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The Fundamental Principle of T. S. Eliot’s
Theory of Literary Criticism Based on His Moderate Thinking
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#EZHODT. S. Eliot {3 “Tradition and the Individual Talent” (1919) ®H T, FFA X D & CHEEM
ZOLDEREBLIMET 2 ENELWEETH S EHET S (B3, 59, BFEOTY A v NI DL
AEHEZ@LTWA (“T. S. Eliot ... An Interview” 16)o LML, Z @ X9 LI X 51O SCAALFET
& Hip SMAEE TR U TR L,

T, FEzERBIIONT, T ULy MIXFHFRZEZEDOLIITHEL T 72D THAIHI M D
e 2 =D D] (19194F, 1928 —464F, 19564F) 1201 TEHET 5, £ DR, O FMFERIZ, PEHK
DEMER L P EN RIS TS Z EEERT 5,

LIAT, TUAy POMRTHBIINTOEEDH 5, Thid, HOFHIFEROMAFETH 5,
ZITR, EBU=>DRINCHE T I OMAKFENMTH 50 2 HKT 5!

1
I Ay PEATEOHHTMNZZ19UEDFEROP T, ROLHT I EEBNT S,

In the last article I tried to point out the importance of the relation of the poem to other
poems by other authors, and suggested the conception of poetry as a living whole of all the
poetry that has ever been written. The other aspect of this Impersonal theory of the poetry
is the relation of the poem to its author. (53)

Wi, SCHEMEERGEE [FEMEPERGEH ] (“Impersonal theory of poetry”) ®H&EZWB~TWN3S, —DIF,
2K (5F TITHDINIFHOESKR) ZHIFICANT, b5 005EKT A2 ETHSE, I —IF
HEZOMEEDOBBRTH %5, WRIZINEDFERDOMOEFTT, “..; but, the more perfect the artist,
the more completely separate in him will be the man who suffers and the mind which creates; ...”
(B4 LB LT3, ZOMmbESHZIIT 5L, FORBNFIZOIELED NEDLSYI Vs 5 ~N& 72
LD T EM, FHETDOMEEEDOMIRTH %,

T4y ME, 191981216 — 171 F 1Y 2D FIFERK William Shakespeare @ Hamlet IZ DWW TEZEL
Z “Hamlet and His Problems” &% &L TW5b, ZOFFERO T TIZE, HlOXFEHFEMFE “objective
correlative” Z4EME L72IRD & 5 B XEMNH 5N 5,
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The only way of expressing emotion in the form of art is by finding an “objective
correlative”; in other words, a set of objects, a situation, a chain of events which shall be the
formula of that particular emotion; such that when the external facts, which must terminate
in sensory experience, are given, the emotion is immediately evoked. (100)

FEAL D SEMEREEHRTE2T AV IOV 247 ZETPFHK Elmer Edgar Stoll D& ZIiZHS0H

T, VA v ME Hamlet OFHICEE %24 > T 5, T OO MAEEE LT, [FBIINHREY] BRbH

INTWB, FERELT, [FBNHBEY ] DRINT 5 2 OMEMIZREIER ERIE SN S, T OBROFHETT

B3, 2k (V247 ZRETOFTXTOEm) &l (ZDBEWERDOME 4~ OFES) D HiEE, 8 (Hamlet)

M (ZDOBWERDMDIER) DK TH B, 72, FOXETR SN S “immediately” &9 @l

XHOEEBE EWDHGR ED—ERNZ O FMFFHFEDO LB EB > THWBE T EERBE LTINS,
J:ﬁbfgg“)@)'(?i’ﬂ:n?ﬂ? EO M@ SHW LT, 19194EIc8 5 ) 4 v bOSCEHEER ORERXIZIRD
HOIZEEDBIENTE L,

O XFEHFFOHFERE, (5 22) T FmEHE LOHEDOHI2ETH 5,
@ @tk (fE~ ®§C$1’Enn®%A{2ﬁ) ZHEE LT, filx O3 O SEFFIZMBIBIRIZH %,
© AROHLFE ME 2 OSCE/EA O HERE & HBIRIRIZH 56

@EB®IF, ODEHEFATKDVI->TWE, £I2T, O~Q@lfid (54« 2 2) THRMOEHEDF VD
EXThbB, ZOHFENKEOFMFROMAREIL LT Z 5, %:l:(i, FHBABAGR ICHRAE T Bk D B
HEENZDH SN D,

