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REPETITION IN POETRY OF T. S. ELIOT THROUGH ASH-WEDNESDAY - 
ABSTRACT 

With a background of study i n  the poetry, plays, essays, and 

l i t e r a r y  c r i t i c i sm of T. S. E l io t ,  I was intr igued by his commit- 

ment t o  the  potent i -  of language and the  "music" of poetry. I 

par t icu la r ly  l iked  h i s  use of repe t i t ion  and real ized it was a 

prominent rhe tor ica l  device i n  his poetry and plays. 

To write a seminar paper about E l io t ' s  use of r epe t i t i on  it 

was necessary t o  study the  many kinds of repe t i t ion  a s  i den t i f i ed  

i n  c l a s s i ca l  rhetor ic  and t o  study t h e i r  uses as described by 

authors and c r i t i c s .  Very ear ly  I became aware t ha t  9 would have 

t o  l i m i t  my f i e l d  t o  the poetry, excluding the  plays; fur ther ,  t o  

se lected poems; and f i n a l l y ,  t o  se lected poems, excluding the  long 

Four Quartets.  - 
There were several  ways of approaching the  task. I chose t o  

analyze the  poems as individual  e n t i t i e s  and t o  analyze them with 

reference t o  the  r epe t i t i on  as it d i r ec t s  the  reader t o  meaning 

and t o  what E l io t  ca l led  the  "deeper, unnamed f e e l i n e .  . . t o  

which we ra re ly  penetrate." I analyzed "The Love Song of J. A l -  

f red  Prufrockt8 ra ther  completely and proceeded through other se- 

l e c t ed  poems chronologically except for the  Arie l  Poems, which 

were placed before the  major poet-ry: The Waste Land, The Hollow 



Men, and Ash-Wednesday. - 
The study was rewarding and t h e  amount of r e p e t i t i o n  g r e a t e r  

even than ant ic ipated .  The casual  reader accepts  E l i o t ' s  s k i l l f u l  

handling of r e p e t i t i o n  so n a t u r a l l y  as t o  be p a r t i a l l y  unaware of 

i ts extent ,  even while it is indeed playing a most s i g n i f i c a n t  

r o l e  i n  focusing a t t e n t i o n  and fee l ing.  



TABLE OF CONTENTS 

. . . . . . . . . . . . .  "The Love Song of J . Alfred Prufrocktl 11 

. . . . . . . . . . . . . . . . . . . . .  " P o r t r a i t  of a Lady" 19  

. . . . . . . . . . . . . . . . . . . . . . . . . .  t t P r e l ~ d e ~ t t  19  

. . . . . . . . . . . . . . . . . .  t'Rhapsody on a Windy Night" 20 

. . . . . . . . . . . . . . . . . . . .  ItLa F i g l i a  che Piange" 21 

. . . . . . . . . . . . . . . . . . . . . . . . . .  "Gerontion" 23 

. . . . . . . . . . . . . . . . . . . . . . . . .  "ACooking5ggf 25 

. . . . . . . . . . . . . . . . . . . . . .  "The iiippopotmus" 26 

. . . . . . . . . . . . . . . . . . . . .  "Journey of the Magi" 26 

. . . . . . . . . . . . . . . . . . . . . .  "A Song For Simeon" 28 

. . . . . . . . . . . . . . . . . . . . . . . . . . .  "Marina" 29 

. . . . . . . . . . . . . . . . . . . . . . . .  The Waste &and 32 .. 

. . . . . . . . . . . . . . . . .  Glossary of Rhetorical  Terms 45 

. . . . . . . . . . . . . . . . . . . . .  L i s t  of Works Consulted 47 



RIFETITION IN POETRY OF T. S,  ELIOT THROUGH - ASH WEDNESDAY 

T. S. S l i o t  once defined poetry a s  "excellent  words i n  excel- 

l e n t  arrangement and exce l l en t  metre. "l In  S U C ~  prose discourse he 

achieved emphasis by r e p e t i t i o n ,  j u s t  as he s k i l l f u l l y  adapted repe- 

t i t i o n  t o  many purposes i n  h i s  poetry. His apprecia t ion  f o r  words, 

with knowledge of t h e i r  h i s t o r y ,  t h e i r  evolut ion i n  usage, and 

t h e i r  shades of meaning made h i s  handling of words a s e r i o u s  busi- 

ness. I n  h i s  last poetry,  Four ~ u a r t e t s , ~  words and language were 

still his commitment: 

!i'ords move, music moves 
Only i n  time; but  t h a t  which is only l i v i n g  
Can only die.  Words, a f t e r  speech, reaeh 
I n t o  the  s i l e n c e ,  Only by %he form, t h e  p a t t e r n ,  
Can words o r  music reach 
The s t f l h e s s  . . . 

Vords s t r a i n ,  
Crack and sometimes break, under the  burden, 
Under t h e  tens ion,  s l i p ,  s l i d e ,  per ish ,  
Decay with imprecision, w i l l  not a t ay  i n  place,  
W i l l  not stsy still.  Shrieking voices 
Scolding, mocking, o r  merely cha t t e r ing ,  
Alwpys a s m i l  them. 

"Burnt !lorton,'' p. 130 

That was a way of p u t t i n g  i t - -not  very s a t i s f 3 c t o r y :  

T [horns] SEtearnd E l i o t ,  "Preface t o  the  1928 Edit ion,"  The Sac- 
r ed  Flood: Essays % Poetry and Cr i t i c i sm  ondo don: Methuen & k., Ltd., 
=OK i x*  

' T. S. E l i o t ,  Collected Poems, 1909-1962 (New York: Harcourt, 
Brace & World, 1 9 6 ' m 1 7 5 - 2 0 9 .  A l l  subsequent references  t o  . - -  
E l i o t ' s  poems come from t h i s  e d i t i o n  and w i l l  be ind ica ted  wi th in  
the  t e x t  i t s e l f ,  using only l i n e  o r  page. 



A pe r iphras t i c  s tudy i n  a worn-out p o e t i c a l  fashion,  
Leaving one still with the  i n t o l e r a b l e  wres t l e  
With words and meanings. The poetry does not  matter  
It w a s  not  ( t o  start again)  - what one had ex2ectod. 

"%st Coker," F. 184 

So here  I am, i n  the  middle w ~ y ,  having had twenty years-- 
Twenty years  l a r g e l y  wasted, t h e  years  of l ' e n t r e  deux guerres-- 
Trying t o  l e a r n  t o  use words, and every at tempt 
Is a wholly new s t a r t ,  and a differe-nt  kind of f a i l u r e  
Because one has only l e a r n t  t o  g e t  the  b e t t e r  of words 
For t h e  th ing  one no longer has t o  say, o r  the  way i n  which 
One is no longer disposed t o  say it. And s o  each venture 
Is a new beginning, a r a i d  on the  a r t i c u l a t e  
With shabby equipment always d e t e r i a m t i n g  
I n  the  general  mess of  imprecision of f ee l ing ,  
Undisciplined squads of emotion... . . 
There is only the  f i g h t  t o  recover what has been l o s t  
And found and l o s t  again  and again: and now, under condi t ions  
That seem unpropitious. But perhaps n e i t h e r  ga in  nor loss .  
For us ,  t h e r e  i s  only t h e  trying.  The r e s t  is not our 

business. "East Coker," pp. 188-189 

For l a s t  yea r ' s  words b e l o ~ g  t o  l a s t  y e a r ' s  language 
And next y e a r ' s  words atdait another  voice. 
0 . .  

So I f i n d  words I never  thought to  speak 
I n  s t r e e t s  I Bewe= thou@ I should r e v i s i t  
When I l e f t  my body on a d i s t a n t  shore. 

Since our concern was speech, and speech impelled us  
To pur i fy  t h e  d i a l e c t  of the  t r i b e  
And urge t h e  mind t o  a f t e r s i g h t  and fo res igh t  

" L i t t l e  Gidding," p. 204 

The end is  where we start from. And every phrase 
And sentence t h a t  is r i g h t  (where every word is at  home, 
Taking its place t o  support the  o thers ,  
The word n e i t h e r  d i f f i d e n t  nor os ten ta t ious ,  
An easy commerce of t h e  o ld  and the  new, 
The common word exact  without vu lga r i ty ,  
The formal word p r e c i s e  but not pedantic ,  
The complete consort  dancing together)  
Every phrase and every sentence is an end and a beginning, 
Every poem an epitaph. " L i t t l e  Gidding, " pp. 207-208 

E l i o t  recognized, as o t h e r s  before him, t h a t  t h e  poet is a ca ta-  

l y s t ,  t h a t  "the poe t ' s  mind is i n  f a c t  a recep tac le  f o r  s e i z i n g  and 



s tor ing  up numberless feelings,  phrases, :images, which remain there 

u n t i l  a l l  the  pa r t i c l e s  which can uni te  t o  form a new compound a r e  

present together. . . . @'hen it is] the in tens i ty  of the  a r t i s t i c  

process, the pressure, so  t o  speak, under which the fusion takes 

place, t ha t   count^."^ He sa id  that "ar t  never improves, but that 

the material  of art is never qui te  the sameett4 "The poet should be 

the  servant of his language. . . . To pass on t o  pos te r i ty  one's 

own language, more highly developed, more refined, m d  more precise 

than it was before one wrote it, tha t  is the highest possible a- 

chievement of the poet as poet; . . . i n  developing the  language, 

enriching the meaning of words and showing how much words can do, 

he i s  making possible a much greater  range of emotion and percep- 

t i o n  f o r  other men, because he gives them the speech i n  which more 

can be e ~ p r e s s e d . ~  Scholes and Kellogg hare w i d  t h a t  "language 

i t s e l f  may become the ult imate amteda l  of art, with al l  h\uaan ex- 

perience contained i n  some form o r  another of ex is t ing  l i ngu i s t i c  

116 structure.  

I n  writing of f r ee  verse, E l io t  sa id ,  "There is no freedom i n  

a r t .  . . . Freedom is only t ru ly  freedom when i t  appears against  the  

T. S. E l io t ,  Selected Essays (New York: Haroourt, Brace & 
World, 1960). p. 8. 

T. S. E l io t ,  To Cr i t i c i ee  - the  C r i t i c  and Other Writings (New 
York: Farrar , ~traG and Giroux, 197;5>,pPXjm. Hereafter 
c i t e d  as 5 Cr i t i c i ze  the  Cri t ic* 

Robert Scholes and Robert Kellogg, The Nature Narrative 
(New York: Oxford University Press, 1 9 6 6 r P x  



background of an a r t i f i c i a l  l i m i t a t i ~ n . ~ ' ~  I n  the  absence of s t r i c t  

vers i f ica t ion  he used sounds and rhythms, what he ca l led  ''auditory 

imagination" : 

I . . . the  fee l ing  f o r  sy l lab le  and rhythm, penetrating 
f a r  below the  conscious l eve l s  of thought and feel ing,  
invigorating every word; sinking t o  the  most primitive 
and forgotten, returning t o  the or ig in  and bringing 
something back, seeking the beginning and the  end. It 
works through meanings, cer ta inly ,  o r  not without mean- 
ings  i n  t he  ordinary sense, and fuses the  old and ob- 
l i t e r a t e d  and the  t r i t e ,  the  current,  and the  new and 
surpr is ing the  most man6leat and the most e i v i l i s e d  
mentality . 8 

Harvey Gross, i n  an essay, "T. S. El io t  and the  Music of Poetry," 

says : 

El io t  has given us  unforgettable rhythms--rhythms 
which echo and re-echo i n  the  mind's ear. We need 
only go t o  our memories fo r  prosodical touchstones: 
l i n e s  grasped long ago by the ' 'audito~p imagination" 
and never l o s t .  They recover an emotion from per- 
sonal o r  r a c i a l  or igins ,  r e c a l l  some shuddering ges- 
t u r e  of t he  spirit, or catch ths flat ixrtnaation of 
a bored oofce.9 

Karl Shapiro has sa id ,  "Poetic rhythm can be reduced t o  meter; . 
. . applied meter is a s  various a s  the words which make up the 

l i ne .  "lo Elizabeth Drew c a l l s  poetry "rhythmically patterned 

El io t ,  2 Cr i t i c i ze  the Cr i t i c ,  pp. 184-187. 

T. S. E l io t ,  The Use of Poetrv and the  Use Crit icism (Cam- --- 
bridge, Mass. : Haxvard University Press, 1 9 3 K  p. 111. Hereafter 
c i t e d  as The Use'of Poetry, 

Harvey Gross, ed., The Structure  of Verse: Modern Essa s on 
Prosody (Greenwich, Conn. : Fawcett ~ u b l i c a t i o n s  ,= 202. 

lo Karl Shapiro, Be ond Crit icism (Lincoln: University of Nebraska 
Press,  19531, pp. & 



language,"ll and E l io t  says  t h a t  " repet i t ion of e f f ec t  is a 

question of pattern.  "I2 He says, fur ther :  

The use of recurrent  themes is as natural  t o  poetry 
as t o  music; . , . i t  is a music of imagery a s  well 
a s  sound; . . dissonance, even cacophony, has i ts  
place; . . . the  music of a word is, so t o  s>eak, a t  
a point of in tersect ion:  i t  a r i s e s  from its re la-  
t i on  f i r s t  t o  the  words immediately preceding and 
following i t ,  and i nde f in i t e ly  t o  the r e s t  of i t s  
context; and from another relat , ion,  t ha t  of its i m -  
mediate meaning i n  t h a t  context t o  a l l  the other  
meanings which it has had i n  other  confgxts, t o  its 
grea te r  o r  l e s s  wealth of associat ion.  

