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Editorial
Welcome to this Spring edition of ‘Exchanges’. In what has rapidly become a year like no other, we find
ourselves in the steely grip of a global pandemic. ‘Locked down’, we are no longer – for the sake of the
common good – free to visit our closest relatives, let alone make pilgrimage, or gather in Little Gidding for the
T S Eliot Festival. Both the annual pilgrimage from Leighton Bromswold to Little Gidding, and the Festival,
are cancelled. Or rather, let us hope, postponed, until something approaching normality returns.
For those of us confined, pretty much, to our four walls, what better time could there be for re-reading
the texts which shaped us as younger people? Each return to a known work provides, potentially, a new
experience. And each re-reading of Eliot offers, potentially, a new understanding. Many years on, I am no
longer the sixteen-year-old who was fascinated yet mystified by the ‘Selected Poems’. I bring a different
perspective to the text. But there it remains, waiting to reveal itself in new ways.
This edition, in which Committee members are prominent, offers some new insights, too. Christina
Percy offers her personal experience of Little Gidding, place and poem, unvisited this year. Scott Freer, in
what is the first full-length article we have published in ‘Exchanges’, re-visits Eliot’s conversion through the
lenses of ‘Journey of the Magi’ and the drawings of Edward McKnight Kauffer, arguing that ‘Journey of the
Magi’ can be seen as, in effect, a ‘semi-autobiographical poem’. And, clearly enjoying the time we all have on
our hands just now, Paul Keers, Society Chairman, uncovers some interesting textual variants in Eliot. Some
might wish to query, perhaps, his understanding of ‘added value’ where ‘value’ seems to mean something
monetary, rather than poetic!
So that Summer doesn’t altogether surprise us, let me end by saying that we plan to include in the next
edition a review of Roger Robinson’s A Portable Paradise, winning entry in the T S Eliot Poetry competition.
Also, there will be an article by a new contributor, Christopher Garvin, who dips light-heartedly into ‘The
Death of the King’s Canary’, a little-known novel by Dylan Thomas and John Davenport, to uncover some
unfamiliar parodies of Eliot.
John Caperon
All Members are invited to contribute to ‘Exchanges’, 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

To Little Gidding
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I first visited Little Gidding having never read ‘Little Gidding’. I am glad of this. The deep serenity of the
setting, of Ferrar House and my first glimpse of the little chapel, affected me deeply. Sempiternally, even.
Although augmented by memory and hindsight the feeling persists, and every year I make my pilgrimage and I
feel a little bit more at peace with my place in the world. Walking down past the cottages and round the corner
onto the path before crossing the grass to head directly to the chapel one feels…something. Eliot’s world’s end.
It is no accident that I am turning to ‘Little Gidding’ in this time of great sadness, in searching for the
sense that this too shall pass. Discussing the germ of an idea on finding solace in Eliot, Paul Keers quoted me the
lines: ‘All shall be well, and / All manner of things shall be well.’ That is it. That is what I meant, I thought.
Listening to ‘Little Gidding’ read in mostly glorious sunshine each year at the close of the T S Eliot
Festival has changed my reading of Eliot for ever. Meaning is and should always be contested, but I am
increasingly aware of the spiritual aspects of Eliot’s poetry.
Little Gidding is a very special place. It is frozen in time yet beyond it.
‘If you came by day not knowing what you came for,
It would be the same, when you leave the rough road
And turn behind the pig-sty to the dull façade
And the tombstone. And what you thought you came for
Is only a shell, a husk of meaning ….’
Eliot himself said “‘Burnt Norton’ might have remained by itself if it hadn’t been for the war …
you remember how the conditions of our lives changed, how much we were thrown in on ourselves in the
early days?”
This too gives me comfort. That beauty and light can come out of such darkness is a consolation in the
darkest hours. The sense that this too shall, indeed, pass.
‘For last year’s words belong to last year’s language
And next year’s words await another voice.’
So this year, like many, I will miss attending the Annual T S Eliot Festival at Little Gidding. Instead,
on Sunday 5th July I shall read the poem aloud, channelling Jeremy Irons’s stripy rainbow socks, to whatever
plants cling on this year. I will give thanks for all that is and pray for that which is no longer. Fare forward!
Christina Percy

