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Introduction

Language 1s an instrument of communication
according to which messages with the aim of
ordering, persvading or informing are to be

transferred from one to another. In this
regard, Smith describes language as ' a medium
or channel through which a speaker ... transmits
information to a receLV1ng <o listener' (1). A

literary work is a medium of linguistic
communication between author and implied reader.
That is, the artist adjusts language to his own
purposes, and, to do so, he uses various
linguistic devices to ensure that his aims would
be achieved. In other words, a work of art is a
craft in language and a manipulation of words,
and, on a larger scale, syntactic stuctures.

The analysis of discourse is necessarily the
study of language in communication. Such study
involves contextual considerations and so it
necessarily belongs to that area of linguistics
called pragmatics.

Pragmatics is concerned with the
three-termed relation which unites linguistic
forms and the communicative functions these

; forms are capable of serv;ng with the contexts
| or settlngs in which given linguistic forms can
| have certain functions. In other words it is
the study of the use and meaning of utterances
in relation to their situation.

DOLng dlscourse analysis, Brown and.Yule L
 Erta1nly 1nvclves dOlng Syntax and,,;ﬁg_é

SR ;p_“gmatlcs, {2y pragmatlc facts are frééﬁén”137 &'n
E _  ;ﬁQ;necessary for explalnl g syntactlc and semantlc.g;;cW
; -"'*'ﬁfacts.ﬂ o . _ . - o




Piscourse:

The term discourse applies to any sample
of language us ed for any purpose.({l) Thus
the analysis for disccurse is essentially the
study of language in communication, whether in
a ‘speech act, an advertisement, a news item or
work of art. This analysis goes beyond the
description of linguistic forms to the
purposes and functions these forms are
designed to serve. The functions of language
generally fall in two majour categories -
transactional and interactional. It is not
always the case, however, that any one
language is entirely transactional or entirely
interacicnal, but there 1ig often an
overlapping between the two functions.

A language, which is primarily
transactional, is a language used to convey
factual or propositional information. Here
the speaker / writer is primarily interested
in the efficient transference of information:
What matterg most is to convey the message
clear and to the point. Thus the language of
an army commander explaining to his perqonnel
how to lay an ambush for an enemy convoy 1s &
_prlmarlly transacticnal language. And so is
the language of a Dbrochure reading
instructions about the use of a washing
machine. Other examples of prlmarLly
transactional language could be found in the
-language used by  a -sclentist describing an
© experiment, a’ football trainer explaining to a
player how to- shoot'agpénalty kick or-a. pilot .
“oreporting toan’ air control: post a- fallure An
=Honeﬁof hlS plane s englnesﬁ R R A
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*,commltments to_ Lhe craft of btudylng,

Interactional language, on the other hand,
is primarily used to maintain social
relationghips rather than giving information.
It is to be noted here that the establishment
of common viewpoints is characteristics of
interactional lnguage. The great part of
spoken language 1s interactional. This
function, however, is not totally absent
written language, as there are some written
genres whose purpose is not to inform, but
rather maintain social relationships, e.q.
thank-you letters and love letters. {1l)

Lipguistics and Litevsture :

The linguistic approach to the study of

literatur is based on the rationale that
language is the medium through which literature
is entirely realized. In this regard,

Coulthard maintains that literature is the art
form realized entirely through language and
although evaluation and interpretation are the
provinces eof the literary critic, -it 1is
reasonable to suggest that a detailed analysis
of authorial technique and stylistic features
can be more successfully achieved within a
rigorous linguistic framework(2). Relatedly ,
Freeman states that ﬁinguistics is as much
entitled to a place in the baggage of the
llterary critic as histoery; biography,
‘bibliography, or psychology~ all disciplines
which cont¢bute new facts, new ways of looking
facts, and new kinds . of th@oretlcal_

o Kplalnlﬁg_;_ _. and evaluatj_ng 1.}_terary art (1 In




this regard, Leech and Short point out that

Examining the language of a
literary text can be a means
to a fuller understanding and
appreciation of the writer's
artistic achievement{2).

Approaches to Studving lLanquage:

On one hand, formalists tend to regard
language as a primarily psychological
phencmenon and, accordingly, linguistic
universals are derived from a commmon genstic
linguistic inheritance of the human species.
On the other hand, functionalists tend to
regard language as primarily societal. They
tend tce explain language universal as being
derived from the universalities of language
uses 1in gocieties. In this regard, Leech
maintaing that :

To take one point of

difference it would be

foolish to deny that it is a

psychelogical phencmenon, and

equally. foolish to deny that

it is a social phenomenon ...

The correct approach to

language is .both formalist.
and functionalist(3)

(1) D. Freeman, Linguistics and Literary Style.

ork:. - Holt, 197 D




This means that arguments of both
approaches should be borne in mind without
holding one school superior to the other.
Alsc, any balanced approach to language must
give as much weight to meaning as to form.
Jacobs and Rosenbaum point out that the
speaker of a language intuitively associates
meanings with particular language forms, (1)

Literarv Texte and Styligtics:

The importace of conducting a study of
literary language by means of linguistics has
taken the form of 'Discourse Analysis'. in
fact, the application of linguistic
characteristics to literary texts has proved
that literature has linguistic form and that
some sort of harmony exists between
linguistics and literature. Stylistics which
is & branch of linguistics investigates the
relationship between style and literary
function or the application of linguistic
characteristics toe literary language.

