbed of its sexual potency in the modern world and connected to the

meaninglessness of urban existence. But the Fisher King also stands in for Christ and other
religious figures associated with divine resurrection and rebirth.
Exercise: Explore the symbols of fertility and infertility and explain their relationship with
allusions to legends like the fisher king and Osiris.

Unit IV: Literary Postmodernism
Lecture I: Introduction to literary Postmodernism
1- Definition
Postmodernism is the name given to the period of literary criticism that developed toward the
end of the twentieth century. Just as the name implies, it is the period that comes after the
modern period. But these are not easily separated into discrete units with specific dates as
centuries or presidential terms are limited. Postmodernism came about as a reaction to the
established modernist era, which itself was a reaction to the established tenets of the nineteenth century and before.
What sets Postmodernism apart from its predecessor is the reaction of its practitioners to the
rational, scientific, and historical aspects of the modern age. For postmodernists this took
the guise of being self-conscious, experimental, and ironic. The postmodernist is concerned with
imprecision and unreliability of language and with epistemology, the study of what knowledge is.
An exact date for the establishment of Postmodernism is elusive, but it may be said to have
begun in the post-World War II era, roughly the 1950s. It took full flight in the 1960s in the face
of global social and political unrest. In 1968 it reached an early zenith with the intense student
protests in the United States and France, the war for independence in Algeria, and the Soviet
invasion of Czechoslovakia. The beginning of space exploration with the launch of Sputnik in 1957,
culminating in the 1969 landing of men on the moon, marks a significant shift in the area of
science and technology.
In a speech at Independence Hall in Philadelphia on July 4, 1994, Vaclav Havel, then president of the Czech Republic, said:
The distinguishing features of such transitional periods are a mixing and blending of
cultures and a plurality or parallelism of intellectual and spiritual worlds. These are
periods when all consistent value systems collapse, when cultures distant in time and
space are discovered or rediscovered. They are periods when there is a tendency to

quote, to imitate, and to amplify, rather than to state with authority or integrate. New
meaning is gradually born from the encounter, or the intersection, of many different
elements.This state of mind or of the human world is called postmodernism. For me,
a symbol of that state is a Bedouin mounted on a camel and clad in traditional robes
under which he is wearing jeans, with a transistor radio in his hands and an ad for
Coca-Cola on the camel’s back.
This speech outlines the essence of Postmodernism in all its forms: the mixing, the disintegration, and the instability of identities.
2- Representative Authors:
Donald Barthelme (1931–1989), Jacques Derrida (1930–2004), Terry Eagleton (1943–), Fredric
Jameson (1934–), Michel Foucault (1926–1984), Julia Kristeva (1941–), Thomas Pynchon
(1937–), Toni Morrison (1931–) Ishmael Reed (1938–) Kurt Vonnegut Jr. (1922–2007),
3- Style
3.1- Irony, playfulness, black humor
 Irony, along with black humor and the general concept of "play" (related to Derrida's
concept or
the ideas advocated by Roland Barthes in The Pleasure of the Text) are among the most
recognizable aspects of postmodernism. Though the idea of employing these in literature did not
start with the postmodernists (the modernists were often playful and ironic), they became central
features in many postmodern works. In fact, several novelists later to be labeled postmodern were
first collectively labeled black humorists: John Barth, Joseph Heller, William Gaddis, Kurt
Vonnegut, Bruce Jay Friedman, etc.
 A good example of postmodern irony and black humor is found in the stories of Donald
Barthelme; "The School", for example, is about theironic death of plants, animals, and
people connected to the children in one class, but the inexplicable repetition of death is
treated only as a joke and the narrator remains emotionally distant throughout. The central
concept of Joseph Heller's Catch-22 is the irony of the now-idiomatic "catch-22", and the
narrative is structured around a long series of similar ironies.
Absurd and black humor make use of a completely distorted sense of logic; the author entirely
resists our usual sense of logic. An example from Heller’s Catch-22:
 There was only one catch and that was Catch-22, which specified that a concern
for one's safety in the face of dangers that were real and immediate was the
process of a rational mind. Orr was crazy and could be grounded. All he had to
do was ask; and as soon as he did, he would no longer be crazy and would have to
fly more missions. Orr would be crazy to fly more missions and sane if he didn't,
but if he was sane he had to fly them. If he flew them he was crazy and didn't have
to; but if he didn't want to he was sane and had to. Yossarian was moved very
deeply by the absolute simplicity of this clause of Catch-22 and let out a respectful
whistle.