This picture, of her husband Frank’s model of Little Gidding, was
posted on Twitter by Lynette Ballard. Approximately 19” square, it is
not meant to be proportionately exact, but an impression from visits
and photos. Constructed of tiny clay bricks, and fired in kiln twice, it

took about 4 months to complete.					
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Reading ‘Journey of the Magi’ via Edward McKnight Kauffer’s Drawings
The first (1927) edition of Eliot’s ‘Journey of the Magi’ carried a cover and illustrations by the prominent
Modernist graphic designer Edward McKnight Kauffer. Might Kauffer’s ‘bowler-hatted civil servants’ aid a
particular ‘interior’ reading of the poem, wonders Scott Freer? His article is derived from a talk on the poem
he gave at Leicester Cathedral organised by Dr Mary Ann Lund to mark Epiphany 2018.
In June 1927, T S Eliot underwent the sacramental ceremonies of Christian initiation and formally committed
himself to Anglo-Catholicism. On June 29th, Eliot was baptised by William Force Stead at Holy Trinity
Church, Finstock, Oxfordshire. On the following day, 30th June, he was confirmed by Thomas Banks Strong,
Bishop of Oxford, at the Bishop’s Palace in Cuddesdon. Only seven days earlier, on June 22nd, Eliot rounded
off a particularly barbed letter to Bertrand Russell (in response to his pamphlet ‘Why I Am Not a Christian’):
“Why don’t you stick to mathematics?” This is a sign probably of Eliot’s increasing antagonism towards
‘radical’ atheism.
On 25th August 1927, ‘Journey of the Magi’, with two
accompanying illustrations by E. McKnight Kauffer (1890-1954), was
published for the Faber and Gwyer series of ‘Ariel Poems’. These were
well-printed little folders containing one poem with a design on the cover
and a woodcut frontispiece. As John Haffenden informs us: ‘It [was] the
best seller of a group of eight volumes in the first series [inaugurated in
1927]’. The back page of ‘Magi’ lists the preceding poems and artists,
with Siegfried Sassoon’s ‘Nativity’ and the accompanying designs by
the British surrealist artist, Paul Nash, forming number 7.
Eventually, when Eliot’s private conversion was made known to
the public, various noteworthy authors at the time, in particular Virginia
Woolf, were shocked to hear of it. It was if Eliot had betrayed the
cause of literary modernism – a movement that apparently endorsed the
new liberties of modernity through innovative art. Eliot’s early poetry exemplified the avant-garde spirit, but
his theological turning marked him out as an instant reactionary. This is a familiar account.
However, Kauffer’s cubist drawings frame the ‘Magi’ as a less straight-forward conversion poem,
suggesting that Eliot was at the time still journeying across the secular-religious spectrum. Eliot begins the
poem with a quotation from the ‘Nativity’ sermon by Lancelot Andrewes, which was preached before King
James I on Christmas Day, 1622. Eliot paid homage to Andrewes in his 1928 collection of essays, ‘For Lancelot
Andrewes’, where he also made his position of faith known to the public. The poem’s immediate invocation
of Andrewes underscores Eliot’s personal conviction, three months following his baptism and confirmation.
Eliot retells the journey of the magi through the use of dramatic monologue – a magus recounts the
journey to Bethlehem in a conversational, first-person voice. This poetic mode was favoured in Eliot’s early
experimental years as a means of both distancing the poet from the speaker and for giving voice to the everyman
figure. The poem may bear certain references to the poet’s life but the spiritual encounter is relayed through
a voice that expresses uncertainty as to what the birth of Christ actually means. There is a notable absence of
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religious epiphany in the sense of achieved conviction, insight or visionary experience. The language
surrounding the spiritual encounter is downbeat, the tone unheroic. The magus has to return home to the ‘old
world’ and is unsure as to what awaits him. He is caught between two worlds. In other words, personal belief
is signalled at the start but the poem is caught up in the language of doubt and uncertainty. The poem presents
the spiritual quest as incomplete and on-going. This poem certainly signals a change from the crisis of faith