Stylistic analysis of a given text which
functions through linguistics, aims at the
analysis of discourse in such text. In this
regard, Chapman states that the distinctive
usages of languages are known as styles and
SLidinguistic shudy' of different styleshlis

,_called stylistic'(2) . L

"Pfuﬂctlon Of ¢ styllsﬁlcs ls;to expound _; 




context of a comprehensive unit of linguistic
performance. Zlthough it is a branch of
linguistics, stylistics differs from
linguistics. Linguistics is concerned with
the examination of a sentence while stylistics
focuses on the investigation of a bigger unit
of linguistic performance incorporated within
the framework of disourse or an overall text.
In this regard, Leech states that style is
'the linguistic characteristic of a particular
text’' (p. 12}. Thiaz means that style
indicates the route in which language operates
in a given context. It is a term used to show
the function of language in spoken and written
discourse as well as in the literary and non
literary fields. 1In its wide sense, the word
'style’ also covers the way of writing of any
author. Tt 1is an idnstrument by which a
linguist could examine the cholces worked out
by an author in a particular context.
Commenting on the importance of style, Leech
(1983) quotes Wesley saying that:

Style is the dress of thought:
a modest dress, neat, but not
gaudy, will true critics
please (p.18)

Carter points out that there are two
branches of stylistics, namely linguistic :
stylistic and literary stylistics. The first §
branch studies ways of analyzing samples of !
~.style - and - language, especially the .

- snon-literary . languageﬁ,_'The ‘second - I:Drazlru:lrl-'_'__-'_....__..___:_i
- studies methods of conceiving, lnterpretatlng PR

~ and estimating the literary. works, by virtue . = .

- ofr cr1t1c1sm:yj In ths regard Leech (1981)'-”:77“7




'5rra wzder range. of communication over time and-

author is to be called 'register'. In this
vegard, Chapman (1973) maintains that 1t is
highly meortapt that a writer chooses
registers aligning the situations they depict.

Moreover, two major tthgﬂ are to be
lnvpstlgated in the processing of texts; the
first is the universe of discourse, that is
relevant to the world of the writer and his
expectations about the extent with which the
reader is to be in touch with his world. The
second is the words and expressions used in a
text.

Register can be subdivided into three

categories of language use - mode, tenor and
domain. (1}
Mode

Mode has to do with the effects of the
medium through which the language 1is
transmitted. A distinction could thus be made
between the auditory and the visual medium,
that is, between speech and writing. '

The view that written language is better
than spoken language has become no longer
valid. From the linguistic point of v1ew,

‘written language is not basically more or less

superior to spoken language, but each has

different functions to perform , uses
different forms and shows different llngulstlc
eratures.. - : : L - : _

ertlng has the advantage ot allowlng for_

ores .- and accumulates knowledge




production. A speaker, for ‘example

cver ages 1in records independent of +the
memories of those who keep the records., It is
this function -storage- which has led to the
development of societies and the promction of
intellect since early times, and without this
advantageous function for both the writer and
the reader society would have never worked as
it currently does. The writer can carefully
plan and revise what he wants to communicate.
The reader, on the other hand, can process the
written material at leisure, rereading parts
and omitting, a chavacteristic which is not
avalable in spoken language.

In literate cultures, speech is used to
maintain social relationships and integrate
individuals into social groups. VYet there are
instances when speech is used to tranemit
factual information. A news bulletin on the
radio, for example, is not meant to maintain
social relationships of any kind, but is aimed
at the efficient transference of information,
and the language is often straightforward.

Whereas speech allows for quick and direct
communication with an immediate feedback from
the addressee, the writer cannot monitor the
effect of his message on the reader and simply
has to imagine his reaction.

To sum up, the_major_difference“between_ﬁhe
function of speech and the function of writing
is that speech is essentially meant to be

‘transitory, while writing is meant ‘to be o
r atlvelypermanent, : L I

“Spoken ‘and ‘written language also differ

F

:.::: Can make '

th tonat




language, on the other hand, makes use of such
features as punctuation, paragraphing and the
capitalization of letters, all of which lack
in speech.

As for as linguistic forms are concerned,
speech differs from writing in many respects,
At the lexical level, the vocabulary used in
speech is generally simple and more informal
than that used in writing. It is because
speech is mostly used in informal situations
that its vocabulary tends to be more informal.

The grammatical structures used in gpeech
adlso differ from those used in writing. Leech
and Svarvik remark that "the grammar cf spoken
Sentences is gsimpler and less strictly
constructed than +the grammar of written
sentences”.(l) Spoken language for example
generally containg less subordination and a
smaller number of clause elements compared to
written language. Another grammatical feature
to be considered in the cemparison of spoken
and written discourse is +the ‘noun phrase
structure, In written English it is quite
common to use heavily premodified noun phrases
whereas in speech it is rare to find more than
two premodifying adjectives, and speakers tend
to construct short chunks of speech so that
only one predicate is attached to a given
referent at a time: .

. tabby + vith torn ears®.(2) -
In _ S po ken la. n guage; the oo cu re nce B oy

.. An spoken a biggish cat. +.

sive constructions is gemerally restrained

 pas




and active declarative sentences are normally

found. In written language, the use of
passive sentences which allows non-attribution
of agency 18 comnmon. In speech, active

constructions with 1ndutermlnate group agents
are ﬂQthE&b3@

The organization of writing is different
from the organization of speech, and this is
reflected in both types. In spontaneous
speech, it is usually difficult to delimit
sentences, whereas 1in writing complete
linguistic units are normally discernible,
Constructions in speech are often incomplete
and unfinished, vet understandable to the
addressee. This use of incomplete structures
could be attributed to the fact that the
shared knowledge of the participants in a
conversation make complete structures rather
unnecessary. Brown and Yule remark:

The Speaker is typically less
explicit than the writer
I'm so tired (because} I had
to walk all the way home. In
written language rhetdrical
organizers of larger stretches
of discourse appear, Llike
firstly, more important than
and in conclusion. These are
rare in spoken langudge.