Gross explains: 

E l i o t ' s  verse f i r s t  e s tab l i shes  [universal) re la-  
t ionships  through t he  a r t i c u l a t i n g  s t ruc tu r e s  of 
syntax. Syntax, the  order of words 2s they arrange 
themselves i n t o  pa t te rns  of meaning, is the  ana- 
logue t o  harmony i n  music. Like harmony, syntax 
generates tension and relaxation,  the  fee l ings  of 
expectation and f u l f i l l q e n t  which make up the  dy- 
namics of poetic l i f e .  

Again and again E l io t  adds t h a t  the  mhsic of poetry is insepa- 

rab le  from the  meanings and associa t ions  of words. This is echoed 

by c r i t i c s  Wellek and Warren: ''Sound and metre . . . must be stud- 

i e d  a s  elements of the  t o t a l i t y  of a work of art ,  not i n  i so l a t i on  

from meaning. "I5 Versif ied language has "various, unpredictable, 

Elizabeth Drew, Poetry: A Modern Guide To Its Understandin 
and Sn joyment (New York: Dell Publishing Co. , Inc., & - 

El io t ,  To Cr i t i c i ze  the  Cr i t i c ,  p. 185. - 
l3 T. S. E l i o t ,  On Poetr  and Poets ( ~ e u  York: Farrar ,  St raus  

and Giroux, 19431, ~.d. 
14 Gross, p. 203. 

l5 gene Wellek and Austin Warren, Theor of L i te ra tu re  (New --% York: Harcourt, Brace and World, Inc., 195 IFp. 173. 



and profound" p o s s i b i l i t i e s .  "It is here t h a t  E l i o t  has been most 

influenced by h i s  own poe t i c  practioe."16 I. A. Xichards, r e f  e r r i n g  

t o  E l i o t ' s  "music of ideas,"  says: 

The ideas  a r e  of a l l  kinds, a b s t r a c t  and concrete,  
genera l  and p a r t i c u l a r ,  and, l i k e  t h e  musician's 
phrases, they a r e  arranged, not  t h a t  they may t e l l  
us  something, but t h a t  t h e i r  e f f e c t s  i n  us may com- 
bine i n t o  a coherent whole of f e e l i n g  and a t t i fqde  
and produce a pecu l i a r  l i b e r a t i o n  of the  w i l l .  

"Liberat ion of t h e  w i l l "  f o r  t h e  reader  seems akin  t o  E l i o t ' s  fa-  

mous statement t h a t  poetry is f o r  t h e  poet  "escape from emotion, I t 1 8  

a transmuting of t h e  poe t ' s  "personal and p r i v a t e  agonies i n t o  some- 

th ing  r i c h  and s t range ,  something un ive r sa l  and Impersonal. ,119 

I n  "Reflect ions on Vers Libre" E l i o t  describes g r e a t  poetry as 

" the  inexpl icable  l i n e  with the  music which can never be recaptured.  

i n  o t h e r  words. "20 Laurence Per r ine ,  i n  wr i t ing  of the  music of 

language, ampl i f i e s  this: 

The poet . . . chaoses h i s  words f o r  sound a s  well as " 

f o r  meaning, and he uses t h e  sound as a means of r e in -  
forc ing h i s  meaning. . . . An e s s e n t i a l  i n  a l l  music 
i s  r e p e t i t i o n .  I n  f a c t ,  we might say t h a t  a l l  art  con- 
sists of g i ~ i n g ~ s t r u c t u r e  t o  two elements: r e p e t i t i o n  
and var ia t ion;  

l6 Delnore Schwartz, "The L i t e r a r y  Dic ta torship  of T. S .  Eliot ,"  
L i t e r a r y  0 i n i o n  i n  America, ed. by Morton Dauwen Zabel ( ~ e w  York: 
Harper a n k l i j j ~ 2 7 ~ 8 3 .  

l7 I. A. Richards, P r i n c i p l e s  of L i t e r a r y  Cr i t ic ism (New York: 
Harcourt,  Brace & Xorld, Inc. ,  1 9 z ) ,  p. 293. 

l8 P l i o t ,  Se lec ted  Essays, p. 10. 

I b i d  p. 117. * 1 

20 Z l i o t ,  3 C r i t i c i z e  - t h e  C r i t i c ,  p. 185. 

Laurence Perr ine ,  Sound and Sense: In t roduct ion  t o  Poetry 
(sew York: Harcourt, Brace a n d x r l d ,  Inc., 19691, p. 1777- 



Repetition is effective.  Don Geiger has pointed out t h a t  the only 

way Frost  could resolve h i s  "Stopping By Woods On a Snowy Evening" 

was by repeating the last line.22 We have Gertrude S te in ' s  circu- 

l a r  "A rose is a rose is a rose." El iot  mentioned h i s  appreciation 

f o r  Shakespeare's "Full fathom f ive  thy fa ther  l i e s , "  and he re- 

peated h i s  reference t o  "Never, never, never, never, never1' a s  

"one of the most t h r i l l i n g  l i n e s  i n  King LearI1 i n  h i s  essay on 

yeatseB3 He used Kipling's "Danny &everH as an example of well- 

used repet i t ion,  a f t e r  c red i t ing  Kipling with "a consumreate g i f t  of 

word, phrase, and rhythm1' and describing h i s  choice of form as "per- 

f ec t ly  f i t t e d  t o  the  content and the mood which the poem has t o  con- 

The regular recurrence of the  same end words, which 
gain immensely by imperfect rhyme ( ~ d e  and said) 
&ves tbe fee3iing 3f m s r e & h g  4 t b  
sf ''ma - % . ~ ~ f - n b d ; r - f O r n a t 4 0 h ~ - i n  a Zlllifw ' ~ f  3awe- 
men* --?*--2eC h o r w r  of' tBa, Ctaoersion and 
the sickness W c h  se i zes  Che-men as individuals; 
and the .sf i gh t ly  . qui okened $ace of ;the- 2% a a l  ' l i n e s  
mark& the change Pn mowerheht ,,anitl i n  m&c. Them-- : -, 
fa no eiQgle word.or:.phrase which c a l l s  too mucPi .kt- 
tention'to i t s e l f ,  o r  whic is not there  fo r  the  
sake of the  t o t a l  e f fec t .  21: 

A poem, as numerous artists and c r i t i c a  claim, is a vehicle. E l io t  

continues, a f t e r  re fe r r ing  tia ?'Newer, mtsrer, newer, neve~, never," 

LL Don Geiger, Dreunatic I m  ulse  i n  Modern Poetics (Baton Rwge: 
Louisiana S ta t e  University ~ r e h 7 ~  p. If 

23 El io t ,  On Poetry and Poets, p. - 305, 

24 T. S. E l io t ,  ed., A Choice Verse (Garden City, 
N. Y. : Doubleday & co . ,-lmpp 13-1 



t h a t  "apart  from a knowledge of t he  context, how can you say t h a t  

i t  i s  poetry?" *' He says: "The beau t i fu l  l i n e  f o r  its own sake is 

a luxury dangerous even f o r  the  poet who has made himself a v i r tu-  

oso of the  technique of the  theat re .  ' h a t  is  necessary is a beauty 

which s h a l l  not be i n  the  l i n e  o r  the  i so lab le  passage, but woven 

i n t o  the  dramatic t ex tu re  i t s e l f .  "26 He repeats  t h a t  "the music 

of poetry is not something which e x i s t s  ?part  from the  

poetry ''is an arrangement and choice of words which has a sound- 

28 value and a t  the  same time a coherent comprehensible meaning" ; 

and without its philosophy the re  is only "the d6bri.s of poetry 

r a the r  than the  poetry 

Friedman and McLaughlin describe a poem thus: ".,...,it comes 

i n t o  being because the  poet makes i t ;  he app l ies  h i s  spec ia l  powers 

t o  whatever means h i s  mind o r  h i s  period a f fo rds  him, a l l  i n  the  

se rv ice  of some end o r  organizing design. "30 Once made, E l i o t  

maintains, poetry "may help t o  break up the  conventional modes of 

perception and valuation which a r e  perpetually forming, and make 

people s ee  the  world afresh,  o r  some new p a r t  of it. It may make 

25 E l i o t ,  On Poetry and Poets. p. 305. - 
26 Ibid.  - 
27 * I h id  9 p. 21. 

28 E l i o t ,  Selected Essays, p. 282. 

29 E l i o t ,  The Use of Poetry, p. 89. --- 
30 ?lorman Friedman and Charles A .  McLaughlin, Poetry: An Int ro-  

duction t o  Its Form and A r t  ( ~ e w  York: Harper & Flow, 1963r 3 



us from time t o  time a l i t t l e  more aware of the  deeper, unnamed 

fee l ings  which form the  substratum of our being, t o  which we r a r e ly  

penetra te ;  f o r  our l i v e s  a r e  mostly a constant evasion of ourselves, 

and an evasion of the  v i s i b l e  and sens ib le  worldft31; it is "a new 

point  of view from whish t o  inspect  [the ac tua l  world].t132 

Anyone reading E l i o t ' s  poetry is aware of r epe t i t i on  as a 

prominent r he to r i c a l  device i n  its construction,  Because of h i s  

concern f o r  words, the  ways i n  which he used them i n  poetry were 

sure ly  planned by him f o r  e f f e c t ;  the  r epe t i t i on  is in ten t iona l .  

John Press says  of E l i o t ,  "Few poets of h i s  s t a t u r e  have s o  delib-  

e r a t e ly  s tudied t h e i r  a r t ,  and s e t  out  t o  wri te  poetry with such 

ca lcu la t ion  and assurance, 1'33 And Conrad Aiken, remembering E l i o t  

i n  undergraduate years a t  Harvard ( t he  E l io t  who began " ~ r u f  rock" ) , 

s a id ,  "He was an extremely control led ,  precise,  d isc ipl ined person-- 

as much so  i n  h i s  own l i f e  as in h i s  poetry. tt34 

One of severa l  conclusions a r r i ved  at  by William 2, Veeder i n  

h i s  study of r epe t i t i on  a s  used by Yeats w a e  t h a t  such study could 

provide a way of reading poetry, "the way Ln which concentrat ions 

can o f ten  help loca te  the  thematic center  of a poem, 'lJ5 With such 

E l i o t ,  The Use of Poetry, p. 3-49. --- 
32 E l i o t ,  ~ e l e o t s d . ~ s s a ~ s ,  p. 136, 
-- 
j3 John P r e ~ s ,  A Ma Modern English Verse ( ~ e w  York: Oxford f - 

University press,-1 91, pT 
34 Conrad Aiken, "T. S. E l io t , "  - Li f e ,  L V I I I  (Jan. 15, 19651, 92. 

35 William R. Veeder, W. B. Yeats: The Rhetoric of Re e t i t i o n  -- - -+ 
(Berkeley: University of Cal i fornia  ~ r e s s ' m r  p. 



concentration on the use of repetition by T. S. Eliot, it should be 

possible to realize more richly his meanings. The emphasis secured 

by verbal repetition and repetend can direct a focusing of attention 

juat as it can create an atmosphere for emotion and emotion itself. 

It is my intention in this paper to examine repetition (not that of 

idea and image, but the verbal repetition of sound and word) in T. 

S. Eliot's poetry, to identify it in rhetorical terms, and to then 

point out its use in directing the reader to the underlying meaning, 

to "&lucidate," as Eliot himself would say. 

First, I shall attempt to analyze "The Love Song of J. Alfred 

Prufrock" rather completely as I find meaning or mood through the 

repetition. It is the only poem I shall analyze in its entirety. 

In other selected poems I shall point out representative instances 

of repetitive devices. I hope to show that Eliot, in spite of dis- 

interest in rhetoric as such ("I have never been able to retain the 

names of feet and metres, or to pay proper respect to the accepted 

rules of scansion!'%), used repetition frequently, skillfully, and 

purposefully. 

Writing in Poetry in June, 1965, Hayden Carruth said of the 

1963 edition of Eliotls Collected Poems: 

Reading it is a great pleasure, and a slow one; not 
only because the poems demand one's close attention, 
but because so many issues have consolidated around 
the poems that from line to lime, sometimes from word 
to word, one must make new judgments. . . . ninety - 

36 Eliot, On Poetry and Poets, p. 18. - 



per  cent  of the  c r i t i c a l  profusion s u r r ~ u n d i n g  
E l i o t ' s  poems is wrong; . . . some passages . . . 
simplr7do not mean what most people th ink they 
mean. 

It is t h i s  kind of reading of E l i o t ' s  poetry t h a t  I s h a l l  do, with 

c lose  a t t e n t i o n  from l i n e  t o  l i n e ,  from word t o  word, hopefully 

without d i s sec t ing  i t s  beauty. I f ,  indeed, "some passages . . . 
s i n p l y  do not mean what most people th ink they mean,'' I s h a l l  take  

t h e  l i b e r t y  i n  t'nis paper t o  record meaning a s  i t  is revealed 

through a concentrated study of r e p e t i t i o n  a s  used by E l io t .  Quo- 

t i n g  P h i l i p  R. Headingst preface t o  h i s  book, 5 S. E l i o t ,  I suggest 

" that  t h e  reader  w i l l  follow the  discussion with the  t e x t s  of t h e  

poems i n  mind o r  a t  hand. "38 I s h a l l  use E l i o t ' s  own d e f i n i t i v e  

c o l l e c t i o n ,  Collected Poems, 1909-1962. 