that characterises ‘The Waste Land’ (1922) and its ‘mad medley’ vision that eschews the Christian redemption
narrative. Nonetheless, Eliot’s turning is still tentative, searching. Eliot conveys the personal and the collective
experience of a yet unfulfilled, spiritual homecoming.
The drawing for the yellow cover is characteristic of Kauffer’s
cubist designs. Kauffer had enrolled at the Art Institute of Chicago
‘where German Expressionism and Cubism in the Armory Show (1913)
made a great impression upon him’ (see: Mary A. Knighton). In 1927,
Kauffer did the opening credits for Alfred Hitchcock’s film ‘The Lodger‘
and he produced for the London Daily Herald what has been celebrated
as the first Cubist advertising poster, ‘The Flight’ (1919). He later
produced 150 iconic posters for London Underground. (https://www.
ltmuseum.co.uk/collections/collections-online/the-collection?q=kauffer)
He also elevated, as Knighton puts it, ‘book jackets to the status
Edward McKnight Kauffer
of mini poster art’. For instance, he produced the original artwork for
the first edition dust jacket of William Faulkner’s ‘Requiem for a Nun’ (1951). Kauffer was respected by
his modernist peers because he was deemed a sensitive interpreter: ‘Kauffer usually read the book before
conceiving the text and graphic art needed in order to pull the reader into its interior world’ (Notes and Queries,
December 2017). He also shared with his contemporaries, Marianne Moore and William Carlos Williams et
al, a similar vision of modern living as one of an infernal necropolis: ‘Kauffer’s ‘Metropolis’ (1926) […]
embodies a ‘waste land’ of skyscrapers and industrial wheels. Partially obscured by the wheels, pitifully
subjugated men walk like robots, their heads bowed’ (Grace Schulman, ‘Marianne Moore and E. McKnight
Kauffer: Two Characteristic Americans’, Twentieth Century Literature, Vol. 30, No. 2/3).
Marianne Moore’s appreciation of Kauffer was equally endorsed by Eliot. Their acquaintance ripened
during the late twenties, and, according to Haworth-Booth, Eliot did not relish illustrations of his work (E.
McKnight Kauffer: A Designer and his Public (London: V & A Publications, 2005). Yet he once wrote to
Kauffer: “Yours is the only kind of decoration I can endure”. Kauffer was deeply impressed by Eliot’s poetry
and in the Autumn of 1928 wrote to Eliot: “Your work awakens in me memories beyond myself and before
myself … I am conscious too that I belong to something that I can’t find here” (p. 55). And in kind, Kauffer’s
illustrations “open […] avenues of interpretation” beyond the mere material.
In many respects, the openness of Kauffer’s designs are the aesthetic outcome of Analytical
Cubism, an early twentieth-century art movement exemplified by Pablo Picasso’s ‘Girl with a
Mandolin’ (1910). The fragmentation of mimetic reproduction through perspectivism and geometric
forms inspired Vorticism, which was also associated with the Imagist poetry of Ezra Pound (e.g.
‘In a Station of the Metro’, 1913) who contributed to Wyndham Lewis’s Blast. In other words,
Kauffer’s 1927 visual design recalls the modernist experimentation of Eliot’s early poetic career.
The cultural association is underscored by Kauffer’s most striking feature: the faceless, bowler-hatted
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magi, thus conjuring up Eliot’s image of the automaton crowd flowing over London Bridge to ‘where Saint
Mary Woolnoth kept the hours’ (‘The Burial of the Dead’). In place of the Anglican church, instead the Star
of Bethlehem (which inspired ‘the wise men from the East’ to travel to Jerusalem) looms large, a celestial
phenomenon as depicted in Giotto di Bondone’s fresco, ‘Adoration of the Magi’ (1305-6). Kauffer conveys
the tentative staging of Eliot’s ‘spiritual homecoming’ that is also encapsulated in John Haffenden’s revealing
footnote to a letter Eliot wrote in July 1927: “I joined the Church of England in 1927, but only became
interested in Anglo-Catholic practices and opinion later” (‘The Letters of T.S. Eliot’, Volume III, p.573). As
the magus says in the semi-autobiographical poem, Eliot is ‘no longer at ease […] in the old dispensation’. But
a full revelation of Christ’s ‘Birth or Death’ remains elusive for the Christian novice.
		