-The  inexplicitness mentloned in  the

Qquotatlon above - ‘could be attrlbuted to-several .
. reasons.... Pirst, .a epeaker can make fuliuse o
“of ‘the: parallngulstlc features cand wvoice T
-{quallty effects. to. convey extra infomation. -
. ‘Becond, .

by pointing to objects or people or




_ ffaﬁd writing-is- repetlthEHESS“'
oremarks that.;x;ﬁaa;+_.uu R

understood by his addressee. Third, the
speaker relies more on the hearer's
understanding of the context and on his ability
to interrupt if he fails te understand. This
consideration is absent in written language
since an immediate feedback from the reader is
not accessibkble to the writerxr, who has to
imagine the reaction of his addressee.

Inexplicitness is reflected in the speakers'

extensive use of rather generalized vocabulary
such as “that sort of thing, stuff, kind of,
things like that, alot of, got, do, thing,

nice, etc.... " Also, the freguent use of
pronouns such as 'it', 'this’ and 'that' marks
the speakers’ tendencies towards

inexplicitness.

In written language, on the other hand, a
set of metalinguistic markers is used to deflne
relationships between clasuses {when, while,
besides, moreover, however, in spite of, etc
s+« }+ In spoken language, it is normal to
find a large number of prefabricated fillers.
Such fillers like ”erm, um, erll, I think, of
course, vyou know," mark the speaker's
hesitation as to what he is going to say next.

By using them, the speaker attempts to prevent

his interlocutor from intervening and taking
his coversation turn. These fillers are
natuxally absent in writing, as the writer has

‘no. Iear of his addressee 1nterrupt1ng him.

Anothex aspect of comparlson between speech .
*Brown and Yule L

jéThe speakerffrequently repeats the same




Repetitiveness in speech 1s not confined to
the same syntactic structures being repeated
over, but to the information packed as well.
This is mainly due to the typical transitory
nature of speech and to the fact that the
addressee cannat refer back to what has gone
before.

Speech also tends to exhibit more

interactional features than writing. These
features invite the active participation of the
addressee, such as 1in tag, guestions,

imperatives, second-person pronouns, etc....
e.g. : You know my address Ali, don't you ?

In speech there are false starts which are
corrected by the speaker as he goes on. These
occur when the speaker changes his mind about
an idea he was going to say. Conversely, in
normal writing, there are no false starts, as
the writer can cross out a word or a phrase in
the privacy of his study when he happens to
change his mind. Another related point is that
speech sometimes fails to track down
grammatical structures to the end, and the
result 1is often a grammatical blend 11ke.

- Would you please tell me where did Smith go.

Here the sentence ends in a direct questlon
although it starts as an lﬂdlrECt queet;on.

- Tenor -

The tenor of discourse is generally

[jconcerned with the’ relatzonshlp between the =
_jyaddressor and - addreseee in-a . given: 51tuatlon;_gygpeg;a
~.and.with the. degree of formallty governed by
~.this. situation.. . The,
ffpartlcularly lmpovfantf

in, analyz;ng novels,

notion.. of “tenor . is




novel inclines the language more towards the
informal than does third - person narrative.
Besides, a change in tenor in dialogue marks a
change in the relationship between characters:
and, as Spencer and Gregory remark "since
tenor of discourse is situation-tied the
linguistic markers characteristic of
particular points on the tenor scale can be
used to evoke situations and define
relationghips."(1)

The tenor of discourse can ke described in
terms of formality, politeness = and
impersonality.

Formality characterizes the tenor when the
relationship bketween the addressor and the
addréssee is distant and official, as in a
legal document, whereas a tenor will be
informal 1f the relationship between the
addressor and addressee is close and intimate,
as in a conversation between a man and his
wife. The noticon of formality should better
be seen as a continuum or scale, with no
points between the two poles of extreme
formality and extreme informality that can be
defined with any precision. In literature,
the tenor can be formal or informal pending
the author's intended relationship with his
reader° According to James D. Gordon:

Th@ -literary style wvaries
cooacgording to. 'the writer's -
'”Pulpose=f Cire |




preserving the standard spelling
and employing variety of

complexity of sentence
structure. At other times it is
informal, approaching within

limits the ease and familiarity
of the speech of educated
people. {1)

The above guotation point out to the
structural complexity of formal language. In
formal language, the vocabulary is oftan
polysyllabic and calssical and there is a
tendency to use words of Latin origin. Ag for
the syntactic structure of formal ?angudgef the
sentences are generally comnplex with clause
elements, the noun phrases often include many
modifiers in addition to heavy subordination.
informal language, on the other hand, 1is
characterized by simpler monosyllabic and native
vocabulary. "Get" is used in informal English
rather than "obtain”.