I f  E l i o t ' s  f i r s t  major poem, "The Love Song of J. Alfred Pru- 

frock," i s  read with recognit ion of its r h e t o r i c a l  devices, i t  is 

apparent t h a t  i t  is  a poem of r e p e t i t i o n .  Its very f i r s t  words, 

"Let us go,'' a r e  used twice more ( l i n e s  4 and 12) as beginnings of 

successive sentences. Such anaphora ( r e p e t i t i o n  of the  same word o r  

group of words at  the  beginnings of successive c lauses  o r  verses)  39 

37 Hayden Carruth, "Upon Which t o  Bejoice," Poetry,  C V I  (June 
1965), 240. 

38 P h i l i p  3. Headings, --- T. S. E l i o t  (New York: Twayne Publishers,  
Inc.,  19641, p. [v i i l .  

39 Richard A. Lanham, & Handlist of Rhetorical  Terms ( ~ e r k a l e ~ :  
Universi ty of Cal i fornia  ~r-68>, pp . 124-125. Subsequent 
r h e t o r i c a l  references come from t h i s  G h l i s k  o r  from ~ o r b e t t ,  note 
40, pp. 434-438. 



accomplishes a rhythm and also prepares an emotional setting. Ed- 

ward P. J. Corbett writes: 

Whenever anaphora occurs, we can be sure that the 
author has used it deliberately. Since the Fepe- 
tition of the words helps to establish a ~ i a ~ k e d  
rhythm in the sequence of clauses, this scheme is 
usually reserved for those passages where t e author 
wants to produce a strong emotional effect. b 

And Sister Miriam Joseph, in writing of repetition in Shakespeare, 

says such repetition enforces meaning.41 Here the repeated words 

seem to express the inevitability of Prufrock's proceeding--in 

spite of his doubts about going, or his possible conversion to 

Christianity, or his desire to change direction, or whatever-- 

along the same tired course into which his life has fallen, with 

the titillating human exchange measured by "coffee spoons" in his 

day, by hors d'oevres, perhaps, in ours. 

The refrain, or epimone (frequent repetition of a phrase or 

question), 

In the room the women come and go 
Talking of Michelangelo (13-14* 35-36) 

juxtaposes the familiar weary scene upon Prufrock's thought, hint- 

ing first at his anticipated boredom of the same routine and people, 

later emphasizing the shallowness, the psuedo-intellectualism, of 

the company in contrast to the virile genius and commitment of such 

40 Edward P. J. Corbstt, Classical Rhetoric for the Modern Student 
(New York: Oxford ~ n i v e r e i t = l m  - 
41 Sister Miriam Joseph, Shakespeare's Use of the Arts Language 

(New York: Columbia University Press, 1 9 m 9 7 . 3 5 7  



as Michelangelo. Veeder says of similar epimone t h a t  "the r e f r a i n ' s  

changes of meaning are t h e  meaning of t h e  poem." 42 

I n  t h e  second s tanza  the  opening l i n e s  (15-16) employ symploce 

( a  combination of repeated beginr,ing and ending words): 

The yellow fog t h a t  rubs its back upon t h e  window-panes, 
The yellow smoke t h a t  rubs its muzzle on t h e  window-panes. 

We a r e  not permitted t o  escape from ''yellow" and "window-panes." 

Some emphasis su re ly  is intended, and tne re  is, indeed, a f e e l i n g  

of s t a ined  cowardice and of a languid looking-in upon l i f e ,  espe- 

c i a l l y  when "yellow" and "window-panes'' appear still again (24-25). 

This bears  out  E l i o t ' s  creed t h a t  poets  should "find the  verbal  

equivalent  f o r  s t a t e s  of mind and fee l ing.  't43 The conduplicat io 

( r e p e t i t i o n  of a word o r  words i n  succeeding l i n e s ) ,  " that  rubs," 

adds t o  t h e  image of a rubbing-up-aminst l i f e  without r e a l  p a r t i c i -  

pat ion.  The a l l i t e r a t i o n  (recurrence aa i n i t i a l  o r  medial con- 

sonant sound, and sometimes of a vowel sound--also c a l l e d  "paroemion," 

though I shall use "a l l i t e ra t ion" )  of "licked" and "lingeredtt and 

" le t"  of the  succeeding l i n e s  (17-19) re in fo rces  the  ca t - l ike  s e l f -  

centered and enervated acceptance which help charac te r i ze  t h e ' p e r -  

SOna. 

Xi th in  the  twelve l i n e s  (23-34) of t h e  next s tanza ,  the  word 

"time" is used e igh t  times, i n s i s t i n g  t h a t  it be noticed. The 

s tanza  begins with the  clause,  "There w i l l  be time," which is 

42 Vesder, p. 20. 

43 E l i o t ,  Selec ted  Essays, p. 248. 



repeated completely three  times, twice (perhaps with the  emphasis 

f i r s t  on "time," then on "will t t)  i n  the same l i n e  (26 )  t h a t  in t ro-  

duces the  a n t i s t a s i s  ( r epe t i t i on  of a word i n  a d i f fe ren t  o r  con- 

t r a r y  sense) which becomes s o  memorable because of the  clipped, 

concise description of del iberate  ins incer i ty:  

There w i l l  be ti-, there  w i l l  be time 
To prepare a face t o  meet the  faces that you meet. 

Prufrock continues t o  procrast inate  as he considers and meditates 

t h a t  there " w i l l  be time for" and "time to," culminated by the poet 
. - 

i n  the  homoioteleuton (using various uninflected words with sinsfleg 

endings i n  a sentence or l i n e )  : 

Time f o r  you and time f o r  me, 
And time yet  f o r  a hundred indecisions, 
And f o r  a huncfred visions and revisions,  
Before the  taking of a t oa s t  and tea. (31-34) 

The added a l l i t e r a t i o n  of the 2's and even the  many a ' s  (~o lysyn-  

deton--repetitive use of s conjunction) and the  repeated hundred 

(diacope--repetition of a word with one o r  a few words i n  between) 

contribute t o  the  indecisiveness, the unproductive putting-off of 

the  man who always hes i ta tes ,  allowing l i f e ' s  po ten t ia l  t o  s l i p  

away while r e l en t l e s s  Time moves on. 

Continuing with another "and" and another "there w i l l  be time," 

Prufrock confronts h i s  indecision: "'Do I dare?' and, 'Do I dare?'" 

The questions, o r  pysma ( s e r i e s  of rhe tor ica l  questions), suggest 

d i f f e r en t  in f lec t ions ,  d i f fe ren t  depths of meaning, from the simple 

self-consciousness of his appearance, with the  emphasis on ttmyfl and 

on w h a t  "they w i l l  say," t o  the  possible shocking e f f ec t  of "Do I 

dare/ Disturb the  universe?" But it is so  easy t o  do nothing, 



unforgettable here because of homoioteleuton and N y p t o t o n  (repe- 

t i t i o n  of words derived from the same root)  : 

I n  a minute there  is time ( 47-48 
For decisions and revisions which a minute w i l l  reverse. 

The aura of indecisiveness is strengthened by the  repe t i t ions  of 

ftrninutell (conduplicatio) and "there - is time" ( e~imone) . The play 

on words and sounds i n  the  quoted l i n e s  permits much t o  be sa id  

f rugal ly ,  t an ta l iz ing  the reader t o  pause and contemplate. 

Then Prufrock faces the  ult imate and i r r eve r s ib l e  sadness (a 

climax unavoidable t o  the  reader because of its r e i t e r a t i on )  of 

r ea l i z ing  t h a t  s ince he has "known them a l l  already, known them all" 

(note the  e f f ec t  of parechesis--repetition of the  same sound i n  

words i n  c lose  succession--of t he  all sound i n  "all already"), how 

can he now "presume1' that h i s  peers a r e  goisg t o  accept anything 

from him but continued condoning par t ic ipa t ion  i n  l i f e  ae they a l l  

use it. This inev i tab le  and too-late sadness is emphasized by the  

all's, the  i491r&'8, the known's; by the  repeated "how should I pre- - 
mme?"e.@ad "how should I begin?lts; the t'when I am formulated" and 

"when I am pinnedf' (49-69). 

The f a c t  t h a t  Prufrock is capable of more depth of character 

than h i s  actione reveal, t ha t  he has given much thought, even 

prayer and t ea r s ,  t o  h i s  a c t i v i t i e s  and t o  the  d i rea t ion  of h i s  l i f e ,  

is suggested by s k i l l f u l  uses of anaphora: 

. . . though I have wept and fasted,  wept and prayed, 
Though I have seen my head (grown s l i g h t l y  bald) brought i n  

upon a p l a t t e r ,  
I am no prophet--and here 's  no great  matter; 
I have seen the  moment of my greatness f l i cke r ,  



And I have seen the e te rna l  Footman hold my e a t ,  and mieker, 
And i n  short ,  I was afraid .  ( 81-86 ) 

The addit ional repe t i t ions  of &, no, and wept should be observed 

also,  a s  they help hammer home the feel ing of inadequacy. 

After a l l  t h i s ,  i t  is t o  be expected that Prufrock w i l l  t r y  t o  

vindicate himself ( i n  commoratio--emphasizing a strong point by 

repeating it several  times i n  d i f fe ren t  word$,or arrangements-and 

i n  epimone) : 

And would it have been worth it, a f t e r  a l l ,  (87) 
0 . .  

Would i t  have been worth while? (9) 

It is especially easy fo r  him t o  find an excuse when he considers 

t h a t  he w i l l  l i k e l y  meet only responses l i k e  the versions of: 

. . . 'That is not what I meant a t  all .  
That is not it, a t  all.' ( 97-98 

(Note the  consonance--resemblance of proximal conaonant sounds--of 

"not it, at.") The i m p a t  of h i s  s e l f - j u s t i f i ca t ion  comes i n  the 

many repet i t ions ,  i n  symploce ( the  beginning "and wou1d"s , " ~ o u l d ' ~ s ,  

  among"^, and "to"s; the  ending "allt 's) ; i n  diacope ( " t e l l  you a l l t1s )  ; 

i n  ploce ( repe t i t ion  of a word with new significance a f t e r  the  in- 

tervention of another word or  words, such as the "after" followed 

by "after"); and i n  recurrent words l i k e  "somef' and "come": 

And would it have been worth it, a f t e r  all, 
After the  cups, the  marmalade, the tea,  
Among th% porcelain, mong sonre talk of you and me, 
Would i t  have been worth while, 
To have b i t t e n  off the  matter with a smile, 
TQ hare aqueeeed the universe i n t o  a b a l l  
To roll. i t  towards some ovgrwhelming question, 
To say: 'I am Lazarus, come from the dead, 
Come back t o  t e l l  you a l l ,  I shall t e l l  you all'-- 
I f  one, s e t t l i n g  a pillow by her head, 



Should say: 'That is not what I meant a t  a l l .  
That is not it, a t  all.' ( 87-98 ) 

Par t icu la r ly  poignant a r e  the  af ter"  used as anaphora i n  catalogue 

( a  l i s t i n g )  and the  r epe t i t i on  of "the" (cal led "the obtrusive 'The"' 

by Musgrove, who f inds  t h i s  use of repe t i t ion  one of those common t o  

44 both El io t  and Whitman 1: 

And would it have been worth it, a f t e r  a l l ,  
Would it have been worth while, 
After the  sunsets and the  dooryards and the  sprinkled s t r e e t s ,  
After t he  novels, a f t e r  t he  teacups, a f t e r  t he  skirts tha t  

t r a i l  along the  floor.  
And t h i s ,  and so  much more?-- ( 99-103) 

Again, the  &'s a r e  e f fec t ive ,  accentuating the hesitancy, as a r e  

the  following pa r t i c ip l e s  (homoioptoton--use of various .words with 

s imi la r  case endings) as they succeed one another: 

I f  one, s e t t l i n g  a pillow or throwing off  a.shawl, 
And turning toward the  window . . . ( 107-108 

Regardless of his defense, Pmifrock's self-analysis is bELtter when 

expressed i n  anti tnebbole ( r epe t i t i on  of words i n  reverse order, 

akin  t o  log ica l  conversion): 

A t  times, indeed, almaat ridiculous-- 
Alniost, a t  times, the  Fool. 

E l io t  r e f e r s  of ten i n  his poems t o  growing old. I n  ttPrufrocktt 

the  epimone "I grow old . . . I grow old . . -." ( l i n e  120, complete 

with e l l i p se s )  seema t o  have a par t icu la r  and i ron ic  meaning. There 

is f i r s t  the  recognition (baldness d thinness) of growing old and 

then . th9 - fu t i l e  termination which i t  inaugurates, For Prufrock, 

44 S. Musgrove, T. S. E l io t  and Walt Whitman (New York: Haskell. ---- 
House, 1966 ) , p. 281 



growing old  includes accommodation t o  the  s i l l y  idiosyncrasies of 

age, such as "I s h a l l  wear the  bottoms of my t rousers  rolled1' and 

"Shall I par t  my ha i r  behind?" But he is a l s o  aware of the frus- 

t r a t i n g  rea l iza t ion  that i f  only he could "dare," i f  only he could 

"presumew--then the simple courage of his convictions and honesty 

t o  t he  f i n e r  qua l i t i e s  i n  himself could possibly assure an old  age 

which could crown h i s  l i f e ,  l i k e  Browniqg's "Rabbi Ben Ezra,"-ex- 

claiming, "The l a s t  of l i f e ,  f o r  whioh the  f i r e t  was made." In- 

s tead,  Prufrock's wis t ful ly  meditative "1 grow o ld  . . . I grow 

old . . . '' is both a warning t o  the  young and the  vac i l l a t i ng  and 

an endorsement of man's contempt f o r  what o ld  age too of ten is-- 

the  f a i r  p r i ce  paid f o r  l i f e  unlived o r  modern dress f o r  the  old  

paraphrase that w h a t  one sows, he s h a l l  reap. Prufrock accepts 

t h e  contempt. Even i n  the  s i l l y  idiosyncrasies,  h i s  reeponse is 

ttDo I dare?" and six l inpe  beginning with "I." With him we hear 

t he  l u l l i n g  and lu r ing  music of hum-re la t ionsh ip  pass iv i ty  i n  the  

assonance (resemblance of proximal vowel sm&), consonance, and 

polyptoton of the  closing l ines:  

I have seen them r id ing  seaward on the waves 
Combing the  white h a i r  of the  waves blown back 
When the wind blows the  water white and black. 