BHE, TVAy MIZDOLIBEZAHTERLXHITHB ST2DTH A D Do CO)I‘il:’DL\TTﬁﬁLTi}f:L\
J. H. Woods ~Z U L7219154F 1 H28HAF D FHKD T, HITH S M HERE L2~ O T fn Y 72 ) 1
Z &AW NTUWS (The Letters of T. S. Eliot 84), %7z, Norbert Weiner ~®D[HE4:1 H 6 Bﬁ@%ﬁi
(Letters 79-81) %, Conrad Aiken ~ODF4E 8 H21HA OFH (Letters 146) OH T, #IIH T
T%%u&%%%bfh‘%o

DL BHKIE, N—N"=FRFERFEFEEDEZDOT YA v BT FEHE Josiah Royce D& I+ —
“A Comparative Study of Various Types of Scientific Method” T, 19134£12H 9 HIZHA Eif /<G
X “The Interpretation of Primitive Ritual” OAFIIKBIN T 5." TV A v ME, 1 FV) ZXDAH
¥4 E. B. Tylor MBI ADKHIEE)DEJEAZFIEAORMIEENICH 2 LT LIk LT3, =
VA v bMZOHBELTEMTZ20MADT 5 v 20 a% % (Lucian Lévy-Bruhl, Emile
Durkheim) OFZZ ThHs, VT4 =7V a— T 5DIL, 7457 —12EDAF Y ZANFHEEBN
Hifﬁ’@%l”ﬁ%ﬂf?ﬁb’( A2 DE—D AR BT I ETH S, T avrr — L, S HEENE L Ot

RHBHIER, HERIEDEMENHORBEDEEEDHIRIZEK > THIHT 2 2 EE2HNTO S, AR
T%@i P REEH—0 ARELDO R G» 5K 52 & Th 5,

CAOHERFHEOTREBEAT, TUAy FIFFEOH D HEW—ITIRACEKRMIZES LTV S,
Z TR, MIFOWsA F) 20T EF F. H. Bradley 520 T E NS hdibh b, o1 ZAD%

—ICHELTOWRE, Ty NI T Ty R —0FEEEHA (Smith 194), £ OHIE O FI@EE

L7z (“To Criticize the Critic” 20)o ZODEEEZHED Essays on Truth and Reality 1ZI3IRD & 5 15 FE
MWH o5,

‘Facts’ are justified because and as far as, while taking them as real, I am better able to deal
with the incoming new ‘facts’ and in general to make my world wider and more harmonious.
The higher and wider my structure, and the more that any particular fact or set of facts is
implied in that structure and the more certain are the structure and the facts. And, if we
could reach an all-embracing ordered whole, then our certainty would be absolute. But, since
we cannot do this, we have to remain content with relative probability. (211)
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BEROIELAWD EFohThb, ZOBICEH W20 ECHFELHF LOHELEOFMTH S, ZOH
b2 MROENERTIRIL D, TIIXEFEFN5 —HOFENZ L BNIE, TOHMELHFEL XV
DIREDENRE, LML, bhbhEIXTOLDAEELL2RICETEIENTERLDT, HERD &
CAHEFEOMIE A EEMIIERE LRI B 58, 29 Licihidh SR 0I5 5 O REHEROM
BB TH A5,

Ty R)=DEFEELVT 4 =T ) 2=V T 2V —LDEZIL, rODHEZELAEMT I ETHLLT
W3, TULy MIZOBEFEOMHBIBZMHmZHEE LT, HoOMmZEMLTHWA2DTH 5,

L LBNS, TU4y MICAOHEFEZEOEZIZA/EMIZFHEL THWEbIFTREL, KRIZLhiZ,
Vg =71 2= VIFEIRADLEEBURADLEEX I LT ETHA ST LD, 72, T2 — LA
DS EFEHTREALZEZRICERBTERMWEHM L2453,

ZOBRIIA v b, WXDT—<THBHEIBADFHERNOMHR AR S , SEBH & O FHENX DR
FEEMIIZHE > TLEIDOT, HEFZOBROAMNLESOITENICHEENE I EE2BET S, RiITF ik,
JEIE ADNEHHZIEH U7 N & OFZ BB OBR BB TR O E LTHEET %, T I T, BT
3, EBROEKZDbDEMNEHELETHIETH S,

oLz VAy bOEFIE, (B 22) ZHBOREETET Ty N —OTFHEZHS I E Z
T3, #I3 “Leibniz’ Monads and Bradley’s Finite Centres” (1916) ®OH T, ZOEFEFIZEM LT
RO EHITHENTH S,

The Absolute responds only to an imaginary demand of thought, and satisfies only an
imaginary demand of feeling. Pretending to be something which makes finite centres cohere,
it turns out to be merely the assertion that they do. And this assertion is only true so far
as we here and now find it to be so. (202)