Like formality, politeness and imperscnality
have an effect on the language used in
communication. Familiarity Dbetween the
addressor and addressee govern the scale of
politeness.  If the speaker and hearer do not
know each other well, they will tend to use
polite language. Respectful terms of address
which are commonplace in polite language, such
as "Sir" are normally absent in the language

_used betweeﬁ friends or people Lamlllar to each
other. - Dlrect requests in familiar language are;;w;” L__
-used ‘rather than the indirect: reqpest& common. in ..
_polite . languaqe.- For example, “Give me that = .
;book“‘ls to be found in . famlllar tenor,'whlle”“




Domain

The term domain is concerned with how
language varies according to the function it
fulfills and the activity in which 1t plays a
part. The term has been referred to by some
linguists as field and province. The domain of
a text relates to its subject-matter and the
linguistic features which may be associated
with it. Such features would be found to recur
regardless of the nature of participants in the
communication act, It has already been
menticned that the functions of language
generally fall in two major categories,
transactional and interactional. The term
transacional has been referred to as
representative, referential, ideational and
descriptive, while the term interactional has
been referred to as expressive, emotive,
interpersonal and soclial-expressive.(l) A
close look at language, however, will reveal
that language is not merely used to convey
information or maintain social relationships
among people, but it is used to fulfill a
variety of functions. Accorxrding to Leech,
Deuchar and Hoogenraad: S

Language can be used to
convey information, express
feelings, persuade someone to
do something, make contact with
‘someone else, write poetry or

~ talk -about. language .itself

-These: functlons can-be called_
Srespectively ™ f;eferentlal
;ﬁexpr6581ve,“'_ s hatic

fpoet;c or: metallngu1stlcg 2y




Language can fulflll a variety of functions
at the same time. For example, "it's pretty
cold in here,” could be referential, expressive
and conative: it conveys information, expresses
a feeling and aims at persuading someone to
turn on a heater or close a window. Generally,
the language used in a given situation has a
dominant function and other subordinate
functions. In the previous example, the
dominant function is referential and the
subordinate expressive and conative. Various
domains of language may be cording to their
dominant functicns. The dominant function of
journalism, for instance, is referential, while
the dominant function of advertisling 1is
conative. In non-~literary texts, the domain
shows marked influences upon grammar and lexis.

The notion of domain is important in examining
the language of literature, as the literary
artist can draw upon all possible domains and
in some cases wishes to use the linguistic
rescurces of certain specialized domains to
achieve a poetic or dramatic effect. Referring
to the applicability of the domain dimension to
literary texts, Gregory and Spencer observe :

Since the literary artist
is free to draw upon all
possible fields of discourse,
and in certain instances may
wish to utilize the linguistic

- resources. - iof- ”'certain
”fspe01allzed:~ﬁflelds for

Fpoetlc or: evocatlve

“need to be'applled 1n examinlng
_the_language_of 1lterature,A,




"Paradox” : What is it ?

Paradex as a concept has become a
recnqnlzed technigue that is firmly established
in English 1lteratave, especially in the field
of postry. The Metaphysical pocts were the
first to apply the concept as an instrumental
medium in their poetry. They intensified its
use to the extent that it became an inherent
quality that eventually became related by name
to the kind of poetry they wrote.

In the twentieth century and due to the
ever-growing complexities of our modern life,
poets turned to the concept and used it ag an
expreCSLOn of their irner and outer conflicts.

The growing awareness of the conflicting nature
of modern thought led to the preocccupation of
poets and critics to resolve the disparate
attitude in modern literature :

The movement of twentieth
century philosophy from casual
modes of thought towads an ac-
ceptance of contraries and op-
positions, seems to be reflect-
ad accurately in the present
critical preoccupation with
paradox in literature.(l)

- Paradox is orwglnally a  Great term : para,

_1mp11es' -involves

galnst opinion’

"f-ls in’ dlrect cdhtradlctlop to common sense. and

- opinion. Thls orlglnal meanlng__;jj



to common opinion or belief has been rare since
the seventeenth century and afterwards. This
means that the technigue has since been used
differently. 1Its application has been altered
to express different meanings othexr than
absolute contradiction of opinien or belief.

Definition (2) a of paradox in the
Hebster's Third Mew International Dictionarv of
the Fnglish Language states that it is "a
statement or sentiment that 1s seemingly
contradictory or opposed to common sense and
yet perhaps fTrue in fact." In this respect, a
paradox 1s only apparently contradictory and
that when deeply investigated is likely ¢to
contain a profound or higher truth. This is
the conception of paradoxical usage which has
been applied since the Metaphysical era unti
the twentieth century. In most English poetry,
the technigque of paradox has been used not
merely to express contradictory ideas, but to
endeavour to reach, through this medium,
ulterior or hidden truths. This 1is largely
true of Eliot's Four Quartets in which the
paradoxical statements are anparently
contradictory and it is the reader’'s task to
resolve these contradictions in meanings in
order to reach profound truths. In other
words, in each paradox there 1s an apparent
contradiction which the readerxr should endeavour

to reconcile.
The apparent contradiction of 'a paradoxical

memenL and the profounderq truth whlch_g '




be well-founded (or, according
to some, it 1is essentially
true).

Another definition which enhances the
apparent contradiction of paradox on the one
hand, and its underlying truth on the other,
atates that a paradox is "a statement which,
though it appears zelf-contradictory, contains
& basis of truth which reconciles the seeming
opposition,”

Reiated to the technigue of paradox is the
term oxyvmoron. An oxymoron i1is a type of
paradox. In word combination, it is different
from paradeox, yet in function, it ig guite
similar, It has its origin in the Greek
language : oxys, sharp; moros, foolish. It was
50 called because an oxymoron appears "sharp”
and "feoolish" at first sight e.g. "cruel
kindness"”

The Webster's ¢ﬁtelnabiona1 Dictionary
defines oxymoron as fo.lows

a cmmmiﬁati@n for
epigramatic affect of
contradictory or incongrucus
words (as cruel kindness
laboricus idlsness). o

. Dhis définition ”howeVex, is partly true
_3because the cavtradlﬂtlan is only ‘apparent and

behind the+u36- _
naycl@medla of Poatry-'_ and.- Peetlcq, on

hat, like paradox, there. is an unerlylng truth .
£ .thig: medlume? The-Princeton .. -
L “the ..

other hand, &cburately, ‘defines the term- as-"a .