We have lingered i n  the chambers of the  sea  
By sea-girls wreathed with seaweed red and brown 
T i l l  hum- voices wake us, and we drown. ( 126-131 ) 

There is scarcely a l i n e  i n  vPrufrockl' bare of repe t i t ion ,  and 

each repeated sound, word, o r  group of words leads  t o  c l ea re r  under- 

standing, 'Phe poem is a p o r t r a i t  of a human being whose con f l i c t s  

and tormenting inadequacy we a r e  pemi t t ed  t o  share. 



I n  "Port ra i t  of a Lady" El io t  uses r e f r a in  t o  c rea te  the  man 

and woman. The man's uneasiness is expressed i n  "Let us take the 

a i r ,  i n  a tobacco trance" (36, 1131, the  woman's pose i n  "'1 s h a l l  

sit here, serving t ea  t o  f r iendsw1 (68, 108). "Friends," o r  some 

var ia t ion of the word,appears in termit tent ly  throughout the  poem 

a s  l i n e  ends (epistrophe--repetition of a c los ing word or  words a t  

the  end of several  clauses,  sentences, o r  verses),  suggesting the  

unnatural a l l i ance  . Very e f fec t ive  is the nervous "dance, dance/ 

Like a dancing bear" ( 110) ( employing epizeuacis--repeti t i o n  of words 

with none i n  betweenooarad polyptoton) t o  convey the  young man's need 

t o  escape. We can f e e l  uncomfortable with him. 

Anaphora is a favor i te  device of E l io t  i n  h i s  poetry. I n  the  

t h i r d  of the  "Preludes," "You" opens the f i r s t  three  l i n e s ,  giving 

form t o  the  w o l e a a  addremed: 

You tossed a blanket frcrm the bed, 
You l a y  upon your back, and waited; 
You dosed, and watched the  night revealing 
The thousand sordid images 
Of which your soul  w a s  consti tuted.  (1-5) 

It recurs  i n  "You had such a vis ion of the  s t r ee t "  (10) and "You 

curled the  papers from your h a i r '  (13). Three l i n e s  describing the 

woman's awakening begin with 'lknd": 

And when a l l  the  world came baek 
And the l i g h t  c rep t  up betueen the  shu t t e r s  
And you heard the  sparrows i n  the  gu t te r s ,  
You had such a d s i o n  of the  s t r e e t  
A s  the  s t r e e t  hardly understands. (7-11 

"~treet," when repeetea i n  plcce, shows the  emphasis given t o  it and 

t o  the  pa r t  i t  has had i n  mfildiag the slovenly -man whom w e  eee 



awakening, already defeated, to continuing squalor. 

In the fourth poem of the "Preludes" the lines 

?he notion of some infinitely gentle 
Infinitely suffering thing 

are made peculiarly haunting by the subtle Change of meaning in "in- 

finitely'' accorded it by such repetition (ploce) . Immediately, one 
experiences empathy for those of the "blackened street" whose souls 

are "trampled by insistent feet." This seems an example of Eliot's 

abiding pity for mankind within his identifying of mankind's ills, 

wetchedness, and unfortunate choices. 

"Twisted" is used in a similar way in "Rhapsody an a Windy 

Night," creating a sordid background of both nature and remembrance: 

The memory throws up high and dry 
A crowd of twisted things; 
A twisted b m c h  upon the beach . . . 

"Lunarn is repeated in the same manner (3-41, giving a demented 

connotation to the night scene. Again and agaia clauses begin 

with "The street-lamp" and "The lampv (anaphora and isocolon-- 

repetitions of equal length and usually corresponding structure) 

as if they are an incantation (further emphasized by the utt sound): 

The street-lamp sputtered, 
The street-lamp muttered, 
The street-lamp said . . 

Lines using l1She" and *lA~d" in anaphora add an eerie watchfulness 

to the mood, like these describing the moon: 

She winks a feeble eye, 
She smiles into corners. 
She smooths the hair of the grass. 



There is the r e i t e r a t ed  admonition t o  "Regard that woman," "Re- 

gard t h e  cat ,"  "Regard t he  moon." There is parechesis i n  memory's 

"divisions and precisians" (7) and i n  the  remembered smells  "Tha t  

c ross  and cross  across  he r  brain." Polyptoton i n v i t e s  sc ru t iny  i n  

l i n e s  l i k e  

I could see  nothing behind t ha t  ch i ld ' s  eye. 
I have seen eyes i n  the  s t r e e t  
Trying t o  peer through l igh ted  shu t te r s ,  ( 40-42 

where the  L sound even i n  "trying" is intended, used i n  anaphora 

and assonance. Similarly,  conduplicat io slows us  t o  consider the  

reca l l ed  p ic tu re  of a crab: 

And a crab one afternoon i n  a pool, 
An old crab with barnacles on h i s  back. 

I n  l a t e r  l i n e s  the "obtrusive 'the"' gives relevance t o  the  small 

d e t a i l s  of the  l i f e  t ha t  has no s i gn i f i c an t  tomorrow. And " t w i s t "  

recurs  throughout the.poem u n t i l  the  f i n a l  i r on i c  l i n e ,  "The last 

11 t w i s t  of t he  M f e ,  which carries the  barden of the  f u t i l i t y  of 

at tempting t o  build a f resh  o r  abundantly on a foundation of memory 

t h a t  is no more than "a crowd of twisted things." Ph i l i p  Le Brun 

recognizes E l i o t ' s  knowledge of the  philosophy of Henri Bergson, 

quoted as "'consciousness means memory. a ,t45 

Like "Prufrock," "La F i g l i a  che Piange" seems t o  muster its 

e n t i r e  impact through repe t i t ion .  G. S. Fraser  c a l l s  i t  "one of 

45 P h i l i p  Le Brun, "T. S. E l i o t  and Henri Bergeon," Beview 
English Studies ,  New Ser ies ,  XVIII (19671, 156. 



[ ~ l i o t ' s ]  most purely The poem records the glimpse 

of some girl who inde l ib ly  holds the persona's imagination: 

Weave, weave the  sunlight i n  your hair. ( 3 ,  7) 

The epizeuxis of "weave" is ef fec t ive  i n  i t s e l f  and is par t icu la r ly  

capt ivat ing when the l i n e  is repeated a s  a refra in .  %en the l i n e s  

i n  anaphora, 

So I would have had him leave, 
So I would have had her stand and grieye, 
So I would have l e f t ,  (8-101 

a r e  put i n  comparison with the  pa ra l l e l s ,  o r  exergasia (repeating 

the  same thought i n  many f igures ) ,  

A s  the soul  leaves the  body torn and bruised, 
A s  the  mind deser t s  the  body it has used. ( 11-12 ) 

These a r e  resolved i n  t he  musing contrast  achieved by anaphora and 

consonance and the  wis t ful  use of "should" i n  conduplicatio: 

I should f ind 
Sorps way inccmpsrably l i g h t  and def t ,  
Soaie w a ~  us b o a  shxruld understand, 
Simple and faithless as a smile aad shake of the  hand. 

( 13-16 

These a r e  examples of a common use fo r  repet i t ion--paral le ls  f o r  

comparison and contrast .  

The g i r l ' s  e f f ec t  on the persona i s  described i n  the  word repe- 

t i t i o n  and anadiplosis (beginning a l i n e  with the  words ending the  

previous l i n e )  : . 

Compelled my image many days, 
Many days and many hours. 

46 G. S. Fraser, "A Language by I t s e l f  ," T, S, El io t ,  c a p ,  by Tam- 
bimuttu and Richard March ( ~ e w  York t TambImuttu and Mass, 19651, 
pa 170. 



She stands remembered i n  the  antimetabole and the  conduplicatio, 

"should have;'' the  f and sounds i n  " f u l l  of flowers" add immensely - 
t o  the  richness of feeling: 

iier ha i r  over her arms and her arms f u l l  of flowers. 
And I wonder how they should have been together! 
I should have l o s t  a gesture and a pose. (20-22 1 

The persona is prominent i n  E l io t ' s  poetry. Leonard Unger 

uses "voice" ra ther  than "style" t o  describe the  qua l i ty  of the  

poetry. "From 'Prufrock' t o  Four Quartets,  the  intimate voice 

presents . . . the s t a t e s  of awareness and the  movements from one 

awareness t o  another. 1'47 

"Gerontionfl is a poem of hopeless introspection.  The t i t l e  

means "old man," and through the  poem "an old man" is pa r t  of the  

beginnings of four l i ne s ,  suggesting an exhortation t o  l i s t e n  re- 

spec t fu l ly  t o  the  wisdom of age. Five s e n t e n c e ~  begin a t  ends of 

l i n e s  (epistrophe) with the  imperative, HIZtinkv (34, 37, 44, 49, 

511, urging an appraisal  of a his tory which did include a God who 

became Man. The twentieth century's a r i d  re jec t ion  of t h i s  God 

and its subsequent l o s s  of a l i v ing  f a i t h  a r e  pressed upon us  by 

the  "thinkt's and by the fur ther  r e c i t a l  of man's his tory of misuse 

i n  the  numerous llgives,'l s e t  s t r a t eg i ca l l y  and, again with an ar-  

res t ing  awkwar&&s, as beginnings of clauses at ends of l i ne s ,  and 

with various verb-endings throughout the  passage beginning with 

47 Leonard Unger, T. S. E l io t :  Moments and Patter. (Minneapolis: 
University of ~ i n n e s o t a P r e s s ,  196-160, 



l i n e  34, through l i n e  54. 

Superb compression is accomplished with diacope i n  "The word 

within a word, unable t o  speak a word" (18). The l i n e  was inspired 

by a sixteenth-century sermon of Lancelot Andrewes, whose play on 

words E l io t  appreciated along with h i s  unwavering f a i t h .  I n  "Geron- 

tion" the  words a r e  used a s  an  answer t o  the  Bib l ica l  pharisee 's  

"'We would see  a sign!"' (17). Amphora i n  isooolon a l so  achieves 

compression i n  "To be eaten, t o  be divided, t o  be drunk / Among 

whispe&" (22-231, re fe r r ing  t o  the  Eucharist and t o  its s t e r i l i t y  

among modern men, with possibly a second meaning if the ear ly  

Christ ians hiding i n  the  Catacombs are remembered. 

Epanalepsis ( repe t i t ion  at the end of a clause o r  sentence of 

the  word with which it began) suggests sad recognition i n  "My house 

is a decayed house" (71, expressing, perhips, the  old  man's real iza-  

t i o n  that,'besfdab.-being worn, his body is not a l i v i n g  temple of 

the  Lord. Many words i n  the  complex patterning of t h i s  poem recur 

f o r  emphasis, l i k e  "& fought . . . &&- knee deep . . . (4-5) ;- W& 

walked . . . - Who turned . . . (25-29); What w i l l  the  spider  do . . . 
w i l l  the  weevil / Delay? (66-68); Thoughts of a dry brain  i n  a dry - 
season (76)" (my i t a l i c s ) .  There is a l l i t e r a t i o n ,  l i k e  "The woman 

keeps the  kitchen" (13); "Vacant shu t t l e s  / Weave the  windti (30-31); 

and the  anaphorie "Are fathered . . . / Are forced . . ." (46-47). 

The very los tness  of death apprmched without f a i t h  o r  hope i a  

shared through the  play on "l~st" and "kept" and with sound ( lose  

and use) and anadiplosis i n  the  repeated "terror": 



I t h a t  was near your h e a r t  was removed therefrom 
To l o s e  beauty i n  t e r r o r ,  t e r r o r  i n  inqu i s i t ion .  
I have l o s t  my passion: why should I need t o  keep it 
Since  what is kept must be adul tera ted?  
I have l o s t  my s i g h t ,  smell ,  hearing, t a s t e  and touch: 
How should I use them f o r  your c l o s e r  contact? (56-61) 

Geront ionts  p e r s i s t i n g  skepticism preva i l s ,  i n  a l l i t e r a t i o n  and 

assonance: 

. . . whirled 
Beyond the  c i r c u i t  of t h e  shuddering Bear 
I n  f rac tu red  atoms. Gull aga ins t  t h e  wind, i n  t h e  

windy straits 
Of Be l l e  I s l e ,  o r  running on the  Horn, 
White fea the rs  i n  the  snow, the  hlf claims, 
And an o ld  man driven by t h e  Trades 
To a sleepy corner. 

I n  discussing E l i o t ' s  verse form, John Bet jeman says t h a t  he "looks 

s o  easy and he is  so  hard."48 The same could be s a i d  of t h e  i n t e r -  

woven complexities of h i s  r epe t i t ion .  