The second drawing or biblical scene, that makes up the
frontispiece, is more difficult to discern due to an enhanced palimpsestic
and three-dimensional style. Here we witness the shadowy trace of the
crucifixion, a Christmas tree and the Virgin Mary attending to her child.
Together, the symbolism points towards the salvation theology that unites
the ‘Birth’ and ‘Death’ of Christ (a meaning that the magus has not yet
quite grasped, or ‘set down’, or fully considered in a particular way). In
another telling cross-reference to a letter, Eliot speaks of how “belief
comes first and practice second” (pp. 572-3). A particular Catholic belief
that Eliot marks out is: “the invocation of the Blessed Virgin” (p. 573).
With this in mind, what at first appears to be the dark figure of Mary
reappears as the anonymous presence of a worshipper kneeling at the
cross. Kauffer’s cubist designs intentionally invoke and invite multiple
perspectives, thus pulling the reader into the interior world of a tentatively staged poem. And so again, the
cubist drawing underscores the suspension between belief, worship and practice that characterised the gradual
turning of Eliot’s conversion.
Scott Freer

Bibliography:
Valerie Eliot & John Haffenden, (eds): The Letters of T S Eliot Volume III. (Faber And Faber, 2012)
Mark Haworth-Booth: E. McKnight Kauffer: A Designer and his Public. (London: V & A Publications,
2005).
Mary A. Knighton: ‘Lines of Correspondence: E McKnight Kauffer’s Original Dust Jacket Art for William
Faulkner’s Requiem for a Nun’. (Notes & Queries Volume 64, Issue 4, December 2017).
Grace Schulman: ‘Marianne Moore and E. McKnight Kauffer: Two Characteristic Americans’. (Twentieth
Century Literature, Vol. 30, No. 2/3)
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Eliot’s errata and variations

In the time which many of us currently have on our hands, I was reading my First Edition of ‘The Family
Reunion’, when I came across these lines:

‘Staid’? Really? The OED does record such uses of the spelling (eg 1823, ‘Memoirs of the Wesley
family’, “While she staid with her uncle”) but they are rare and archaic. If it was a spelling mistake, it would
surely have been corrected in later editions – but no, there it remains in ‘Collected Poems & Plays 1969’ (Part
I, Scene II, pictured above). If Eliot meant to use that spelling, why? But if it is an error, could it have survived
uncorrected in editions over the last 80 years?
The two most significant and famous errors in Eliot’s printed
oeuvre were corrected by Eliot himself. In 1920, his second volume of
poetry appeared, titled ‘Ara Vus Prec’ after lines spoken by the Provencal
troubadour Arnaut Daniel in Dante’s Divine Comedy. Unfortunately,
after the books were printed, Eliot discovered that it was a misspelling.
“The correct title of the book is ‘Ara Vos Prec’,” he wrote to
Donald Gallup in 1936. “It only happened to be Vus on the title page
because I don’t know Provencal, and I was quoting from an Italian edition
of Dante the editor of which apparently did not know Provencal either.
It would seem that there is no such word as Vus in that language.” The
picture shows the title page of a copy corrected by Eliot himself
The other famous error was in ‘The Dry Salvages’. In the first printings of the poem, ‘the hermit
crab’ appears in the first section. However, what
Eliot actually meant was ‘the horse-shoe crab’. As
Dame Helen Gardner explains, “The hermit crab is
a creature that finds a home for itself in the shell of
another crustacean, and so no traces of it could be
found to hint at ‘earlier and other creation’.”
“I do not know how I came to make such a
blunder,” Eliot wrote to John Hayward in 1945,
“(though obviously the wrong crab scans better).
“How could one find the remains of a hermit crab
on a beach? All there could be would be the shell of
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some other crustacean.” Eliot ordered a correction, but the error remains in early printings of ‘Four Quartets’.
Over 360 pages, Ricks’ and McCue’s ‘The Poems’ Vol II traces textual variations through all of Eliot’s
poetry, many of which most of us would call
‘printers errors’ in punctuation or arrangement
on the page. And some of them are major, such
as the error in the 1964 Mardersteig edition of
‘Four Quartets’ (pictured right), where the last five
lines of ‘Burnt Norton’ section IV were mistakenly
printed as the opening lines of Section V.
Often such errors, corrected as soon as
possible after publication, are indications of a very
first printing, and add value to a copy. In the first
copies printed of Eliot’s first collection, ‘Poems’,
published in only 200 copies by the Hogarth Press
in 1919, ‘capitaux’ appears instead of ‘chapitaux’
in ‘Lune de Miel’; the error adds around £2000 to the already £17,000 price of a corrected copy.
So collectors argue about the comparative value of First Editions of ‘The Waste Land’ where the word
‘mountain’ in ‘What The Thunder Said’ appears as ‘mount in’. Or of ‘The Cocktail Party’, where “about half”
of the First Edition have the misprint ‘here’ for ‘her’ on page 29, line 1.
Can such variations make a difference to our reading? Consider these two printings of ‘Gerontion’,
from ‘Collected Poems 1909-1935’, and ‘Collected Poems 1909-1962’. The capitalisation of a single letter
can make a fundamental difference to a word:

(And yes, the eagle-eyed amongst you may have noticed, there is also a variant hyphenation within
those lines.)
Even the presence or absence of a comma can make a difference to the close reading which Eliot’s
poetry demands – consider, as Ricks and McCue do within ‘The Waste Land,’ ‘Only’ (“nothing more or less
than”) versus ‘Only,’ (“with the exception that”).
Is one printing ‘correct’, or another? It is sometimes difficult to tell. When we can intuit Eliot’s intent,
we can at least determine when a printing is clearly at fault. But did he mean to use ‘staid’ instead of ‘stayed’?
Or is it simply an error? ‘From wrong to wrong, the exasperated spirit/Proceeds’.
Paul Keers													
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Envoi

‘April is the cruellest month’, wrote Eliot almost a hundred years ago, opening ‘The Waste Land’. April
2020 saw well over 20,000 deaths from Covid-19 in hospitals alone in this country. Set against the losses of
the First World War, one aspect of the background to Eliot’s ‘Waste Land’, these figures could seem almost
trivial. But in the context of today’s vastly extended life expectancies and of an assumption that death is the
end-point of life, rather than a point of transition, this April has been the cruellest for many years.
Eliot’s career as a poet – his trajectory, rather – reveals a move from early cynicism, of which ‘Mr
Eliot’s Sunday Morning Service’ is an instance; through personal and cultural despair, in ‘The Waste Land’;
via conversion, related in ‘Ash-Wednesday’ or as Scott Freer suggests above, ‘’Journey of the Magi’; to
faith, of which ‘Little Gidding’ may be the most profound example. It seems right, in concluding this
edition of ‘Exchanges’, to close with lines from that great poem, which formed the subject of our first
contribution:
‘All shall be well and
All manner of things shall be well
When the tongues of flame are in-folded
Into the crowned knot of fire
And the fire and the rose are one.’
John Caperon
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