75y R —offtEid, BRMREFEHERLDOT, bhbhofgEPRIEORELATREL OB L, £
T, bUbhBHSOFROLOFLE—EEDOHZEDIZLELIELTH, ThidbhbhoMEITT
X, UL, Z0MER (5 22) TBLWTOAHEELZDTH 5,

CDEIBT Iy RV —DEHE (5 22) BbhbhOBFEEIBOFESTH S, ZOFFEIINL
O OMHBIPZRHROBSE T H 5, Thod I &iF, HoTWFEFEEHR L T4y POYE/RITHE Y TIE
F5THA9,

75w N —® Ethical Studies 1ZIFIRD & 2 15BN H 5,

In the infinite you can distinguish without dividing; for this is a unity holding within itself
subordinated factors which are negative of, and so distinguishable from, each other; while at
the same time the whole is so present in each, that each has its own being in its opposite, and
depends on that relation for its own life. The negative is also its affirmation. Thus the
infinite has a distinction, and so a negation, in itself, but is distinct from and negated by
nothing but itself. Far from being one something which is not another something, it is a
whole in which both one and the other are mere elements. This whole is hence ‘relative’
utterly and through and through, but the relation does not fall outside it; the relatives are
moments in which it 1s the relation of itself to itself, and so is above the relation, and is
absolute reality. (77-78)

WR7IZbDENS 2RE, ZTOPIHET 2 AMRBERNMLEoN TS, 2K, FREEREBUI0EE
ENTWBEFFICZOARBERIZNAELTHEDT, HEEEEEEEZALTWS, 2Kkb 2 OREE
b, MEOMHEMRIZK > TEENEZLONDIDTH S, ORI, ZOHEBEZIT “moments” (5
2I2) KBOWTHIDTRIELEN S, 7T v N —Oidh ST 2 D1E, k&< OMREROMHEIR
%, BB OMBAE S EF SN TNBE T ETH 5,

O LIEBEPSHM LT, VA y bOINHUEDEMEFROHEN EARAFBIZIE Fab LT 5w FY —
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DT EFE (5« T2)) CHBMBRRSKMEN TS EFZ L9,

TV A v NORWIOFERE The Sacred Wood (1920) 121, AFTE MK L7z DD —“Tradition
and the Individual Talent”, “Hamlet and His Problems”— & FN T35, ZDIRPIDIEREDN 8
FERICHREN TS, HIZZDFX (Preface to the 1928 Edition) T, “the feeling, or emotion, or
vision, resulting from the poem is something different from the feeling or emotion or vision in the
mind of the people.” (x) &FHWT [FEMPENGER] Z2FF9 5 —F T, “the relation of poetry to the
spiritual and social life of its time and of other times” (viil) EEHEWTHFHOHAEMEEZEZ 5 L 51Tk
5o

T YAy MNiE The Use of Poetry and the Use of Criticism (1933) O T, RFIDIEHEDOFHM THE
B U7 [IREPER SRR | OB EROMIEEZEMT 5, 72E 2, ROKIBXEEZTFIHLTALI,

If poetry is a form of ‘communication’, yet that which is to be communicated is the poem
itself, and only incidentally the experience and the thought which have gone into it. The
poem’s existence is somewhere between the writer and the reader; it has a reality which is not
simply the reality of what the writer is trying to ‘express’, or of his experience of writing it,
or of the experience of the reader or of the writer as reader. (30)

HOLEOE —FMEIFHEZT OO TH S I EMEHEIN TS, HOFEIEL, FROEXINETHE MER
PHADRRTHL L, HALHFOEIAHHICHS L0, Thid, 50 (5 22) Tuttr GiAb
BL) LOHEEOLDPDDICKDHDTEAET LI LEEZREL TS, YAy MIIIIED S FEMETR D
WAFEAZBEE L TWHWED008b0 5,

ERWZ, Mo Y4y PRIIEL D s ohIcHENEEE LTS, ToMBlo—D &L T,
DIRTHFICKEEEZO—BIIB s T EARHTE LI, WICK S ZOFRHDOMHHIIROEY ThH 5,

The via media which is the spirit of Anglicanism was the spirit of Elizabeth in all things; ...
(“Lancelot Andrews” 14)

