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Editorial

‘Where is the summer, ‘asks Eliot in ‘Little Gidding’, ‘the unimaginable/Zero summer?’ Well, what we 
longed for in winter and spring is indeed here; not the ‘unimaginable’, but just the ordinary, quotidian,  
unreliable English summer.  What we realise this particular summer, prompted by the inspirational work of 
the Swedish teenager Greta Thunberg, is that the increasing heat of our English summer and the growing 
unreliability of weather events generally signal a global climate emergency.  Eliot’s profound sense of the 
natural world, and the whole Nature tradition in English poetry, may in future stand as testament to a past 
age before the great climate disruptions of the mid-twenty-first century began to wreak their havoc upon  
human civilisation.  But for now, we have summer; and with it this edition of ‘Exchanges’.  
 Summer means, among other things, the annual T S Eliot Festival at Little Gidding, and we carry 
an account of this year’s Festival by our Sussex correspondent, Jay Phillips.  In what could prompt a  
future series on teaching Eliot in school, we have an article by Sixth-Form student Cain Shipp, a pupil of  
Society Secretary Dr Kathy Radley Warren at Mildenhall.  Moving westwards across the country, Committee  
Member Mary Morgan writes on ‘T S Eliot and Wales’; and the publication of a new hardback edition of 
‘Four Quartets’ prompts Paul Keers, Society Chair, to reflect on the relation between content and style 
in presenting this work to Eliot’s readers.  Finally, I offer a response to my most recent Eliot experience: 
a reading of ‘Four Quartets’ by Simon Callow.  Oh, and an afterthought: who would believe that ‘in this  
twittering world’ a reader of Eliot would actually take to social media….

John Caperon

Exchanges is the quarterly newsletter of the T.S. Eliot Society (UK). If you would like to contribute or if you 
have queries or suggestions please contact the Editor direct at Exchanges@tseliotsociety.uk
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The 2019 T S Eliot Festival at Little Gidding

Jointly organised by the Friends of Little Gidding and the 
TS Eliot Society (UK), the annual, day-long Festival – 
running now since 2009 – brings scholars, critics and Eliot 
afi cionados from the UK together with members of the T S 
Eliot International Summer School at London University’s 
Institute of English Studies.  This year’s Summer School was 
larger than ever, with over 70 members - indicating, one 
hopes, a rising scholarly interest in Eliot once more.
  But here’s the challenge for tiny, isolated Little 
Gidding: how can so many – festival-goer numbers this year 
totalled over 150 – be accommodated without undermining the 
special quality of this precious site, unique for both religious 
and literary reasons?  The modest facilities of Ferrar House, 
Little Gidding’s retreat centre, are inadequate to house so 
many, and the answer is a large (and somehow very English) 
marquee on the lawns of the house, with cars and coaches 
slotted well away from the small 17th century church. Somehow, the rural context and well-tended gardens 
manage to create an air of refl ection and calm despite the large numbers.
 In his opening remarks, Canon Simon Kershaw, chair of the Friends of Little Gidding, reminded the 
audience of Eliot’s visit to the site in 1936.  Not until 1942 were the historical resonances of the place and 
his memories of the ‘dull façade’ the tiny church still offers to be merged in Eliot’s closing poem to his Four 
Quartets sequence.  

 Michael Hrebeniak of Cambridge University (left) spoke 
illuminatingly on ‘The Epoch of Space: The Waste Land as Collage’.  
Most readers of the poem will recognise that it’s assembled from what 
Eliot refers to as ‘fragments … shored against my ruins’; but 
Hrebeniak, discussing the ‘fragmented’ nature of Modernism, brought 
out the interdisciplinarity of the movement and the way it shimmied 
across and between different artistic modes.  Hrebreniak’s illustrations 
from the visual arts were marginally undermined by his marquee setting 
– imagine, instead of black and white A4 handouts, giant full-colour 
reproductions of Cezanne and Picasso on the lecture theatre screen! But 
his audio selections of early-20th century Jazz had his audience 
vigorously foot-tapping and asking for more.
   Illuminating too was his drawing together of poems by 
Apollinaire, Mallarmé and Pound to show a radically experimental 
poetic context for Eliot, in whose ‘Waste Land’ we can see the poem as 
a kind of junkyard. 
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In contrast to Hrebeniak’s cross-cultural, contextual 
approach, Robert von Hallberg’s ‘The Authority of Moments and 
Locations’ (left) took his audience into the textual heart of 
Little Gidding. His unashamedly prosodic account of the 
poem reminded us that poems are fi rst of all ‘words on 
the page’; and that Eliot in his Four Quartets developed a 
deliberately ‘prosaic poetics’ without lessening his concern 
for the musical beauty of words ‘in the right order’. Hallberg 
argued that Eliot saw the Blitz as a kind of divine purgation 
in response to the apostacy of the English nation from its 
ancient Christian faith: a new interpretation to the present 
writer, and cause for pondering…. 