S ign i f i can t  r e p e t i t i o n  i n  "A CPok;Lng Ek;gw is eonfbed t o  t h e  

symplocfc r e f r a i n  which is t h e  f t r s t  l i n e  i n  each of four s tanzas ,  

l i n e s  which d i f f e r  i n  only one word--climactic (catacosmesis--from 

g r e a t e s t  t o  l e a s t  i n  d igni ty)  paral lel ism: 

I s h a l l  not want Honour i n  Heaven . . . 
I s h a l l  not want Capita2 i n  Heaven . . . 
I s h a l l  not want s o c i e t y  i n  Heaven 
0 . .  

I s h a l l  not want P i p i t  i n  Heaven. 

The four  s tanzas  comprise the  mid-section of the  poem, s e t  o f f  

48 John Betjeman, "The Usher of Highgate Jun io r  School," T, S, 
E l i o t ,  comp. by Tambimuttu and s i chard  March, p. 91. - 



before and a f t e r  with dotted,  o r  e l l i p t i c a l ,  l ines .  They seem t o  be 

a r e f l e c t i on  on t he  p a r t  of the  persona on a l l  that he has been 

deprived of i n  l i f e  and f o r  which Heaven can o f f e r  no consolation. 

Sardonically,  he says,  "I s h a l l  not wantt' them, because he has made 

subs t i tu t ions .  None the  l e s s ,  he still yearns f o r  the  l o s t  i l l u -  

s ions ,  h i s  youthful i dea l s ,  brought t o  a t t e n t i o n  by the  repeated 

"where," the  Lat in  "Ubi sunt'!: 

But where is the  penny world I bought (25) . 
Where a r e  the  eagles and t he  trumpets? (29 ) 

The answer l i e s  i n  the  powerful epizeuxis i n  the  last stanza,  

Weeping, weeping multitudes. (32) 

I n  "The Hippopotamus," the  sarcasm which & the  poem is car r i ed  

i n  the  words, "the True Church" and "the Church," used s i x  times. 

It is de l i gh t fu l  t o  be aware of a reference made t o  t h i s  l i t t l e  

poem of h is  youth by E l i o t  i n  l a t e r  years when as a devoted church 

member, he found how d i f f i c u l t  i t  was t o  gather s u f f i c i e n t  money 

f o r  t he  operation of t h e  Church. 49 

The Ar ie l  Poems a r e  sho r t  ones, wr i t t en  f o r  Christmas, "Jour- -- 
ney of t he  Magi'' gives a new p ic tu re  of the  journey i t s e l f ,  with 

d e t a i l s  etched by the  "obtrusive 'The"': 

'A cold coming we had of i t ,  
J u s t  the  worst time of t h e  year 

49 "T. S. E l i o t ,  the  Poet, is Dead i n  London a t  76," Ne+"York fimes, 
Jan. 5, 1965, p. 1, cols.  1-4. 



For a journey, and such a long journey: 
The ways deep and t h e  weather sharp, 
The very dead of winter. ' (1-5) 

S t r i n g s  of p a r t i c i p l e s  give f u r t h e r  descr ip t ion of journey and re-  

g r e t s ,  while the  weariness is drawn with more "thefts  and "andus i n  

anaphora and polysyndeton: 

find the  camels gal led ,  sore-footed, r e f rac to ry ,  
Lying down i n  t h e  melting snow. 
There were times w e  r eg re t t ed  
The summer palaces on s lopes ,  the  t e r races ,  
And t h e  s i l k e n  g i r l s  bringing sherbet .  
Then t h e  camel men curs ing and grumbling 
And running away, and wanting t h e i r  l i q u o r  and women, 
A d  the night-fireS going out ,  and the lack  of s h e l t e r s ,  
And t h e  c i t i e s  h o s t i l e  and t h e  towns unfriendly 
And t h e  v i l l a g e s  d i r t y  and charging high pr ices :  
A hard time we had of it. ( 6-16 1 

The message, t h a t  knowing Chr i s t  r equ i res  something, t h a t  Chr is t  

changes th ings  ("But no longer a t  ease here,  i n  the  o ld  dispensa- 

t ion" 411, is i n s i s t e n t ,  introduced at  the  end of a l i n e ,  devoid 

of ornament: 

. . but set down 
This s e t  down 
This. 

"'3eathW appears f i v e  times, ' 'bir th,"  four. The pos i t ion  of "death" 

i n  t h e  gripping diacope, 'I. . . l i k e  b a t h ,  our death" (391, seems 

t o  balance the  diacope near t h e  beginning, "For a journey, and such 

a long journeybtl S i s t e r  Miriam Joseph c b c r i b e s  diacope as a device 

which can e x p r e b  deep fee l ing.  50 

50 Joseph, p. 87.  



"A Song For Simeon" a l s o  is r i ch  i n  repe t i t ion ,  a s  i t  describes 

the  old  s a i n t ' s  readiness f o r  death, "having seen thy salvation" i n  

the  person of the in fan t  Jesus,  a s  to ld  i n  the  Gospel of Luke, chap- 

t e r  two. A l l i t e r a t i on  mphasizes Simeon's concern f o r  h i s  des- 

cendents, 

Fleeing from the  foreign faces and the foreign swords, (1.6) 

and h i s  self-analysis,  

The stubborn season has made stand. 
My l i f e  is l i g h t ,  waiting f o r  the  death wind, 
Like a feather  on the  back of my hand. ( 3-5 

H i s  recognition of Christ  is s t r i k ing ,  recorded &n assonance and 

polyptoton: 

Now a t  t h i s  b i r t h  season of decease, 
Let the  Infant ,  the  still unspeaking and unspoken Word, 
Grant I s r a e l t s  consolation, (21-23) 

Anaphora helps t o  show h i s  acceptance, i n  the  parallelism: 

Not for ae the martyrdon, the ecstasy ei Wqght and pmyer, 
Not f o r  me the ult;laats vfsfw. (29-30) 

The grace accorded the  f a i t h f u l  suffer ing of bel ief  is emphasized 

with diacope, i n  "Light upon l i g h t ,  mounting the s a in t s '  s t a i r . "  
(28) 

Symploce and polyptoton is isocolon show Simeon's weariness i n  

balanced l ines:  

I am t i r e d  with my own l i f e  and the  l i v e s  of those a f t e r  me, 
I am dying i n  my own de& Etad the*-cleat& af those a f t e r  me. 

( 34-35 ) 

Par t  of the  Nunc Dimitt is  is woven through the  poem, with Simeon's - 
supplication,  "Grant me thy peace," repeated a s  a refra in .  

(8, 18, 31) 



The l i t t l e  poem "Animula" repeats  its t i t l e  meaning with its 

opening l i ne ,  quoted from 3 P u r a a t o r i ~ :  " ' Issues ,  from the hand 

of God, the simple soul."' With a s l i g h t  change of word and com- 

p l e t e  change of meaning, i t  is repeated again, "Issues from the 

hand of time the simple soul" (24). We look a t  "the simple soul" 

of the  l i t t l e  ch i ld  bumping against  l i f e  i n  its developing. We 

can f e e l  the  exasperating confusion as pictured i n  antimetabole, 

reinforced with diacope, 

The heavy burden of the  growing soul  
Perplexes and offends more, day by day; 
Week by week, offends and perplexes more. (16-18 ) 

The youth emerges from "the hand of time," described i n  consonance, 

epanalepsis, homsioptoton, and the's: 

I r reso lu te  and se l f i sh ,  misshapen, lame, 
Unable t o  f a r e  forward o r  r e t r e a t ,  
Fearing the  warm r ea l i t y ,  t h e  offered good, 
Denying the  i o t p o r ~ ~ t y  of the  b W d ,  
Shadow &- its own shadows, sgectre  i n  its own gloom, 
Leaving disordered papers i n  a dusty room; 
Living f i r s t  i n  the  s i l ence  a f t e r  the viaticum. (25-31 ) 

"Marina," praised by a number of c r i t i c s  f o r  its beauty, a- 

bounds i n  repe t i t ion ,  employed t o  build an engulfing emotion. The 

in t ens i t y  of feel ing is experienced even i f  the  reader is unaquainted 

with Shakespeare's Per ic les ,  Prince of Tyre, the  s to ry  of the recov- -- 
ery by Per ic les  of h i s  daughter, born at sea,  l o s t ,  and supposedly 

dead. The s t r a t eg i c  phrases, "0, my daughter," and "My daughter," 

a r e  r e f r a in s  placed near the  beginning and end of the  poem; the 

source and object  of the fee l ing  a r e  the incredible  mystery .. 



and miracle which are "my daughterfJ (expressed i n  polyptoton and 

assonance : 

- Made t h i s  unknowing, half  conscious, unknown, my own. (27) 

Dramatically used diacope i n  the l i ne s ,  

What seas  what shores what grey rocks and w h a t  i s l ands  
What water lapping the  bow (1-2) 
0 . .  

'What images re turn  . . . 
What seas  w h a t  shores what grani te  i s lands  towards my 

timbers, (33) 

crea tes  a throbbing, rapid march of reawakened memory i n  the  tenta- 

t i ve ,  wis t ful  reaching toward "my daughter." I n  the pos s ib i l i t y  

of h i s  having found her,  the  persona, Per ic les ,  renounces l i f e ' s  

f l e e t i ng  t r i v i a  and wrongs, which a r e  measured i n  four p a i r s  of 

l i n e s  of symploce: 

Those who sharpen the  tooth of the  dog, meaning 
Death 
Those who g l i t t e r  with the  glory of tfre hummingbird, meaning 
b a t h  
Those who sit i n  the sty of contentment, meaning 
Death 
Those who su f f e r  t he  ecstasy of the animals, meaning 
Death. ( 6-13 

This surely  is an a r r e s t i ng  way of describing envy, pride,  s l o th ,  

and l u s t .  

Suddenly the  f u t i l i t y  of l i f e  is replaced f o r  Per ic les  by the  

expectancy of continuity through his daughter, expressed i n  diacope, 

polyptoton, and a l l i t e r a t i o n :  

This form, t h i s  face, t h i s  l i f e  
Living t o  l i v e  i n  a world of time beyond me; l e t  me 
Resign my l i f e  f o r  this l i f e ,  my speech f o r  that unspoken, 
The awakened, l i p s  parted, the  hope, the  new ships. 

(29-32 ) 



( S i s t e r  Miriam says poets use polyptoton "for the  sake of the  sound, 

which is pleasing i n  i t s e l f ,  even while i t  enhances the meaning.") 51 

New l i f e  is offered by Marina's youth and v i t a l i t y  i n  s p i t e  of the  

imperfection and f r a i l t y  of h i s  own humanness, i n  terms of h i s  ship  

(revealed here i n  diacope within isocolon) : "Bowsprit cracked with 

i c e  and paint  cracked with heat" (221, and i n  s imilar ly  constructed 

l ines .  

Marina's r e a l i t y  comes t o  him i n  recol lect ions ,  e f fec t ive ly  

woven i n t o  the  poem i n  rearrangements of the  repeated sounds and 

words, ca l led  commoratio: 

And scent of pine and the  woodthrush singing through the fog 
8 . 8  (3) 
A breath of pine, and the  woodsong fog. (15) 

Her face  becomes " less  c l ea r  and c learer ,"  her pulse " less  strong 

and stronger" (diaco~e-polyptoton) u n t i l  her precious i den t i t y  is 

established i n  the  joyous repe t i t ion ,  

And woodthrush c a l l i n g  through the  fog 
My daughter. ( 34-95 

Lengthy individual s tud ies  could be made of the  r epe t i t i on  i n  

'J& Land, The Hollow Men, Wednesday, and Four Quartets. - 
When we begin t o  look f o r  and iden t i fy  the  repeated sounds and 

words, we rea l ize ,  a s  Winifred Nowottny says of poetry, t h a t  "our 

grasp of the  pr inciple  of r epe t i t i on  . . . is strong enough t o  en- 

ab l e  us t o  . . . make the proper response without thinking about . 

Joseph, p. 83. 



it.1t52 There is so  much more r epe t i t i on  i n  E l i o t ' s  poetry than we 

realize!  Perhaps even the  poet himself uses h i s  devices almost un- 

consciously while aware of t h e i r  e f fec t s .  Matthiessen says E l i o t  

l tcommunicate~s~ the exact pa t t e rn  of h i s  meaning not so much by 

l og i ca l  s t r uc tu r e  a s  by emotional suggestion.! J3 aaker says t h a t  

" repe t i t ion  of words o r  concepts helps bind the  p a r t s  of the  s t ruc -  

t u r e  together . . . and a l l i t e r a t i o n  . . . binds p a r t s  of individual  

l i n e s  together. 1t54 Perhaps o n l y  a poet with so great  a genius as 

E l i o t  f o r  s t r uc tu r i ng  with words can a l s o  be so  humble as t o  say,  

as quoted by Selden Rodman, '"I only pretend t o  know as much about 

vers i fy ing a s  my carpenter  knows about w~odwork.""~ Because t he  

r epe t i t i on  is so  profuse, i t  is impossible t o  do j u s t i c e  t o  

Quartets  within such a paper as this. The other th ree  major poems 

w i l l  be analyzed b r ie f ly .  