:3[flgure of mp@ech_whlch ccmblneg{two seemlnglyL:”q




in use there is a hidden truth which must be
resolved from the apparent contradictioen of the
two words which conatitute its structural
whole.

Paradox in Postrv:

The technigque of paradox has witnessed a
growing appreciation in modern poetry., Critics
have come to regard the technigue ag s medium
which is capable of delving into hidden truths
that are indespenszable to human experience :

paradox is so intrinsic to
human nature and life that noa-
try rich in paradox is valued
38 the reflection of central
truths of human experience.

Although this statement se somawhat
far-fetched, it is true in light of the
ingtrumental role which the technigue of
paradox performs in poetry, Poets, like
Wordsworth and Coleridge, were esager to find a
language which is zuitable for revealing the
hidden, deeplv-felt truths behind common,
gveryday situvationsz. In his preface to the
second edition of Lyrical Ballads Wordsworth
states that his purpose is to "choose incidents
and situations from common life" and to treat
them so0 that "ordinary things should be
bresented to the mind in an unuswval agspect.”
It -is clear that wordsworth was conscious of
the  paradoxical aspect of life and the
‘mecessity to manipulate language in order to

4y o 'hat%ii&:ﬂﬁQmmOﬁFﬁﬂﬁﬁuiﬁhavef1¥7f?@éh'

*

-order to show that new aspect of life.

a%éééﬁ?énd hatkprqseicbgld;beHQSQdfpedﬁiqally.. ﬁHiiHJ




epistemoclogy, or dissolves
traditional categories of ideas
in order to get at an
underlying truth, a bigher
level <f truth.{1l)

The effect of this will be a mature
awareness of life and its machinations: a&a
further step on the road to comprehending the
incomprehensible and conceiving the
inconceivable. In this sens a paradox,
placed within a multi-levell ea context can
produce more than one possible lnterpretatlon,

Paradox has a further function apart from
regsolving and giving expression to the
ever-growing complexities of our 1ife. This
function 1is also provided by El-Batanouny
(1990).

v, The obtrusive nature
of self-contradiction calls the
attention of the reader to the
paradoxical expression as a
literary device and thus
produces an aesthetic
distancing.

The force of paradoxical expression
‘prevents the reader from being completely
-absorbed into the work of art. In this way,
" The reader manages to retain the power of his
ﬁconcentratlon Wthh 1n turn enables hlm ‘Lo




T.S5. Eliot and the Paradox "Technique"

Two Greek epigraphs are given by Eliot to

signal the complex bulk of the Four Qaartetsﬂilf
The second of these epigraphs is paradoxical
instructure. Her aclitus, the Greek philosopher,
is quoted as saying that "the way up and the way
down are one and the same". This paradoxical
epigraph ig important in the sense that it
foreshadows the series of paradoxes that are to
follow and which will constitute the basic
language structure of the poem. Also, it throws
light on wvital themes and patterns, some of
which are paradoxical in nature, and which are
to figure largely in the course of the poem’ s
development: .

This epigraph of Heraclitus "presumably
refers to the transmutation of the four elements
in a constant cyclical movement : all things are

in perpetual flux”.(z) Heraclitus believes that
the world is made up of four elements : air,
earth, water and fire and that these elements
undergo constant change,

There does seem, however, little
relationship between this theory of +the
transmutation of the four elements and
Heraclitus' eplgraph "the way up and the way
down are cne and the same”. But the relationship
is pertlnent if the matter is pursued. further.
”ﬂﬁeraclltus clarlfles ‘the point concerning the

Fire llves in the death of earth

tant p rmutat1on of the four elements.jﬁ,ﬁ,:;-~”

::i(ij_Iﬂ. The complete Poems and PldYﬂndm ':“...




and air lives in the death of fire;
water lives in the death of air,

earth in the death of waters(l)

In this sense, Heraclitus' four elements "move
perpetLally th rough the scale, downward from
fire to alr to water to earth, and upward from

earth to fire“gczj 50, the way up of the four
elements on a2 scale of importance from earth to
fire is exactly similar to the way down of thess
2lements. Fach element lives on the destruction
of the octher element. It both destroys one
element on the wav up and is destroyed by
another on the way down. Thug, destruction is
inevitable on both WaYE ., This is how Heraclitus
manages to resclve his paradoxical statement
which Eliot uses as an epigraph te the Four
Quariets. '

In movement II of "Little Gidding", Elict
makes use of the destyuction of Heraclitus' four
elements in relation to othsr themes :

The death of h@pe and degpaix,

This is the death of air,

wmmediately following these lines, Eliot
centinues

Dead water and dead sand
. Contending for the upper hand

~:The: ‘parched @VlSC@I&te_SOLL
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This is the death of earth.

Also, referring to the destructions of pastures
and buildings caused by water and fire, Eliot
comments

This is the death of water and fire.

These elements, whether the cause of
destruction or are themselves destroyed, combine
in this part of the poem to be the victims of
man and hisg actions. Wavrs, building
constructions, the pulling down of old houses
and alr pollution are consequences of man’ s
interference with the elements of nature. 80,
Heraciitaes' statemen: which refers o the
"tension that exists as a result of ths upwar

I

5 . ;_.{..‘.! -
Nies 1n nature” 7 1g used here by
» ¥

3 4

3
T

and downway
Eliot to signify the role of man, no doubb
essential, ia implementiag the forces which
bring about these “upward and downward pullis in
natura”, :

This understanding of Heraclitus' statement
leads to a further examination of the
significance of the four elements in the poem.,
Each of the four sections in ths Four Ouartets
corrvesponds to one of the elements : “"Burnt
Norton” to air; "East Coker" to earth: "The Rry
Salvages” to water and "Little Gidding"” to fire

=
-

{Eliot] had come to see the seasons
and . the four elements as an
organizing element in the seguence
of four poems,  and -that the
wunderlying  theme of the last poem

was to be Pentecostal.'