"That's some catch, that Catch-22," he observed.
"It's the best there is," Doc Daneeka agreed.
Thomas Pynchon in particular provides prime examples of playfulness, often including silly
wordplay, within a serious context. The Crying of Lot 49, for example, contains characters named
Mike Fallopian and Stanley Koteks and a radio station called KCUF, while the novel as a whole
has a serious subject and a complex structure.[1][10][11]
3.2- Intertextuality
Intertextuality in postmodern literature can be a reference or parallel to another literary work, an
extended discussion of a work, or the adoption of a style. In postmodern literature this Commonly
manifests as references to fairy tales – as in works by Margaret Atwood, Donald Barthelme, and
many other – or in
references to popular genres such as sci-fi and detective fiction. An early 20th century example of
intertextuality which influenced later postmodernists is “Pierre Menard, Author of the Quixote”
by Jorge Luis Borges, a story with significant references to Don Quixote which is also a good
example of intertextuality with its references to Medieval romances.
 Another example is B. S. Johnson's 1969 novel The Unfortunates; it was released in a box
with no binding so that readers could assemble it however they chose.
3.3- Metafiction
 Metafiction is essentially writing about writing or "foregrounding the apparatus“, making
the artificiality of art or the fictionality of fiction apparent to the reader and
generally disregards the necessity for "willful suspension of disbelief". It is often employed to
undermine the authority of the author, for unexpected narrative shifts, to advance a story in a
unique way, for emotional distance, or to comment on the act of storytelling.
It points up the artifice of fiction—often the author doesn’t try to make you forget that he or she
is writing; rather, the author draws attention to fact that the text is a creation; in Lolita by
Nabokov, near the end, narrator confronts the person he’s been pursuing throughout the novel,
and he says, “Then I pulled out my automatic—I mean, this is the kind of fool thing a reader
might suppose I did.” (280)
 Tim O'Brien's 1990 novel/story collection The Things They Carried, about one platoon's
experiences during the Vietnam War, features a character named Tim O'Brien; though
O'Brien was a Vietnam veteran, the book is a work of fiction and O'Brien calls into
question the fictionality of the characters and incidents through out the book. One story in
the book, "How to Tell a True War Story", questions the nature of telling stories. Factual
retellings of war stories, the narrator says, would be unbelievable and heroic, moral war
stories don‘t capture the truth.
3.4- Historiographic metafiction
 Linda Hutcheon coined the term "historiographic metafiction" to refer to works that
fictionalize actual historical events or figures; notable examples include The General in