Even a casual  study of The Waste Land reveals  how very much of 

i t  is s k i l l f u l  use of repe t i t ion .  The opening l i n e s  end with f s l l i n g  

i n g  verbs (1-3, 5, 61, carrying the  thought from l i n e  t o  l i n e ,  and 

52 Winifred Wowottny, 2 Language -- Poets Use (London: The Athlone 
Press ,  19681, p. 130. 

53 F. 0. Matthiessen, of 5 S. E l i o t  (NBW ~ o r k :  
Oxford University Press,,  

!4 William E. Baker, 
keley: University of 

55 Selden Rodman, ed., One Hundred American Poems ( ~ e w  York: The 
New American Library, 1 9 6 3 r P 2 8 .  



suggesting i ne r t i a .  "And," used frequently i n  anaphosa and poly- . 

syndeton, p i l e s  up the  images; but there  is "no shel ter ,"  "no re- 

l i e f , "  "no sound" (23-24). "Shadow" is repeated within l i n e s  

( c ~ n d u ~ l i c a t i o )  but with a n t i s t a s i s  so tha t  man's "shadow" is h i s  

l imited and vulnerable l i fe t ime  and "the shadow of t h i s  red rock" 

(25-291, repeated as l i n e  ends ( epistrophe), h i s  only savior. 

The epimone, "HURRY UP PLEASE ITS TIME," of "A Game of Chess, 'I 

juxtaposes the loca le  of the  bar r~om upon the  conversation of t he  

people; but i t  a l s o  warns of the  passage of time, even of how l a t e  

i t  is i n  the span of one's l ifet ime. 

"The F i re  Sermon" is essen t ia l ly  a barren r e c i t a l  of burning 

l u s t ,  but it opens with "The nymphs a r e  departed" (175, 179) and 

"Sweet Thames, run softly1' (176, 183-1841, gentle r e f r a in s  describ- 

ing  the  quiet  beauty of autumn. "But a t  my backv (185, 196) twice 

i n t e r j e c t s  i n t o  the  scene the rudeness of degenerate humanity. 

There is disillubi0nIBent born of t he  knowledge tha t  these a r e  

so i led  nymphs, I n  words reminiscent of warnings of the  prophet 

Zechariah, "The F i re  Sermon" c loses  with p la in t ive  prayer i n  the  

midst of e v i l ,  r epe t i t ions  of "0 Eord Thou pluckest" and "burning." 

"What the  Thunder Said" opens with three  descr ipt ive  l i n e s  be- 

ginning with "after" (amphora), perhaps t o  remind us of Chr i s t ' s  

"agony i n  stony places," t o  prepare us f o r  a long look a t  our de- 

v i t a l i zed  existence. I n  pa ra l l e l s  and polyptoton: 

He who was l i v ing  is now dead 
We who were l i v i n g  a r e  now dying; ( 328-329 1 

&d i n  aacope ,  a n & ~ t a b . o l e ,  and c l i nkc t i c  .xnadipl&is (which 



here moves from dry rock t o  dry mountain): 

Here is no water but only rock 
Rock and no water and the  sandy road 
The road winding above among the  mountains 
Which a r e  mountains of rock without water 
I f  there  were water we should s top and drink 
Amongst the  rock one cannot s top o r  think, ( 331-336 

we can glimpse man's a r i d  l i v ing  and his continuous, f r u i t l e s s  strug- 

gle. The play on ''rockV and "water" pers i&in  emphasizing the  s t e r -  

i l e  qual i ty  of c i v i l i z a t i o n  through another stanza (346-359). 

There is a complicated passage i n  "What the Thunder Said'!: 

Dayadhvam: I have heard the key 
Turn i n  the  door once and turn once only 
We think of the  key, each i n  h i s  prison 
Thinking of the  key, each confirms a prison 
Only a t  n igh t f a l l  . . . ( 412-416 ) 

Considering t ha t  the  opening word means ttsympathize," the repet i -  

t i ons  d i r ec t  our thought t o  each one's aloneness but a l s o  run along 

i n t o  a kind of ambi&ty, *ere we can read "each in @s prison / 

Thinking of the  key," o r  'IThinMng of the key, each confirms a pr i -  

son," o r  "each confirms a prison / Only a t  nightfall ."  This is 

r a the r  a favor i te  t r i c k  of E l i o t ' s  and an economic one f o r  l i n e  

value! W i l l i a m  E. Baker suggests t ha t  numerous such ambiguities 

formed by fusion and by punctuation o r  laok of i t  a r e  in tent ional .  56 

A lovely comparison is drawn with repet i t ion:  

. . . The.boat responded 
Gaily, . . . . . . your hear t  would have responded 
Gaily, . . . ( 419-422 1 

And the "Shantih shant ih  shantih" c lose  The Waste Land with a --- 

56 Baker, p p .  ICQ-lf35. 



kind of benediction ins tead of with despair, convincing the  reader 

t h a t  t h i s  is a poem Which points  forward i n  optimism a f t e r  an h o w $  

appraisal  of western c iv i l i z a t i on ' s  bleak corruption, offer ing f o r  

each individual i n  a depraved socie ty  the formula from the prophet 

Isa iah,  "Shall I a t  l e a s t  s e t  my lands i n  order?" ( 426 1 

The Hollow Men holds contempt f o r  the  straw-like hollow men - - 
who, "leaning together" (31, seem purposeless t o  the  choices t ha t  

must be made i n  order t o  l i v e  wholly and t o  die  with recognition of 

some hereafter .  They a r e  described a s  "behaving as the  wind be- 

haves" (35). Here epanalepsis is used e f fec t ive ly  with polyptoton. 

This is an express ionis t ic  poem, giving voice t o  immense a t t i t u d e s  

about l i f e .  Harding says "some of T. S. E l i o t ' s  poetry . . . is a 

way of expes s ing  a concept f o r  uhiW no word exSatetign t h i s  poem, 

with what Louis HacNeiee calls its "hypnotic @dl incantatory 

repetitions,v58 seems an exsnple of such poetry. There is an un- 

r e a l  los tness  hovering about it. 

The many repe t i t ious  pa ra l l e l s  and balanced l i n e s  do have an 

hypnotic cadence, made of symploce, amphora, conduplicatio: 

We a r e  the  hollow men 
We a r e  the  s tu f fed  men 

Shape without form, shade without colour 

57 B. w. Harding, &&Q Word8 (New York: Herizon Press 
Publishers, 19641, p. 172. 

58 Louis MacNeice, "Eliot and the  Adolescent," T,S. El io t ,  comp. 
by Tambimuttu and March, p. 147. 



This is the dead land 
This is cactus land 

The eyes a r e  not here 
There a r e  no eyes here 
I n  this valley of dying s t a r s  
I n  t h i s  hollow valley. 

Incantatory a r e  the s e r i e s  of stanzas composed of balanced 

l i n e s  beginning with I1between1' and "and" and concluding with the  

l i ne ,  'IFalls the  Shadow1* (72-90). These a r e  placed on the  page 

with stammering fragments of The Lord's Prayer. There is f ea r  o r  

inh ib i t ion  o r  an intimation of God--or jus t  an easy evadion of God 

o r  a paralysis  of w i l l .  God is unknown o r  unsought; o r  g u i l t  o r  

uneasiness c rea tes  a ba r r i e r  between man and Godo There is need 

f o r  prayer, but there  is a hesitancy ("Life is very long1') o r  an 

i n a b i l i t y  t o  pray, so The Lord's Prayer is only f ractured prayer. 

The word l*kingdom;" with a var ie ty  of adject ives ,  is repeated 

throughout the  poem, hint ing at something beyond mortal l i f e  fo r  

which man should prepare, Man's existence is compared t o  a parody 

of a chi ldren 's  game song: 

Here we go round the  prickly pear 
Prickly pear pr ickly pear 
Here we go round the pr ickly pear 
A t  f i ve  o'clock i n  the  morning. 

H i s  death is compared t o  a jingled epimone, going round and round 

l i k e  a broken record with no choice and no incl inat ion:  

This is the  way the  world ends - 

This is the  way the  world ends 
This is the way the world ends 
Not with a bang but a whimper. 

These l a s t  four l i ne s ,  according t o  the  New York Times, a r e  probably 



t h e  most quoted of any twentieth-century poem. 59 

Ash Wednesday seems a much more personal poem. We cannot re- - 
sist searching f o r  t he  poet, It was wri t ten  f i v e  years a f t e r  The 
Hollow - Men, a f t e r  E l i o t  had formally joined the  Anglican Church, 

and at a time when h i s  wife ' s  mental i l l n e s s  must have been a very 

sad burden f o r  him. It is a poem of r e f l e c t i on  and vision. It is 

pen i t en t i a l  and almost e cc l e s i a s t i c a l ,  And i t  is a poem of repe- 

t i t i o n ;  i t  is, indeed, a poem so  in te r laced  with r epe t i t i on  t h a t  

it de f i e s  unravelling. 

Ash Wednesda~ can be read with severa l  l e v e l s  of meaning. - 
There a r e  undercurrents of t he  regre t  f e l t  by a poet who has l o s t  

h i s  voice.  (though t h i s  poet himself was bare ly  forty-two years o ld ) ,  

expressed i n  anaphora: 

(Why ehould the agdd eagle s t r e t c h  its wings?) 
Why should X tncRyn 
The vanished pver ofL+ke -1 niga? ( I ,  6-8) 

There is an  undercurrent of sadness, as of mourning the  l o s s  of 

human love: 

Because I cannot drink 
There, where t r e e s  fsower, and spr ings  flow, f o r  t he r e  is 

nothing again. (1, 14-15) 

Here, t he  'CBecausel' is one i n  several  s e r i e s  i n  anaphora, and the  

"therett sound recurs  fparachesis) ,  There is the  turning t o  God, 

the  emptying of s e l f ,  the  humility, the  repentance of one who has 

experienced the  death of h i s  o ld  ego and, exhausted and helpless ,  

59 $IT. S. El io t ,  the  Poet, is Dead i n  London a t  76," p. 1, col. 1. 



l i e s  waiting only t o  do His w i l l ,  voiced i n  diacope and amphora, 

which, i n  the l i n e s  beginning with "teach," usher i n  parallelism: 

And pray t o  God t o  hawe mercy upon us 
And I pray t h a t  I may forget  
These matters t h a t  with myself I too much discuss 
Too much explain 
Because I do not hope t o  turn again 
Let these words answer 
For w h a t  is done, not t o  be done again 
May the judgement not be too heavy upon us, ( I ,  26-32) 

Teach us t o  care and not t o  care 
Teach us t o  sit still. 

There i S  acceptance, emphasized with diacope and canduplicatio: 

I re jo ice  t h a t  things a r e  as they a r e  and 
I renounce the  blessad face 
And renounce the  voice 
Because I cannot hope t o  turn again 
Consequently I re joice ,  having t o  construct something 
Upon which t o  re joice .  (I, 20-25) 

I n  t he  midst of the repeated words, how perfect ly  r i gh t  the  prosaic 

" c ~ n s e q u e n t l y ~ ~  and "aonstruct" are! 

The poem uses -ope 3.iBsrdLly. Stephenson c a l l s  i t  Ifthe 

doubling of a word" and says t h a t  it  is "one most a t t r a c t i v e  device 

of Eliot 's11 and tha t  it "enhances and propels the  tone M w  of a 

l i n e ,  giving i t  musical emphasis and the impetus of increased vol- 

ume, lt60 Further examples follow, which r e c a l l  S i s t e r  Miriam's 

designating diacope with "deep feelingw: 

I no l o n e r  s t r i v e  t o  s t r i v e  towards such things  (1, 5 )  

Because I know I s h a l l  not know ( I ,  12) 

Bechse  I know t ha t  time is always time 

60 33. M. Stephenson, T. S. Zl io t  and the & Reader (New York: 
-4K 
--- 

Haskell House, 19661, p. 



And place is always and only place 
And what is ac tua l  is ac tua l  only f o r  one time 
And only f o r  one place. .  (1, ,16-19) 

(There is anaphora, a l so ,  i n  t h i s  passage, and epistrophe.) 

W i l l  the  veiled s i s t e r  pray fo r  
Those who walk i n  darkness, who chose thee and opp'ose thee, 
Those who a r e  to rn  on the horn between season and season, 

time and time, between 
Hour and hour, word and word, power and power, those who wait 
I n  darkness? (V, 20-24) 

This portion is complicated with anaphora, assonance, and auxesis, 

t ha t  is, words placed i n  cl imactic order. Because diacope is so 

prominent and is largely  responsible f o r  the  l i t u r g i c a l  music of 

Ash Wednesdax, more examples of its use seem necessary; notice a l so  - 
the  a l l i t e r a t i o n ,  anaphora, and modified antimetabole: 

. . And God said (Repetition of l i n e  11, 4) 
Prophesy t o  the  wind, t o  the  wind only for  only 
'he  wind w i l l  l i s t en .  . . . (11, 21-23) 

Who walked between the v io l e t  and the d p l s t  
Who walked' k t w -  
The va~%& asg&s af w&g&g~lesrr (wlyptoton,  too!) 