Of the four elements, Heraclitus views “fire ag
the highest and mest important, to which the

mtherg return cyclically” () In the poem, Eliot
20 adhere® to the same view. Fire is the most
mportant element which he chooses to develop in
ub& last section. It is the primary substance
which cgvbrclq all the other elements. It also
assumes various symbols, some of which are
ingtrumental to uh@ formulation of the conecapt

of paradox in this section.

The paradexical statement of Heraclitus
avolves another pattern in the Four Quartets.Tha
constant <hange which results from +the
permutation o©f the four elements is
counterbalanced by another theory: the idea of a
fixed, stable eternity. In the midst of a world
marked by perpetual flux, Elioct manages, through
moments of iLllumination, to achieve a state of
eternity. The experience of a moment of
iliumination triumphs over time and change
through achisving & mement of complete fixity
and stiliness. The flow of time ceases to exist
as the moment of illumination is captured.

Bliot, moraover, uses Heraclitus'
paradoxical statement to evoke the soul's
relation to God as exemplified in the doctrines

£ 6t. John of the Cross, the Spanish mystic.
St. Jdohn uses the figure of a ladder tu deqcr¢be
the relatlmq of the human soul to God ' -

| L@mmunlgat1ans which" are lnd:"d_cf“”




it.For upon this road to go down is
to g0 up and to go up to go down:
for he that humbles himself is
a¥alted and he that exalts himself

is humbled.'®

S0, the image of a ladder offers possibilities
of ascent and descent, and both movements are
paradoxically similar to the soul's prograssion
towards God. The statement of Heraclitus, "the
way up and the way down are one and the same” is
gimilar *to the description of St. John's
concerning the divine communication of the soul.

Though Beraclitus' statement doas,
therefore, refer to the permutation of the Ffour
elaments, as shown earlier, Eliot uses it alsc
to shed light on 8t. John's conception of the
soul’s relationship to God. Eliot, in "Burnt
Norton" V, mentions St. John's "Figure of the
ten stairs”, but not to describe the sgoul's
progress towarde divine union. Hs refers to it
in relation %o one's progression towards
experiencing the moment of illumination. Just
like the soul's divine communication, the moment
of illuminatien, which 1is to capture the
essential truth of a particular moment or of an
entire existence, can also be achieved either
through reaching out for this moment which is
the way up, or abandoning cneself to it which is
the way down. :

.. Eliot's  use, therefore, of Heraclitus'
:paradQXL“ﬁl _etatement ”;”;ﬁ_eplgraph is
- 'Q_”t refersfto d1versa themes -and




doctrines which he treats in the Four Quartets.

"Burnt Norten' opens with a series of
paradoxes:

Time pressnt and time past

Are both perhaps present in time
future,

And time future contained in time
past.

If all time is eternally present.
(1)

All time is unredeemable.
The philosophical nature of those paradoxes
rendexr them difficult to apprehend at first
sight. The problem arises from an inakility to
account for the co-existence of different
aspects of the time sseguence. How can the
present and past exist in the future? How can
the future be ”contained " in the past? Also,
how can all time be "eternally preeent““ We, as
human beings bound to time, experience only the
present moment. The past exists behind us and
the future is yet to come. It is, +then,
impossible to experience the three basic units
of time simultaneocusly.

Cne p0951ble interpretation for this d;lcmma
is that Eliot, in these lines, is presenting ’
mechanistic. v1ew of time sequence,_what the poet

_ later callb g the enchalnmentd of past _and_“”_




in the future.

Tf this interpretation is valid, however,
then 1t is plesented here to be repudlated by
the following vision in the rose garden in which
time sequence ceases to exist. The vision of the

roge gdrden is the moment of illumination; the
moment in which the detcrmlnlsm of time 1is
conquered. This 15 not an experience peculiar to
£liot alone. It is, to a large extent, true that
"we all have experlenced special moments of
understanding and wvision from a perspective

5

quite beyond time" “! g0, the visionary moment
of illumination in the rose ngdEP in which a
fixed, sternal moment 1is ;dpturea, ige contrasted
to the deterministic tpemry of time which is

presented in these opening lines.

Another pessible ln?arpretatlon is that the
poet is dislocating the three basic units oI
time in order to achieve a state of eternity:

Time is sometimes linesar oOr
progressive, sometimes cyclical,
sometimes chaotic; 1t 1s often
understood, though not necessarily
experienced, as a function of

- - (1)
eternity.
Here, time is experienced, not nmerely understood

"as .a function of eternity’ This state -of
eternlty is ‘the moment of lllumlnat1cn which, ‘as

7mentloned before, is experienced in -a nwment o
*exlsts on .a. hlgher scale than: the natural___x;“_

lmultanelty of tlme




lead to the moment in the rose garden, Both are
visionary experlep;es in which Bliot "collapses
the divisions of time, giving us the eternal

- pregence of all time, or the aspect of

o owid)
glternity.
It is possible that Eliot ray have been
influenced hy §t, Augustzne in writing the
opening  lines of '‘Burnt Noerton". The
interrogative form which St. Augugtlne uses to
comment on  the tn:eﬂ basic unitg of tine
suggests the difficulty to acknowledge the idea
of the co-existenue of tine:

Who will see that all time is driven
back by the %atu*e, that all the
future is conseguent on the past,

and all past and future are creatad
and take their course frem that
Lo s {1}
which i3 aver present?’
It 1s Eliot who endeavours to "see” thig implied
simultaneity of +time which 8t. Augustine
suggests. Through the moment of illumination
which qu;passa& time, he tries to achieve a
state of eternity.