In the long run, I believe that the Catholic Faith is also the only practical one. That does
not mean that we are provided with an infallible calculating machine for knowing what should
be done in any contingency; it means perpetual new thinking to meet perpetually changing
situations.... There must always be a middle way, though sometimes a devious way when
natural obstacles have to be circumvented; and this middle way will, I think, be found to be
the way of orthodoxy: a way of meditation, but never, in those matters which permanently
matter, a way of compromise. (“Catholicism and International Order” 183-84)

FEEBAZDOHUBZORMMTH APETEHEN L) FRZLEOHIEOMTH B, x4 v MIHMFLTH
3, T3, PETEBILKEOBIEIHTH o7& 0D T EEERT 3, %IF, PlTEHELEEELE~D
FBMOEIZ BRI TNDE, TORFBMIZH, AL AL TS HBLEESHEMEITTINT 5 1E4E
HThrLENHINTVE, ZOBMOEBEWZFETFRD, oL (FENEE, FoStkons)
DFHXITHE>TWBESTZ LI,

1933 D FEHDHIDFEATIZIZIRD & 5 BFFAGRBEMIN T S,

The poet is much more vitally concerned with the social ‘uses’ of poetry, and with his own
place in society; and this problem is now perhaps more importunately pressed upon his
conscious attention than at any previous time. The uses of poetry certainly vary as society
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alters, as the public to be addressed changes. (150)

ﬁA O EBIT BT AHSDOVEASIZEEHR LB TAERE ST EN S, BP0 Z
kD, FHEFEBTHARELHHNIERLBZDT, ZOXI BHMHANTHORITNEXBEITOTH S,
IV Ay MF19BFEDEFEEDH T, FHOMHSMHHOEMAERD L HIZHAL T3S,

The most useful poetry, socially, would be one which could cut across all the present
stratifications of public taste—stratifications which are perhaps a sign of social disintegration.
The ideal medium for poetry, to my mind, and the most direct means of social ‘usefulness’ for
poetry, is the theatre. In a play of Shakespeare you get several levels of significance. For the
simplest auditors there is the plot, for the more thoughtful the character and conflict of
character, for the more literary the words and phrasing, for the more musically sensitive the
rhythm, and for auditors of greater sensitiveness and understanding a meaning which reveals
itself gradually. And I do not believe that the classification of audience is so clear-cut as this;
but rather that the sensitiveness of every auditor is acted upon by all these elements at once,
though in different degrees of consciousness. At none of these levels is the auditor bothered
by the presence of that which he does not understand, or by the presence of that in which he
is not interested. (152-53)

VAT AET OB RKEDNANWAIBBRIZIIDZA DI EDTXEDEHF LTS, ThiT, M, PEHEL
PR OS, SEPFVEL, VXA, KREBIZHS I ZER, Thd, A2MkbAHEHET T
F v MTEST, :@L%M’E%@{’E.%@J:i WCRKREZIFIFERIETHTTAZETH S, TDI LD, FiE
G EOHBNBHEUOSXTH S, £2I1T1F, BElR U720 CFFER ORAKFEREH TN S 2 L2 FilR
TRETRBENTH A9,

ZOHIYA Y NI, FOHEHNEAF) RENP S I -0 v SNERTF B LS5, L&A,
“Reflections on the Unity of European [1]” (1946) TIIRD & 5 B OFBNH 5,

The painter or the composer perhaps enjoys greater freedom, in that he is not limited by a
particular language spoken only in one part of Europe: but in the practice of every art I think
you find the same three elements: the local tradition, the common European tradition, and the
influence of the art of one European country upon another. I only put this as a suggestion.
I must limit myself to the art which I know most about. In poetry at least, no one country
can be consistently highly creative for an indefinite period. KEach country must have its
secondary epochs, when no remarkable new development takes place: and so the centre of
activity will shift to and fro between one country and another. And in poetry there is no
such thing as complete originality, owing nothing to the past. Whenever a Virgil, a Dante,
a Shakespeare, a Goethe is born, the whole future of European poetry is altered. (3)

I—o vy NEICEEDOEEKR (T—o v KEHOEH, @03 —o v MekE, I —o v XEKEB oA

) MHBHIEE, WIREL TS, —HOEMLZ I PRI ESERAIE N E2RET 22 L 13d 01EE
WOT, BROZELELTI— vy XRROPTHEFOHLABE TSI ENBEZL oMb, LEAE,
T2V FII T (FRe—<0FHAN), 7 (Pl 52V 7OFAN), Y247 ZET, F—7 (18—191i
KA YOFEN) O XD BEREAMBHET 2L, I—0v SO0 NRKNELEHTE2DTH %,
19464F D FFaf T I3, ﬁ%@a Oy OO FELT, T VA y MEI—0 v/ SFEDOEOE
PRI Lz BoFRIcEEE2H > Thb, FNiE, B—<EFYV YV EAATITNDONH¥TH B, 0—
T EFY VPO FERHEOHMTH Y, 41 RS TIVOXFIIBEEOKHEOMRNTHS (2), KizthniT
-0y XFEOFEFT ) L H@OFRAE TR ELTRELETNERSBOLDOTH 5,

