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A Bibliographical Background...
Thomas Stearns "T. S." Eliot on  (September 26, 1888 – January 4, 1965) was a playwright, literary critic, and arguably the most important English-language poet of the 20th century. Although he was born an American he moved to the United Kingdom in 1914 (at age 25) and was naturalised as a British subject in 1927 at age 39.

The poem that made his name, The Love Song of J. Alfred Prufrock—started in 1910 and published in Chicago in 1915—is regarded as a masterpiece of the modernist movement. He followed this with what have become some of the best-known poems in the English language, including Gerontion (1920), The Waste Land (1922), The Hollow Men (1925), Ash Wednesday (1930), and Four Quartets (1945).
 He is also known for his seven plays, particularly Murder in the Cathedral (1935). He was awarded the Nobel Prize in Literature in 1948. 
Early life and education:
Eliot was born into the Eliot family, a bourgeois family originally from New England His father, Henry Ware Eliot (1843–1919), was a successful businessman. Eliot credits his hometown with seeding his literary vision.  His mother, Charlotte Champe Stearns (1843–1929), wrote poetry and was a social worker, a new profession in the early 20th century. 
From 1898 to 1905, Eliot attended Smith Academy, where his studies included Latin, Ancient Greek, French, and German. He began to write poetry when he was 14 under the influence of Edward Fitzgerald's Rubaiyat of Omar Khayyam, a translation of the poetry of Omar Khayyam. 
His oldest surviving poem, an untitled lyric, dates from January 1905. The first poem that he showed anyone, "A Fable For Feasters," was written as a school exercise when he was 15, and was published in the Smith Academy Record, and later in The Harvard Advocate, Harvard University's student magazine. 
· He also published three short stories in 1905, including "The Man Who Was King.
· After graduation, Eliot attended Milton Academy in Massachusetts for a preparatory year, where he met Scofield Thayer, who would later publish The Waste Land.
· He studied philosophy at Harvard from 1906 to 1909, earning his bachelor's degree after three years, instead of the usual four.
· After working as a philosophy assistant at Harvard from 1909–1910, Eliot moved to Paris, where from 1910–1911, he studied philosophy at the Sorbonne.
·  By 1916, he had completed a PhD dissertation for Harvard on Knowledge and Experience in the Philosophy of F. H. Bradley, but he failed to return for the viva voce exam.
Awards: 
· Order of Merit (awarded by King George VI (United Kingdom), 1948)
· Nobel Prize for Literature "for his outstanding, pioneer contribution to present-day poetry" (Stockholm, 1948) 
· Officier de la Legion d'Honneur (1951)
· Hanseatic Goethe Prize (Hamburg, 1955)
· Dante Medal (Florence, 1959)
· A star on the St. Louis Walk of Fame