-However, the last two lines of the opening
series of paradoxes, "If All time is Pt@rnd1ly
pregent/All time is unredeemable”, are Eliok's
rein against any further dcvclopment in the

-understand1ng of the 51mu1tane1ty of time.
“;Althaugh We may acknawledge ‘the co-= exlstefce of o
- Upast “gresent and - future, through experient ng?a;;j‘”
ﬂ,m@men @f 1llumlnatlon;_ we:must not gc'further};a




and deny time altogether.” (2 If we do, then we
confirm the non-existence of any development in
our personal history or the history of the world
it means that we do not even grow older as time
progressses which, of course, 1s absurd. The
simultaneity of time must be viewed within the
context of Eliot's subject matter.

Another powerful paradox occurs a few lines
later: :

What might have been and what has
been '

nt to one end, which is always

The paradox underiying those two lines stems
from the possibiiity that the "might have been”
can influence the present. How wan events which
we wished to achieve, but failed to, along with
what actually hampened determine the course of
our lives? The majority will agree to the Ilact
that “ 'What might have bkeen’ awcafdlng toe the
usual notion of time as SuCC&%blOn should by
definition be impossible, for its moment of

(1)

possible fulfilment is gone'. One, then,
cannol possibly ge back to a particular moment
 of time and choose a different road than the ones

which he did then and which has brought him

_where he ;s now,(2)

| By ‘these paradox1cal llnes, Eliot is
._,xmplylng that "the might have been' -attains@a
kind o

ex;stence 3ust LR palpable as. Whéu has____-:f'



‘What might have been' is what was not
but should have been, and ‘'what has
been’ ought not to have been but was
and is, The past and the
consequences of what was not, as
well as what was, cannot be
-
avoided. (*/
Through the imaginative power of the moment of
illumination, Eliot captures "the missed oppor-
£ : .
tunity"'"’ of his past life and concretizes it
through his experience in the rose garden. The
ecstasy and thrill of the rose garden are the
unfulfilled possibilities which the poet now
regrets and tries to capture through the moment
of illumination.

In the rose garden, which is the “might have
been", the poet undergoes an ecstatic vision
which transfers him into an entirely new form of
existence; an existence in which past, present
and future converge into one. The poet suddenly
finds himself in an imaginary rose garden with a
companion, possibly a female companion, who
probably 'is the concretization of his
unfulfilled love. Then, a bird, which evidently
is .a subjective symbol “for the ‘moment of
illumination, cries: "find them, find them,”.
The bird most probably is here referring to the

unfulfilled ‘desires of the poet and. ‘his

companion. As they walk in the garden;, they

- Again, this is probably' a reference to the . .
- 'might have been". The air is vibrant, the music . .
~unheard, the eyebeam unseen, the pool dry and =




" involved in missing a past opportunity, the

the next moment it is "filled with water out of
sunlight.” The experience in the rose garden is
shadowy and indistinct becanse it never took
place, but 1is evoked through the moment of
illumination. So, the poelry is not clearcut or
definite, but "speculative and wishful, loaded
with an intense nostalgia for something that

(1) ( ]-' L - - H | 3
never happened. () Go, Go, Go, " the bird then
says to the poet and his companion. The
visionary experience has ended and the poet has
te leave the "what might have -been” and return
to present existence.

After this expervience, the poet repeats the
previous paradoxes:

Time past and time future

What might have been and what has
been

point to one end, which is always
present.

The paradoxes here, however, occur after the
poet has taken valid steps towards resolving
them. The past and future are reconciled by the
moment of illumination in the present because it
is only in the present that this vision can be
fulfilled. Alsc, Eliot has demonstrated, through
the experience in the rose garden, that the
nissed opportunity and what actually happened
can have the same impact on one's present life.

" The more the poet realizes the sense ~of regret

are

ce (2 e
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(l) ﬂav;d Perklns,” Rooe'Garden”ﬁQg

might have been” and "what has been’:

I was not there, you were nct there,
only our phantasms
And what did not happen is as true
as what did happen

O my dear, And you walked the little
door

and I ran to meet you 1in the
(1)

Here, as in "Burnt Norton', the protagoajst is
speculating on what his Llf@ would have been
iike, if at some earlier point of time, he had

123

rose~garden.

openad another door.”

The details of the experience in the rose
garden are paradoxical. For a moment that has no
actual existence, but is evoked through the
visionary power of illumination, what medium can
better explore its nature than the concept of
paradox |

We sense dignity in presences that
are invisible, and we sense movement
but without pressure. The air 1is
vibrant with music, but the music
exists on some plane that we can
- sense, though we cannot share. So
the music remains hidden in the

ﬁf_that the blrd is 81ng1ng ln'regponse

Midwinter . Spring: ‘Achieved Faith in .

shrubbery and ‘unheard, but we know




o, (4
_ to itei )
These are paradoxical details experienced by the
poet and his companion. They enhance the shadowy
aspect of the experience and help tc create an
indefinite and mysterious atmosphere.

In this respect, the paradexes in the
experience of the rose garden are instrumental
in conveying its true meaning:

In the description of this garden
the center of itse meaning is found
in the antitheses and paradoxes of
the heard and the unheard, thes seen
and the unseen, the contradictory
sense of something experienced and
(23
something missed.

However, the detailed description of the
rose garden and the experience of the two lovers
in it are not the result of introspective
indulgence or wishful thinking on the part of
the poet. Immediately preceding the moment in
the rose garden Eliot states:

But
te what purpose
Disturbing the dust on a bowl of
- rose-~leaves
I do not know.