25 LT, 19284651 BF 5 ) A v b OXXFMEFROMERIIRDO L H ICEHTE LS,
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-0y SCEHEFO IR AIE, (5 2 2) TXEEMEHH LOHEEDH UV 2ETH 5,

2R (BFEO I —o v SFORER) 2HRELT, HEOCAEMBE O SHBBIRICS 5,
RO BEFE & 4 O SCEHEE S AHBIBIRICH 5o

Lk E R EOFERIIAFT B,

CORIGFOEME LT, QOMFITIBOPFIRNLIETH %,

@ e ®

G~@®1FiT, DEEFZA T BITREBZ SN, Lied - T, ZORIHIZE T 508D SRR R O RAE
Y, 1919FE0EMFEROMBK LR L L H1T, (5 2) TXEEMERELOBEBEOMBRTH S,
72U, SCTREBAFHOBMANI —0 v XXFFTIERINTOHEDTH S, Thid, Z OMAFH W
OHBEEE N IN TS0 D TIRAEL, PEEREZERET 2 EERBESZNOHEOBFEMMNEE > T
BELRETHTHA,

T4 v b®D “The Frontiers of Criticism” (1956) DN FIZHEHE LT, DB DM O R
AR LTAHABLI LT S, COFEFHDRDELHIBNEEZRTALI,

We must not confuse knowledge —factual information—about a poet’s period, the conditions of
the society in which he lived, the ideas current in his time implicit in his writings, the state
of the language in his period —with understanding his poetry. Such knowledge, as I have
said, may be a necessary preparation for understanding the poetry; furthermore, it has a
value of its own, as history; but for the appreciation of the poetry, it can only lead us to the
door: we must find our own way in. For the purpose of acquiring such knowledge, from the
point of view taken throughout this paper, is not primarily that we should be able to project
ourselves into a remote period, that we should be able to think and feel, when reading the
poetry, as a contemporary of the poet might have thought and felt, though such experience
has its own value; it is rather to divest ourselves of the limitations. of our own age, and the
poet, whose work we are reading, of the limitations of his age, in order to get the direct
experience, the immediate contact with his poetry. (117)

IUF v M, FHIIODOTOARE GEADKR, FFAME S I RE, FFAOIERICBET 2 84, 3
ADHRDOZFERI) MFFOIELWEEIZKE B I EE2WRD TS, ZDLD BARIHAMT 30D
BBz ER 0D TH S, COEETFHERELDOIR, bbb, FAORRICHGEESIETE
B, (5Il2) THZOLDEHEBIMNES ZETH B, 19194E1928 —464E D RFIHIZ HL & 7 305
MEHOMAFI 2 IS N T B, ZhIi3, ZOWAFHZF T L, HoPhEREE & LD
SNIFERERM L T 5B, £2I2iF, LEHEBEANOBMNE SIZEE > L MOEBEDOLNETH A9,

bz

19194 ICB T 2 A v PO FMERERIT, (5 22) THEENREDHBEDK P> & 2 MARH &
TEHHENEEZEOHKD S > Thb, £ 21213, HEEREZRNTHSEZNBEOMKRL TS v K —
OIEDOEEN RSN D, 1928— 462K 2 ZOHNIE, I—o v SLEETHLADT, L OHMEIZE -
TWb, i, ZOWAFEHAZ LA &4 2HENEZIC, FEEE S 1O EEEHE~DOEDOE A
NI NTNBENOoTHSD, ZOMAFHIT, KRoPENEE OGRSk h T 72D TH
%o 1956412613 B O SCEREFERZ, 19194E %1928 —464E D354 &[] URRAFEH 7213 A3l & 1 7o Rk 73
MR &7 > T B, Lehi-> T, ROHEREE O MR R O MR A — g = n 7230 0 TR L,
AR DOEMGE I SICEE > T -7DTH 5,
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iE

L AKRE, #lifE TT. S. = U4y bOCF#ER] 22U TRBMAL TS 2 EE2BHKD Lz,
2. Piers Gray 3= VU4 v bDIIFOFwHXDELBNEZFHEL MM LTS (108-42), AFld, TOW
REWEZTERLTOWDE I EEBHID Lz,
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