The theory of depersonalization or impersonality:
The theory of depersonalization  is T.S.Eliot’s remarkable gift in criticism. He holds that the poet and the poem are two separate things. Eliot explains his theory in two phases; “the relation of the poet to the past,” and “the relation of the poem to its author.’
As for the first phase, he says that the past is never dead; it lives in the present. And if we approach a poet with an open mind, “We shall often find that not only the best, but the most individual parts of his work may be those in which the dead poets, his ancestors, assert their immortality most vigorously.” Again if he is a great poet, he alters his work in no small scale. So what is a sort of flowing out and in. But while in giving he asserts his individuality, in taking he has to repress it. The progress of an artist is a continual self-sacrifice, a continual extinction of personality.” According to him it is the duty of the poet to discard the touch of personality in his work: and as a result a new form will come out from the fusion of the past and the present.
This brings us to the second aspect of his theory of depersonalization in which Eliot shows that a poet’s greatness doesn’t lie in putting his personality into his work. A poet may have personal liking, disliking or may fell interested in anything, but he should not put it into his poetry. Rather a poet should have varied feelings which are at liberty and therefore will enter into new combinations.
For romantics, poetry was an expression of the emotions and personality. Wordsworth said that poetry was an overflow of powerful emotions and its origin is in “Emotions recollected in tranquility”. Eliot rejects this view and says that “Poetry is not a turning case of emotion, but an escape from emotion. It is not the expression of personality, but an escape from personality.” So the poem, not the poet, is the important point of “honest criticism and sensitive appreciation.’
Objective Correlative:
The American Painter Washington Allston first used the term "objective correlative" about 1840, but T. S. Eliot made it famous and revived it in an influential essay on Hamlet in the year 1919. 
The term; "objective correlative" is introduced by T.S Eliot in his essay “Hamlet and His Problems” (1919). Eliot observes that there is something in Hamlet which Shakespeare cannot “drag into the light, contemplate, or manipulate into art”, at least not in the same way that he can with Othello's jealousy, or Coriolanus' pride. He goes on to deduce that “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 for that particular emotion; such that when the external facts, which must terminate in a sensory experience, are given, the emotion is immediately evoked.” (Objective Correlative", The Literary Encyclopedia, First published 01 November 2001; last revised 25 May 2006.)
If writers or poets or playwrights want to create an emotional reaction in the audience, they must find a combination of images, objects, or description evoking the appropriate emotion. The source of the emotional reaction isn't in one particular object, one particular image, or one particular word. Instead, the emotion originates in the combination of these phenomena when they appear together.
For an example, consider the following scene in a hypothetical film. As the audience watches the movie, the scene shows a dozen different people all dressed in black, holding umbrellas. The setting is a cemetery filled with cracked gray headstones. The sky is darkening, and droplets of rain slide off the faces of stone angels like teardrops. A lone widow raises her veil and as she takes off her wedding ring and sets it on the gravestone. Faint sobbing is audible somewhere behind her in the crowd of mourners. As the widow starts to turn away, a break appears in the clouds. From this gap in the gray sky, a single shaft of sunlight descends and falls down on a green spot near the grave, where a single yellow marigold is blossoming. The rain droplets glitter like gold on the petals of the flower. Then the scene ends, and the actor's names begin to scroll across the screen at the end of the movie. Suppose I asked the viewers, "What was your emotional reaction after watching this scene?" Most (perhaps all) of the watchers would say, "At first, the scene starts out really sad, but I felt new hope for the widow in spite of her grief." Why do we all react the same way emotionally? The director provided no voiceover explaining that there's still hope for the woman. No character actually states this. The scene never even directly states the widow herself was sad at the beginning. So what specifically evoked the emotional reaction? If we look at the passage, we can't identify any single object or word or thing that by itself would necessarily evokes hope. Sunlight could evoke pretty much any positive emotion. A marigold by itself is pretty, but when we see one, we don't normally feel surges of optimism. In the scene described above, our emotional reaction seems to originate not in one word or image or phrase, but in the combination of all these things together, like a sort of emotional algebra. The objective correlative is that formula for creating a specific emotional reaction merely by the presence of certain words, objects, or items juxtaposed with each other.

The sum is greater than the parts, so to speak. In this case, "black clothes + umbrellas + cracked gray headstones + darkening sky + rain droplets + faces of stone angels + veil + wedding ring + faint sobbing + turning away" is an artistic formula that equates with a complex sense of sadness. When that complex sense of sadness is combined with "turning away + break in clouds + single yellow marigold blossoming + shaft of sunlight + green spot of grass + glittering raindrops + petals," the new ingredients now create a new emotional flavour: hope. Good artists intuitively sense this symbolic or rhetorical potential.

T. S. Eliot suggests that, if a play or poem or narrative succeeds and inspires the right emotion, the creator has found just the right objective correlative. If a particular scene seems heavy-handed, or it leaves the audience without an emotional reaction, or it invokes the wrong emotion from the one appropriate for the scene, that particular objective correlative doesn't work.
(What is the Objective Correlative? "The Objective Correlative of T. S.Eliot," reprinted in Critiques and Essays in Criticism, ed. Robert W. Stallman (1949).)
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