  Following a splendidly-catered lunch which saw small 
knots of diners scattered at tables across the sunlit lawns, 
with some seeking the shade of the marquee, Mary Ann Lund 

of Leicester University invited ‘Meditating on Little Gidding Part 1’.  Arguing against the ‘striving for 
understanding’ which so much characterises a particular approach to reading Eliot, Lund suggested that the 
Mediaeval monastic practice of ‘Lectio Divina’, still live in some religious circles, could provide an 
illuminating ‘way in’ to Little Gidding.  This was a cue for individuals and 
small groups to separate out in silence, and to chew over the poem’s Part 1, 
seeking personal and spiritual illumination from it, rather than any objective 
‘explanation’.  
 The day’s conclusion, hallowed by custom, was a reading of Little 
Gidding at the porch of St John’s church before the tomb of Nicholas Ferrar, 
friend of George Herbert and founder of the original, quasi-monastic Little 
Gidding community.  This year, the novelist Ali Smith (right) brought her 
own understanding of the poem to the audience in her clear, Scottish tones; 
though some might have felt as they returned home later that this determinedly 
English poem – ‘History is now and England’ – might have sounded more 
truly itself in the voice of an English reader….

Jay Phillips

              4



TS Eliot’s Portrait Of A Lady – an A-Level approach

 
 
 
 

Our teacher, Dr Radley Warren, set up this lesson (above) to explore T S Eliot’s use of the Objective 
Correlative, a literary technique for representing or evoking an emotion by means of symbols. We are 
studying the poetry of T S Eliot for our A Level Coursework where we have to view the poems 
through the prism of a variety of critical viewpoints such as Marxism, Feminism, post-colonial 
nial or eco-critical approaches. For this lesson we were analysing his poem Portrait of a Lady. 
 We listened to Chopin’s Prelude No 4 in E minor, which is mentioned in the poem, and the room 
was set with candles around a central table. A system of linked images from the poem was displayed on the 
smart board. After a ‘stream of consciousness’ activity in which we considered the effect of all these sensory 
experiences, the class was divided on a gender basis, the girls to consider the woman’s point of view and 
the boys to consider the man’s.  An appropriate exercise as the poem takes the form of a dialogue between 
a man and a woman, and includes both inner thoughts and spoken words, which reveal their differing 
impressions of the scene. 
 The candles were particularly signifi cant as they represented a romantic encounter to the woman (‘I 
have saved this afternoon for you’) but ‘Juliet’s tomb’ or the death of the relationship to the man. After group 
discussion a spokesperson representing each gender voiced the thoughts of the two viewpoints, according to 
the interpretation.  We had to then link our fi ndings to feminist theory from the critical anthology used for 
coursework, and decide whilst considering context which was the predominant point of view.
 The class concluded that the melancholy tone of the poem was impressively conveyed by Eliot through 
his use of the Objective Correlative and that the male viewpoint was the most dominant within the context of 
this one hundred-year-old poem.