( Iv ,  1-31 
The new yeare walk, res tor ing  
Through a br ight  cloud of t e a r s ,  the years, res tor ing  
With a new verse the  ancient rhyme. Redeem 
The time, Redeem (epistrophe, a l so )  (IV, 16-19) 

Other forms of r epe t i t i on  a r e  used: a r r e s t i ng  pyslaa i n  "Shall 

these bones l ive?  s h a l l  these / Bones live?" (11, 5-61 ; consonance 

i n  "Terminate torment" (11, 35) i n  a complex passage (11, 25-47) 

which includes &analepsis and polyptoton i n  "End of the  endless / 

Journey t o  no end" (39-40), and antimetabole in "Speech without 

word and / Word of no speech," There is agnominatio ( r epe t i t i on  of 

a word with change of l e t t e r  o r  sound) i n  l lstops ,and s teps  of the  

rninpl' (111, 19);  and play on words i n  these i n t r i c a t e  l i n e s  using 



polyptoton: 

Let the whiteness of bones atone t o  forgetfulness. 
There is no l i f e  i n  them. A s  I a m  forgotten 
And would be forgotten, so I would forget. (11, 18-20) 

Another complicated passage which is representative of the 

abs t rac t  d i f f i cu l ty  of t h i s  beaut i ful  poem is the f i r s t  stanza of 

par t  V, l i n e s  1-9: 

I f  the l o s t  word is l o s t ,  i f  the spent word is spent 
(tautologia--repetition of the same idea i n  d i f fe ren t  
words;-amphora , diacope ) 

I f  the unheard, unspoken 
Word is unspoken, unheard 

(antimetabole ) 
S t i l l  is the unspoken word, the Word unheard, 

( diacope and epistrophe) 
The Word without a word, the Word within 
The world and fo r  the world; 

( diacope , consonance, agnominatio , polyptoton) 
And the l i g h t  shone i n  darkness and 
Against the Word the uns t i l l ed  world still whirled 

(agnominatio , polyptoton, hontonym) 
About the centre of the s i l e n t  Word. 

(consonance -and. "obtrusive ' the"' as i n  s~~vslpal l i n e s )  

Here, ;Bs an "Gemnti~n" a&L "Sorrg of Sheon, "Word" r e f e r s  t o  

Chris t ,  and the word-play is magnificent. Such repe t i t ion  of a 

common word ra ther  than a proper name is cal led diaphora. 

Words of the  poem a r e  l i f t e d  from the Bible, the  Anglican Book 

of Prayer, the  Mass. Some a r e  used a s  re f ra ins  and carry powerful 

emotion i n  the context of the poem. P e t  I, i n  which the suppliant 

is accepting tfEFI% '*these wings a r e  no longer wings t o  fly'! (54)) 

closes with a repe t i t ion  from the "Awe Maria!':̂  

Pray for  us s inners  now and at the hour of our death 
Pray f o r  us  now and a t  the  hour of our death. (I, 40-41) 

Looking back while f ight ing the "deceitful  face of hope and of de- 

spair" ~ I I I ,  6), h i s  yearnings prompt him, even while a t ta in ing  



"strength beyond hope and despair" (111, 20) t o  repeat  from the 

communion brayer, 

Lord, I am not worthy 
Lord, I am not worthy 

but speak the  word only. ( 111, 22-24) 

I n  concern f o r  "Those who walk i n  darkness" (V, 211, he r e c a l l s  the  

Old ~es t amen t  plea,  

0 my people, what have I done unto thee. (V, 10, 28) 

0 my people* (V, 36) 

Man's reluctance t o  give up the  beauty and joys of temporal 

things,  analagous surely  t o  the  anguish of facing untimely death, 

is sa id  gently: 

(Bless me f s the r )  though I do not wish t o  wish these things 
From the wide window towards the  grani te  shore 
The white sails still f l y  seaward, seaward f ly ing  
Unbroken wings, (VI, 7-10) 

The a l l i t e r a t i o n  i a  played with diacope and antimetabole. Karl 

Shapiro scrys of alUteration, 

[I%] works i n  several  ways at  once: i t  adds a rhythm 
t o  the other rhythms of meter and sense; i t  heightens 
feel ing i n  the  reader 's  mind; and more important, i t  
gives f i n a l i t y  t o  the  idea by s e t t i ng  it off as a 
separate f i g ~ r e .  I n  a sense it t raps  the  idea so  t h a t  
it can never again escape. Perhaps t h i s  ie what peo- 
p le  mean when they say t h a t  good poetry i s  memorable. 
I prefer  t o  say that6+ . . the poet has proved what 
he thought and f e l t .  

Throughout Ash - Wednesday the  wavering weak w i l l  and the over- 

whelming humility and acceptance, the  s t r i v i n g  and reaching a r e  

emphasized and echoed i n  repeated fragments: 

61 Shapiro, p. 33. 



Because I do not hope t o  tuqn again 
Because I do not hope 
because I do not hope t o  t u r n  

Because I cannot hope t o  t u r n  again 

Although I do not hope t o  t u r n  again  
Although I do not  hope 
Although I do not hope t o  t u r n  

Teach us t o  ca re  and not t o  ca re  
Teach us  t o  sit still (I, 38-39; VI, 27-28) 

And s p i r i t  of t h e  r i v e r ,  s p i r i t  of t h e  sea  
S u f f e r  me not t o  be separa ted  

And l e t  my cry  come unto Thee. (VI, 33-35) 

Surely,  A& Wednesday has more of f e e l i n g  than of meaning. Fash- 

ioned i n  very g rea t  p a r t  f ron  sound, word, and phrase r e p e t i t i o n s ,  

it q u i e t l y  expresses t h e  s o u l ' s  needs and leaves  a halo of s a n c t i t y  

around humble man and h i s  yearnings--even h i s  gladness. Its naked 

humili ty makes && Wednesday f o r  l i t e r a t u r e  what Lent 's Ash Wednes- 

is f o r  t h e  Chr i s t i an  church year. 

. "After such from t h i a  atudy, I nuurt conclude 

t h a t  T. S. E l i o t  makes extens ive  U B ~  of r epe t i t ion .  It is i n  the  

t e x t u r e  of each poem studied.  E l i o t  harnesses i t  t o  h i s  purposes 

i n  h i s  very f i r s t  poetry, and i n  t h e  last he is still i n  command 

of i t  as a prominent and beau t i fu l  tool .  I n  between, with h i s  

"muted cadences,"63 as Rodman c a l l s  them, he manipulates i t  as he 

chooses, from s a t i r e  t o  prayer. He does not l i m i t  himself i n  the  

f r e e  use of r e p e t i t i o n  but  uses many kinds i n  numerous ways, with 

62 E l i o t ,  71Gerontion," Collected Poems, p. 30. 

63 Selden Zodman, ed., One Hundred Modern Poems ( ~ e w  York: The 
New American Library,  1953TP. x x i i i  . 



t h e  v a r i a t i o n  which Boynton and Piack say is e s s e n t i a l  i n  r e p e t i -  

64 
t i on .  I f ind  t h a t  a l l i t e r a t i o n ,  anaphora, diacope, epimone, 

polysyndeton, and synploce a r e  used espec ia l ly  often. Of t h e  

poems s tudied ,  Ash Wednesday is most i n t r i c a t e  i n  r e p e t i t i o n  and 

l e a s t  s t ruc tu red  i n  conventional v e r s i f i c a t i o n .  "The Hippopota- 

mus," conversely, has rhymed s t anza  form and very l i t t l e  word 

r e p e t i t i o n ;  of E l i o t ' s  seve ra l  poems employing t h e  Gautier  quat- 

r a i n ,  "A SooMng Egg" i s  the  only one with s i g n i f i c a n t  repet i t ion--  

i n  t h e  four  c e n t r a l  s t anzas  described on page t w e n t y ~ f i v e .  I n  

each poem E l i o t ' s  r e p e t i t i o n  seems r i g h t ,  s o  eloquently pa t terned 

t h a t  it captures  and holds,  s o  p e r f e c t l y  f i t t e d ,  even unobtrusive, 

t h a t  "it seems t o  a r i s e  n a t u r a l l y ,  out of one 's  own unconscious. 165 

" E l i o t ' s  supple l i n e  ," according t o  iiicNeice, "can so exact ly  &rid 

without f u s s  convey t h e  s l i g h t e s t  nuance, change of mood o r  

v a r i a t i o n  on his theme. ,166 

m o t ,  of COUT- is no-t uaiqfze in t he  use  of r epe t i ton .  

Sam Meyer maintains t h a t  contemporary w r i t e r s  do use  t h e s e  f i g u r e s  

of r h e t o r i c  and t h a t  interweaving such a s  I have described is "a 

conventional as well  a s  i n t e g r a l  part of t h e  b o e t i c 3  lo re .  167 

64 Robert 'd. Boyaton and Maynard Mack, In t roduct ion  t o  the  Poem --- 
(New York: Hayden Book Company, Inc.,  19651, p. 93. 

65 James Reeves, "Cambridge Twenty Years Ago," S* E l i o t ,  
comp. by Tambimuttu and March, p. 41. 

66 Louis NacKeice, p. 149. 

6' Edward P. J. Corbett ,  ed., Rhetorical  Anal s e s  of L i t e r a r y  
Works (New York: Oxford Universi ty Press ,  19-15. - 



John Crowe A5anson says that "of all the pioneers who had looked 

for a suitable modern prosody, miot was best. He favored . . . 
keeping more or less the iambic pentameters of the blank verse he 

needed by 'counterpointing' them with smaller cross-rhythms." 6 8 

This "counterpointing" is primarily repetition. 

Fred 3. Millett summarizes the evaluating of poetry: "The 

excellence of a poem depends finally on what is said, the manner 

in which it is said and . . . the relationship between the matter 
and the manner. lf6' Finding this relationship is what I have tried 

to do in Eliot's poetry by showing how one well-used rhetorical 

device can function for emotional response and understanding, 

These goals, emotional response and understanding, fall within 

Dylan Thornas's definition of poetry--"the celebration of man, 

which is also the celebration of God." 70 

6 8 John Crowe Ransom, "Gerontion, tt Sewanee Review, LXLIV (1969), 

pa 390. 

59 Fred B. Millett, "The Vigilantes," Essa s ed. by Leonard F. 
Dean (sew York: Harcourt, Brace and Co., d ' p .  51. 

70 Dylan Thomas, ffNotes on the Art of Poetry," Modern Culture 
and the Arts ed. by James B. Hall and Barry  lan no- York: - - -9 
McGraw-Hill Book Company, 19671, p. 322. 



GLOSSARY OF RHMlORICAL TERMS 

A~nominatio: r e p e t i t i o n  of a word with change i n  l e t t e r  o r  sound 

Al l i t e ra t ion :  recurrence of an i n i t i a l  o r  medial consonant sound, 
and sometimes of a vowel sound 

Anadiplosis: r e p e t i t i o n  of the  last word of one l i n e  o r  c lause  a t  
the  beginning of t h e  next 

Anaphora: r e p e t i t i o n  of the  same word o r  group of words a t  t h e  be- 
ginnings of successive l i n e s ,  c lauses ,  o r  verses  

Bntimetabole: ak in  t o  l o g i c a l  conversion i n  t h a t  it tu rns  a sen- 
tence around; r e p e t i t i o n  of words i n  reverse  gram- 
matical  order 

Ant i s t a s i s :  r e p e t i t i o n  of a word i n  a d i f f e r e n t  o r  contrary  sense 

Assonance: resemblance of proximal vowel sounds 

Auxesis: words o r  c lauses  placed i n  c l imact ic  order 

catacosmesis: ordering words from g r e a t e s t  t o  l e a s t  i n  d ign i ty  

Commoratio: Emphasizing a s t rong  point  by repeat ing it severa l  
times i n  d i f f e r e n t  words 

~Conduplicatio: r e p e t i t i o n  of a word o r  words i n  succeeding l i n e s  
o r  cf auses  

Diacope: r e p e t i t i o n  of a word with one o r  a few words i n  between 

Diaphora: r e p e t i t i o n  of a common word r a t h e r  than a proper name 
t o  s i g n i f y  q u a l i t i e s  of t h e  peraon as well as naming h i m  

Epanalepsis: r e p e t i t i o n  at  the  end of a l i n e ,  phrase, o r  clause 
of the  word with which it began 

Epimone: r e f r a i n ;  r e p e t i t i o n  o f ' a ' p h r a s e  of quest ion 

Epistrophe: r e p e t i t i o n  of a word o r  phrase at  t h e  end of severa l  
l i n e s ,  clauses,  o r  verses  

Epizeuxis: r e p e t i t i o n  of w o r d s  with none i n  between 

Exergasia: Repeating the same thought i n  many f igurgs  

Homoioptoton: using various w o ~ d s  with similar case endings 

Homoioteleuton: iis- various uninf lec ted  words with similar 
endings 

Isocolon: r e p e t i t i o n  of phrases of equal length  and usual ly  cor- 
responding s t r u c t u r e  
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Polyptoton: repetition of words derived from the same root 

Polysyndeton: use of a conjunction between successive words, 
phrases, or clauses 

Pysrna: asking many questions that require diverse answers, or 
a series of rhetorical questions 

amploce: a combination of anaphora and epistrophe, q.v. 

Tautologia: repetition of the same idea in different words 



REPEZX!EQ14 IS XBEFRZ OF T. S. ELIOT THROUGH ASH-WEDMESPAY - 

Adams, Hazard. The In t e r e s t s  of Criticism: An Introduction to 
Literary Theory. New York: Harcourt , ~ r a c e T  World, Irrc . , 1969. 

Aiken, Conrad. "T, S. El iot ,"  Life ,  LVIII (January 15, 19651, - 
92-93. 

Allen, Gay Wilson. Whitman Handbook. Chicago: Packard and 
Company, 1946. 

Baker, William E, Syntax i n  English Poetry, 1870-1930. Berkeley: 
University of California Press, 1967. 

Blanshard, Brand. "Eliot i n  Memory ," Yale Review, LIV (June 1965) , 
635-640. 