His Labyrinth by Gabriel García Márquez (about Simón Bolívar), Flaubert's Parrot by
Julian Barnes (about Gustave Flaubert), Ragtime by E. L. Doctorow (which
features such historical figures as Harry Houdini, Henry Ford, Archduke Franz Ferdinand of
Austria, Booker T. Washington, Sigmund Freud, Carl Jung)
3.5- Pastiche
 Related to postmodern intertextuality, pastiche means to combine, or "paste"
together,multiple elements. In Postmodernist literature this can be an homage to or a
parody of past styles. It can be seen as a representation of the chaotic, pluralistic, or
information-drenched aspects of postmodern society. It can be a combination of multiple
genres to create a unique narrative or to comment on situations in postmodernity: for
example, William S. Burroughs uses science fiction, detective fiction, westerns; Margaret
Atwood uses science fiction and fairy tales; Umberto Eco uses detective fiction, fairy
tales, and science fiction.
 Thomas Pynchon includes in his novels elements
from detective fiction, science fiction, and war fiction; songs; pop culture references; wellknown, obscure, and fictional history mixed together; real contemporary and historical figures
(Mickey Rooney and Wernher von Braun for example); a wide variety of well-known, obscure
and fictional cultures and concepts. In Robert Coover's 1977 novel The Public Burning, Coover
mixes historically inaccurate accounts of Richard Nixon interacting with historical figures and
fictional characters such as Uncle Sam and Betty Crocker. Pastiche can also refer to
compositionaltechnique, for example the cut-up technique employed by Burroughs
3.6- Temporal distortion
 This is a common technique in modernist fiction: fragmentation and non-linear narratives
are central features in both modern and postmodern literature. Temporal distortion in
postmodern fiction is used in a variety of ways, often for the sake of irony.
Historiographic metafiction (see above) is an example of this. In Flight to Canada,
Ishmael Reed deals playfully with anachronisms, Abraham Lincoln using a telephone for
example. Time may also overlap, repeat, or bifurcate into multiple possibilities. For
example, in Robert Coover's "The Babysitter” from Pricksongs & Descants, the author
presents multiple possible events occurring simultaneously—in one section the babysitter
is murdered while in another section nothing happens and so on—yet no version of the
story is favored as the correct versionmple of this.
3.7- Magical realism
 a literary genre or style associated especially with Latin America that incorporates
fantastic or mythical elements into otherwise realistic fiction — called also magical
realism
 Matthew Strecher defines magic realism as "what happens when a highly detailed,
realistic setting is invaded by something too strange to believe
In English literature, its chief exponents include Salman Rushdie, Alice Hoffman, and Nick
Joaquin
Literary work marked by the use of still, sharply defined, smoothly painted images of figures and
objects depicted in a surrealistic manner. The themes and subjects are often imaginary, somewhat
outlandish and fantastic and with a certain dream-like quality. Some of the characteristic features

of this kind of fiction are the mingling and juxtaposition of the realistic and the fantastic or
bizarre, skillful time shifts, convoluted and even labyrinthine narratives and plots, miscellaneous
use of dreams, myths and fairy stories, expressionistic and even surrealistic description, arcane
erudition, the element of surprise or abrupt shock, the horrific and the inexplicable
Minimalism
 Literary minimalism can be characterized as a focus on a surface description where
readers are expected to take an active role in the creation of a story. The characters in
minimalist stories and novels tend to be unexceptional. Generally, the short stories are
"slice of life" stories. Minimalism, the opposite of maximalism, is a representation of only
the most basic and necessary pieces, specific by economy with words. Minimalist authors
hesitate to use adjectives, adverbs, or meaningless details. Instead of providing every
minute detail, the author provides a general context and then allows the reader's
imagination to shape the story. Among those categorized as postmodernist, literary
minimalism is most commonly associated with Samuel Beckett.
3.8- Maximalism
 Where minimalism is all about making things neat, tidy, and low key, maximalism goes
against the grain by embracing excess.
 Because postmodernism doesn't stick to any hard and fast rules, its texts can be any
length.
 Postmodernism definitely doesn't stick to traditional ideas about plotting and narrative
structure, which means authors are more likely to take diversions and explore other
themes and subplots that tickle their fancy.
 Many modernist critics, notably B.R. Myers in his polemic A Reader's Manifesto, attack
the maximalist novel as being disorganized, sterile and filled with language play for its
own sake, empty of emotional commitment—and therefore empty of value as a novel. Yet
there are counter-examples, such as Pynchon's Mason & Dixon
3.9- Paranoia
 Perhaps demonstrated most famously and effectively in Joseph Heller's Catch-22 and
 the work of Thomas Pynchon, the sense of paranoia, the belief that there's an ordering
 system behind the chaos of the world is another recurring postmodern theme. For the
 postmodernist, no ordering system exists, so a search for order is fruitless and absurd.
3.10- Collage
This style is characterized by an often random association of dissimilar objects without any
intentional connection between them or without a specified purpose for these associations. For
example, the rapid presentation of bits and pieces from old news tapes that are often used at the
beginning of news programs is a collage. While it intends to introduce the news, it is not the
news nor is it any hint of the news to come.
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