Cain Shipp, 
Year 12, Mildenhall College Academy Sixth Form       5



Eliot’s Welsh Holidays

Geoffrey Faber bought Ty Glyn Aeron (above) in the summer of 1930. The house, in the gently rolling 
hills of the Aeron Valley which fl ows into Cardigan Bay at Aberaeron, was a retreat from London for his 
family, where they went as often and for as long as they could. Eliot was to become a regular visitor during the 
twelve years the Fabers owned Ty Glyn.
 An early reference to the house comes in a letter from Eliot to his godson, Tom Faber, then aged three: 
‘Thank you for your Letters. I hope you like the Book, because it is a Poetry Book and I like it. I was very 
interested to hear about Ty Glyn Aeron, and the Island, and the Trout, and the Bees. I told the Practical Cat all 
about it, and the Practical Cat was so Excited that we fi nally said we would….Go in for COUNTRY LIFE.’ 
The letter is illustrated with drawings by Eliot of such country pursuits as Fishing, Rough Shooting, Picking 
Flowers and watching Birds. 
 An earlier letter from TSE to Tom Faber in January 1931 had introduced the subject of cats and elicited 
the comment from young Tom to his father ‘I think uncle Tom’s a very good writer’.  In April 1931, Ty Glyn 
Aeron features in the letter reproduced below, which contains the invitation to Tom Faber’s birthday party, 
never sent for the reasons set out in the PostScript.
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Following his now regular 
summer visit to Wales, Eliot 
writes to Enid Faber in  
September 1934 to say he  
‘enjoyed the holiday immensely 
- for it was the only week I 
have had this summer which 
deserved the name of holiday’. 
Faber diaries record going out to 
lunch, sunbathing, swimming, 
shooting rabbits, visits to the 
beach (Cei Bach), to Lampeter 
and to get the washing.

  Inevitably, Eliot’s journey 
to Wales involved rail travel.  
Eliot writes to Geoffrey Faber 
in July 1935: ‘... there is this 
inconvenience about how to 
get from Aberystwyth … if the 
garden boy or stable lad should 
be coming to Aberystwyth with 
a cart or lorry to attend a lecture 
or for any other purpose he 
could pick me up at the station 
at Aberystwyth….’   

  But the arduous 
journey to Ty Glyn Aeron was clearly worth it. Eliot writes to Enid Faber on 11 August 1935: 
‘I have had the most pleasant week’s visit within memory. Several days of it are individually  
unforgettable, but what is more important is the recollection of (for me) stupendous physical activity in 
tranquillity - I mean tranquillity then as in recollection; of the graceful hospitality which made every fresh 
moment welcome and every past moment regretted…. I hope that I did no great damage to the tennis court. I 
left my bathing cloth behind, together with the sandals that Geoffrey gave me; but you are not to return them, 
as that was only my quiet way of suggesting that I hope to wear them again in the same place, and I would 
not degrade them by wearing them elsewhere. I will repeat, that I have never had a week’s visit of more 
unadulterated pleasure.”

Mary Morgan

TyGlyn is now a wedding venue with restaurant and accommodation – https://www.tyglyn.com/ 
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Four Quartets and Beethoven

The musical analogy in the term ‘Four Quartets’ may not be immediately apparent to new readers of  
Eliot’s final great work.  St Alban’s Cathedral, though, highlighted the connection by pairing a reading of the 
poems by the much-loved, seasoned actor Simon Callow with a performance of Beethoven’s late Opus 132, 

his quartet in A minor, by the vibrant young Carducci String 
Quartet, on 16th July.   

  I didn’t know the Beethoven in any detail – it’s not 
frequently broadcast – but its depth and passion were a  
revelation, as was its searching form; and the revelation, 
at moments electrifying, extended to the poetry. Callow’s  
reading was resonant, his rich tones and fine timing providing 
a memorable interpretation somehow enlivened, even  
transformed, by the interspersing of the poems with the  
separate movements of the quartet.  It was as if one’s  
‘auditory imagination’, that ‘feeling for syllable and rhythm, 

penetrating far below the conscious levels of thought and feeling, 
invigorating every word’, as Eliot put it, was engaged both poetically 
and musically in shaping a new creative and artistic reality.
  In the resolution of both works – the final movement 
of the Beethoven and the closing section of Little Gidding – there was 
a sense both of finality and completion: an acceptance that whatever 
life might send, all would be well.  Bringing the two works together 
in such an illuminating, combined performance could be seen as both 
extending the audience’s grasp of Eliot’s ‘quartet’ analogy and at 
the same time deepening their spiritual insight.  It was an evening to  
remember, and to savour in recollection.  