Brooks, Cleanth. "T. S, Eliot:  Thinker and Artist ," Sewanee 2- 
view LXXIV (1966 , 310-326 
-9 

Boynton, Robert W., and Maynard Mack. Introduction t o  the  Poem. 
New York: Hayden Book Company, Inc,, 1965, 

Bradley, A. C. Toetry f o r  Pe8trgte Sake, Folcrof t ,  Pa*: The Fol- 
c r o f t  Prees, Inc., 1yOL 

Carruth, Hayden. "Upon Which t o  Re joioe," Poetry, C V I  (June 19651, 
239-241 

Ciardi  , John, "Thomas Stearns Eliot: 1888-1965, t t  ~UE&&X-+ 
XLVIII (January 23, 1965), 35-36 

Corbett, Edward P. J. Classical  Rhetoric f o r  the  Modern Student, 
New York: Oxford University  re- 

, ed. of L i t ~ m W a + .  New Yorkt 
Oicf ord Bniversi 

Costello, S i s t e r  Mary Cleophas, Between F i x i t  and Flux: A Studx + of the  Conce t of Poetr i n  t h e w i s m  ---- of ~.=t.  Wash- - ington, - T+ ~ e d l i c  m v e r s i t ~ .  o i  berim &-, Inc., 
1947 

Day, Robert A ,  '@The 'City Man' i n  The Waste Land: The Geography 
of Reminiscence, " - P N ,  LXXX (~unn965>,285-291. 



DobrGe, Bonamy. "T. S. El iot :  A Persoaal Reminfscme," Senanee 
Review, LXXIV (1966 1, 85-108, - 

Drew, Elizabeth. Poetry: A Modern --- Guide t o  Its Understanding and 
Enjo-Ment . New York: ~ e l i  Publishing Co. , Inc . , 1965. 

i . T. S. E l io t :  
Charles ~ c r i g e F ' s K  

of His -- Poetry, New York: 

and John L. Sweeney, Directions i n  Modern Poetry. New 
York: W. W. Norton and Co., Inc, ,  1940. 

Durrell,  Lawrence. "The Other T. S. Eliot," Atlantic,  CCXV (May 
19651, 60-64. 

E l io t ,  T [homagj s ~carps1 . A Choice of 's Verse. Garden P== ' City,  N. Y.: Doubleday & GO., fnc,, 19 1. 

. After S t ran  e Gods* A Primer of Modem Heresy, New 
Pork: Warcourt, - Brace --% & o., , 7 3 3 4 ;  

, t rans.  Anabasis, by St.-John Perse. New York: Har- 
cour t ,  Brace & C O . , ~  

. "An E7rotional Unity," - Dial, LXXXIV (February 19281, 
109-112. 

. C h r f s t i a n i t  and Culture. New Y d :  kreaart, h c a ,  
EUkd WQT& i ~ # : z  

. '*Isolated Superiori ty,  " Dial, LXXXIV (January 1928 ) , 
4-7 

. Let te r  i n  fh Lfterary Supplement, September 27, 
1928. Reprinted i n  T.L.S. 1962, I V ,  188. 

. Possum's Boclk of PractioalCstfs.  New York: Har- 
court ,  Brace and World, Inc., 1939. 

. On Poetry aa-d Poets. New YorktFwxsi~, b a u s  and 
Ctiroux, 1 9 4 3 7  

. Selected Essays. Mew York: Hareourt, Brace and World, 
Inc., 1960. 

. The Sacred 2 Poetry and Criticism. - 
London: Methuen & Co., 



. The Use of Poetry and the  Use of Criticism: Studies 
-7- 

i n  the  Relation of Crit icism t o  Pee- i n  Ewlakd,. hmhridge, 
-7 

Mass.: Harverd University Press,  1933. 

. & Cr i t i c i ze  & C r i t i c  and Other Writings. New York: 
Farrar ,  Straus  and Giroux, 1 $ r  

Elmen, Paul. "The Magical Journey of T. S, Eliot ,"  Chris t ian a- 
t u r ~ ,  LXXXII (May 19, 19651, 649-6500 

Ford, Boris. "A Case For Kipling?" Scrutiny, X I  (1942-1943), 
23-33 

Friedman, Norman, and Charles A. McLaughlin. Poetry: Intro- 
duction t o  its Form and A r t .  New York: Harper and How, ----- 

Frost ,  Colin. "Poet-Critic T. 5. El io t  Mes  i n  London," h f)~e@ 
Tribune, January 5, 1965, p. 12. col  4. 

Frye, Northrop. Anatomy Criticism: Faur Essays. New York: 
Atheneum, 1969. 

Gardner, Helen. The A r t  of T, S.  Eliot .  New York: E. P. Dutton 
and Co., Inc., 1940. 

Geier, Norbert J. Problem of Aesthetic Judgment and Moral 
Jud ent  of L i t e r  V a l u e i n  the  C r i t i c a l  Theories ofJ Irving * . - .  -a- 
Babbitt ,  .Pa Efmer MorZ;" ~ v ~ k ' u f n t i r a  and -Ti .Si-&&&&. W b -  --- tidGG, Unive r s i t y  of Wfsconsin, 1964, 

Geiger, Don, i n  Hodern Poetics, Baton Rouge: 
Louisiana S b - b  9 7%1L̂  - 

Gorrell ,  Robert M., ed. Rhetoric: Thecries f o r  A l i ca t ion .  -+ Champaign, Ill,; N a t i d  Cauncil of Teachers of nglish,  1967. 

Gross, Harvey. The Structure  of Verse: 
Greenwich, Conn. : m u b l  ica t ions  

H a l l ,  James B., and Barry Ulanox. Modern Culture and the  A r t s .  
New. York: McGraw-Hill Book Company7$7. 

Harding, D. W. erience In to  Words, New York: Horizon Press 
Publishers, 1 

Headings, Ph i l ip  -Re T. S . Eliot .  New York: Twayne Publishers , 
Inc . , 1964. 

Hewes, Henry. "Journey t o  Simplicity," Saturdag: Review, XLVII I  
(January 23, 1965) , 53-54 



Hopper, Stanley Romaine, ed. S p i r i t u a l  Problem & Contemporary 
Literature.  Neu York: Harper and Brothers, 1957. 

Joseph, S i s t e r  M i r i a m .  Shakespeare's Use of the  A&s of kauage.  
New York: Columbia University Press, 1947. 

Kenner, Hugh. "Death of a Poet ," National Review, :NII ( ~ a n u a r ~  
26, 1965) , 63-64. 

Krieger, Murray. The New Aaoloffists f o r  Poetry, Minneapolis: 
University of Minnesota Press,  1956';- 

L a m ,  Richard A. A Handlist of Rhetorical Terms. Berkeley: 
University of ~ a l i ? o r n i a  ~ r e s c  'r 

Zask, Thomas. * ' H i s  Verse Reflected Sp i r i t ua l  Despair After F i r s t  
War," New York - Times, January 5, 1965, p. 1, col. 5; p. 30, ~01s. 
3-7 

Leavis, F. R. "Eliot 's  Later Poetry: The Dry Salvages," Scrutiny, 
X I  (1942-1943) -71 

Le Brun, Phil ip.  "T. S. E l io t  and Henri Bergson," Review of En - 
l i s h  Studies, New Ser ies ,  X V I I I ,  70 (19671, 149-1- E&, 
3 T x € r - -  

Martin, Jay, ed. A Collection of on 'The W-te 
Land." ~nglewoo; ClLlfa, N. J.; - &* 1- 

McKean, Keith F, The Moral Measure of Literature.  Denver: Alan -- - 
Swallow, 1961. 

"Mr. T, S. El io t ,  0. M., the Most In f luen t ia l  English Poet of H i s  
Time, f1 ( ed i t o r i a l ) ,  - Times (London), January 5, 1965, p 12, co l s  . 
1-2. 

Flusgrove, S. T. S. El io t  and Walt Vhitman, New York: Haskell House, 
1966. 

"Notes and Comment, New Yorker , XL (January 16, 1965 ) , 25. 

Nowottny, Winifred. Language Poets Use. London: The Athlone -- 
Press, 1968. 

"Obituary Note," PubliSba~h' Weekly, CLXXXVII ( ~ a n u a r ~  11, 1965). 
69-70 

Paul, Leslie. "The Elusive Genius of T. S. E l io t  ," Reporter, 
- X X X I I  (April 22, 1965) , 33-35. 



Perr in ,  Por ter  G. WriBer's - -  Guide and Index t o  English. Chicago: 
Sco t t ,  Foresman and Compa-ny, 1959. 

Perrine,  Laurence. Sound and Sense: An Introduction to Poetry. 
New York; Harcourt, Brace and ~ o r l d F ~ n c . ,  1%9. 

"Poet Mourned byr Colleagues i n  Li terary World," ( e d i t o r i a l ) ,  New 
York Times, January 5, 1965, p. 30, cols. 2-4. 

Pound, Ezra. "For T. S. E.," Sewanee Review, WCIV (19661, 109. 

Press,  John, A & of Modern English Verse. New York: Oxford 
University ~ F e s s ,  1969. 

Ra o, Henry. "T. S. Eliot:  A Memoir and a Tribute ," Poetry, CV 
$March 1965 , 392-295 + 

Ra Jan, B [alachandra , ed. T, S, Eliot:  A s t u d ~  w ; i : b  .& 
Several Hands. New York: Funk and%g&ls Company, 19 9 

Ransom, John Crone. " h r o n t i ~ n , ~ '  Sewanee Review, LXXIV (1966), 
389-414. 

Head, S i r  Herbert. "T. S. E.--A Memoir," Sewanee Review, LXXIV 
(1%6), 31-57. 

Richards, I. A. Pr inc i  l e s  of Li terary Criticism. New York: Har- + court ,  Brace and or ld ,  Inc., 1925. 

Rodman, Selden, ed. One Hundred American Poems, New Yark: %!he 
New American ~ i b r a r r i r  

, ed. One Hundred Modern Poems, New York: The N e w  - - 
American Library, 1953. - 

Sanders, Gerald Mitt, John Herbert Nehm,  and M. 5. Rorrenthal. 
Chief  ode& P-te of Br i ta in  and America, %h..& &w W: 
EiXacmillanCompany, 1970. 

- 
Scholes, Robert, and Robert Kellogg. The Nature of Narrative. New 

YorJt: W o r d  University Presrs, 1966. 

Shapiro, Karl. Beyond Crit icism, tincoln: University of Nebraska 
Press,  1953, 

Smith, Grover. T. S. Eliot's Poe%rg and Plays: 4 Study in 
and Meaning. ~ e a g o ~ u n i v e ~ ~ i %  of I;himgU ~*1&888+T%% . 

Southam, B. C. Guide t o  the  Selected Poems of T. S. Eliot .  New 
York: Harcourt, Brace & World, Inc., 1- 



Spender, Stephen. "Remembering E l i o t  ,I1 Sewanee Review, LXXIV (19661, 
58-84. 

Stephenson, E. Pi. 5 S. E l i o t  and t h e  Lay Reader. New York: Haskell 
House, 1966. 

Stravinsky,  Igor. "Elemories of T. S. El io t , "  Xsquire, LXIV ( ~ u ~ u s t  
1965 ) 92-93 

Sweeney, Francis. "In Memoriam: T. S. E l i o t  ," America, C X I I   an- 
uary 23, 19651, 120-121. 

"T. S. E l io t :  He Knew t h e  Anguish of t h e  Marrow, t h e  Ague of t h e  
Skeleton," Time, LXXXV (January 15, 1965), 86-87. 

"T. S. E l i o t ,  t h e  Poet,  Is Dead i n  London at  76 ," New York Times, 
January 5, 1965, P. i. C ~ I S ; '  1-4. 

Tambimuttu and Richard h c h ,  cmps.  S. El io t .  New York: Tam- 
birnuttu and b s a ,  1965, 

Tate,  Allen. ' lPostscript  by t h e  Guest Editor ,"  Sewanee Review, 
LXXIV (19661, 383-3879 

Thompson, 
Carbondale: 

Thra l l ,  W i l l i a m  F l i n t ,  and Addison Hibbard. A Handbook t o  @tiera- 
t u r e ,  With an Outl ine L i t e  &.sta.q, -&dish g~rd~rnsr i~a i r .  - -- 
New York: The Odgssey Press,  

Unger, Leonard. 2 S, E l i o t .  -H&aw&pr,Zis: U f i v e r s i t ~  of Minne- 
s o t a  Press,  1961. 

, ed. T. S. E l io t :  A Selected Cri t ique.  New Yofk: --- 
Rinehart and Company, Xnc., 1#8. 

. -- T. S. E l i o t :  Moments kid  Pat terns .  Minneapolis: 
Universi ty of Minnesota Press ,  1 9 6 T  

. "T. S. E l i o t ' s  Rose Oarden: A P e r s i s t e n t  Theme," 
-Sspkbrn - -  Review, V I I  ( 1941-1942 ) , 667-689, 

Veeder, William R, 5% Yeats: The Rhetoric of Repeti t ion.  
Berkeley: Universi ty of B r n i s  brae, 1 s  

Wellek, Rene. 'The Hain Tre- fn TmPtiet2t-Centur~t Criticim," 
Yale Review, L I  (Au- 19&Z>,. 302-la. -- 

, and Austin Warren. Theory of Li te ra tu re ,  3rd ed. 
New York: Harcourt, World & Brace, Inc., 1956. 



Whitternre, Reed. "T. S. El iot ,  1888-1965," Republic, CLII 
(January 16, 1965), 28. 

"Writer, Born i n  U. S. ,  Gained Fyae With 'The Waste Land'," New 
York Times, January 5, 1965, p. 1, cols  2-4; p. 30, ~01s. 1-54 

Zabel, Morton huwen, ed. America, 2 vols . ,  
3rd ed. New York: Harper & 