John Caperon
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The 2019 Edition of Four Quartets

A new, hardback edition of Four Quartets has recently been published by Faber, to commemorate the 75th 
anniversary of the UK First Edition in 1944. This 2019 edition ‘is based upon the design by Giovanni 
Mardersteig’, but contains the same text as in Collected Poems 1909-1962. A designer you may not have 
heard of, and a text you may already have – are those good reasons to acquire a new copy? 
  Giovanni Mardersteig was a renowned printer, book designer and typeface artist of remarkable skill 
and taste.  In 1960, he produced a magnifi cent edition of Four Quartets, on the letter-press of the Offi cina 
Bodoni in Verona, using a typeface called Dante which he had created himself. It was a fabulous hand-printed 
edition, limited to 290 copies, each one signed by Eliot, and copies now sell for £2,500 to £4,500. It is an 
impressive exemplar.  
   

 Yet if we compare covers, there seems little connection.  Mardersteig’s is an art book, larger 
format and titled only on the spine, not meant for commercial sales. Its cover and format have clearly not 
infl uenced the 2019 design, which declares its title boldly, and raises concerns of its own – not least the 
hyphenation of ‘Quar- tets’, which seems a crude solution to balancing the length of the two words. 
 But the cover’s large, strong typeface bears little relation to the elegant pages within. For the pages 
themselves do echo Mardersteig’s beautiful design. The new edition’s text is set in the same Dante typeface 
which he personally created, described by a design critic as “lively, legible and handsome”. The layout also 
uses the same prominent drop capitals as Mardersteig. Of course the proportions of the new edition are 
different; the type has less space around it. The paper is of lesser quality, and the pages are not letter-
pressed (where you  can feel the type embossed into the paper). But it is a good visual echo of the beautiful 
Mardersteig presentation.  
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 It’s when we look at the opening text of Burnt Norton that we’re surely struck by the visual  
superiority of the Mardersteig design, both in 1960 and 2019; the gracefulness and clarity of the Dante  
typeface, and the bold elegance of the opening drop capital. And because Mardersteig’s type was set by eye, 
sections of text were inset according to the visual balance on each individual page; the new edition echoes 
that approach, whereas on the pages above, Collected Poems 1909-1962 simply indents “But” and “Other” to 
a crude, equal depth. 
 (Note that Mardersteig capitalised the whole of the opening line – the only edition of Four Quartets to 
do so – one design element which has not been followed in 2019.)
 Textually, Mardersteig’s edition contained some ‘variants’. In particular, the last five lines of Burnt 
Norton section IV (“Chill… ”) were mistakenly printed as the opening lines of Section V. (You pay £4,500 
for a book and then find an error…!)  So the text in this 2019 edition is understandably not taken from  
Mardersteig; it is from Collected Poems 1909-1962 instead. Nor, interestingly, from The Poems, exhaustively 
researched by Ricks and McCue, whose work provided the text for the similar, standalone edition of The 
Waste Land in 2015, which reinstated the excised line about the “lidless men”.  
  And then there is the matter of the epigraphs.  It is still not clear whether Eliot intended the epigraphs 
to refer to all four Quartets. They appeared first at the head of Burnt Norton, with its solo publication in  
Collected Poems 1909-1935; but they were absent when Burnt Norton was published as an independent 
pamphlet in 1941. In the first (US) edition of Four Quartets, in 1943, they were on Burnt Norton’s title 
page, prior to the page on which the poem itself opened; in the UK First Edition of 1944, which this  
commemorates, they were on the blank page facing Burnt Norton.  
 Subsequent editions of Four Quartets followed these precedents, which appeared to apply the epigraphs 
to the entire sequence – as did The Poems – while subsequent Collected Poems, like 1909-1962, kept them at 
the head of Burnt Norton itself.  In this 2019 edition, the epigraphs appear prior even to Burnt Norton’s title 
page, on a right-hand page of their own, and clearly applying to the entire sequence. 
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 Which position we feel most appropriate is a matter for debate – but in that key aspect, this 2019 
Four Quartets does not follow the text of 1909-1962, or indeed the UK First Edition whose publication it 
commemorates.   
 How do these differences affect one’s reading of the poetry? Personally, I would argue that the  
beauty of the Dante typeface, and the elegance of the layout upon the page, lead one more fluently and 
smoothly than ever through the text. One could argue that, given the positioning of the epigraphs, one is 
embarking from a different point – but as we know, “it would be the same at the end of the journey”. And  
to travel that journey in any self-contained, hardback edition of Four Quartets, as opposed to pages 187-223 
of a Collected Poems, is a superior experience in itself. 

Paul Keers

And finally…

This Tweet from The Waste Land was clearly misinterpreted by authorities as some kind of security risk:
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