:Reklndllng past memories and thoughts of the
“what might have been” will not be of much
cavail. The- paet is aware that "the past cannot

 be changed however VlVldly lts memory and the

_ __-'_..(1) T. Es Ehot The I*amzl’y Rewuon (London Faber dnd
" Faber Ltd., 1_969)_,._9;_ 151,




"memory” of what might have been are prssent to

hime"il} Thie experience is evoked to see if the
"what might have been” can determine the course
of the poet’s life in the same wav as the "what
has been” did, Actually. Elict comes to
undergtand that "the experience in the roze

i{Z’;

In the {first movement of "Burnt Norton”
Eliot explores his experience cf the moment of
ailumin tmung in the second movement he provides

arden vemains as a guide to transcendence.
g 2

the poetic definition for that moment . This
ooours in tﬁﬁ gmtm at a powsrful paradox at %h
heginning of ¢ gecond section of thi

movansnt :

At the still point of the turning
world

This is the maisn paradox in this movement oub of
which spring the sub%@quent ywraﬁaxcu@ A turning
world can have a "still point': its axis. But
although this axis is “still” while this world
rotates around itself, this i not the case when
this same world rotates arocund a contrelling
star like the sun, for example. But Bliot's
still point” is pearadoxically fixed all the
time. Its position is never altered or changed.
The “atill point” is the moment of
itllumination, the vision which is bxpez;encea in
thﬁ midst of an ever-changing and "turning

__wcrld“’ It ;s a. momﬁnt experienced by the poet
o in ordar ko raegnCAIQ_tlmQEWLEh_etelnlty and_.

o Wiﬁh“S%iilﬁQSS;

fj“Stll? pOlnt is the . moment in Whluh a. stat@ of_
_,4Ltern¢ty is reached: and 1n whlch ﬁur temporal'
*vtlme Ceases”tQ‘QXLSte- S




change and transience which marks our present
world.

A few lines later in thls section, Elioct
remarks that *through the "still point” the
individual experiences “both a new world/And the
old made explicit", “"the completion of ...
partial ecstasy”, ”Th@ resolution of ... partial
horrer"', 8o, the "still pu1n+ can charqa the
individual with a new perceptive gualitys

it enables him to experience a
higher reality, where happiness has
a cumpletensss which ordinacy life
does not offer; where reality is
graeped as a oneness, and not
fragmentarily as in ouxr ordinary
existence; and where the horror of
evil and suffering is resolved
because 1t is seen to be only a

_ )
fragment of the whoie?{zf

The paradox of the "still peint” evokes the
image of the wheel with which Eliot was so much
fascinated. The circular movement of the wheel
describes the time flow of our mortal exlstence,
while the axis of the wheel designates the
moment of illumination which functions in a
state of fizity and stillness:

The moving rim of the wheel
:symbol&zes the cyclical process of
'”chdnge in the t@mpcra1 world, which

s transmuted at’ the stlll point
_ffflnto an’ unchanglng pattern of divine -
~pharmony Thus lﬁ

?:”_"(1--- ioughton, "Ehot‘s Fxrst_Quantet " p 2‘46

ﬁsubllme paradox,f%,i;vi]_




the still point reconciles the flux
with the eternal, matter with
spirit, end with baginning, and

1
death with birth. 1/

Severali negative paradoxes, then, gualify
the Tstill point”. They accumulate
consecutively. The "still point” or the moment
of illumination occurs in a etate which 1is
"Heither flesh nor fleshness". In other words,
not In our ovextly materiealistic world or in
meaningless void., It otcurs on & third plans of
existence only felt by fthe individual who
pxperiences it alone

It oeours "Nelther from nor towards”. It is
not tied to past, present cor future and
therefore, does not function within time-bound
reality. It transcends temporal time and attains
an eternal state of existence.

In experiencing the "still point", ithere is
"neither arresi nor movement" because it "takes
place in a sphere where there is no time, and
whare therefore +the idea of movement, or

ca i . {2

conversely, fixity, has no meaning."’ )
Through the power of the moment of
illumination, +the "past and future are
gﬂthered“ Different aspects ¢f time ceage to

exist and consequently past and future can be
experlensed simultaneously.

N There 1is 'neither ascent neor. decline". No . .
,[physlcal mcvement is involved in. experlenCLng._QN-”
~ ‘the moment  of illumination..’ No. Tgpiritual
prrepardtaon is 1nvolved elther. The moment_;w"*“-




sudden and the individual is instantly
transferred intw another sphere of existence.

The "still point” is finally referred to
paradoxically in this section as "a white light
still and moving’. Experiencing a moment of
illumination is "still" because it attains a
state of eternity where time ceases to exist,
Yet, it is ’"moving” because although the
individual achieves a state of eternity through
the moment of il}uminatien he ig still living in
a world "moving" through time. Actually, this
paradox paves the way for ons of the beauviful
paradoxes in the poem: "Only through time time
ig conguersd”.

Througn this intensified use of paradox
Eliot tries to "expand our awaveness of what the

still point is", Y But againt, this awareness
is mnever concrete or definite. It remains
shadowy and elusive which ig an alluring guality
for a poet, who, it appears, is nol demanding
clearcut shapes to probe.

Continuing to define the state of the
individual during a moment of Illlumination,
Eliot presents a seemingly strangs paradox:

To be conscious is not Lo be in time

From our life experience, it is understood that
an individual is conscious when he is aware of
the surroundings and events around him which, in
turn, are bound to time seguence. Now, the

individual who is aware of the different- aspects

jﬂof tlme and' 1Lves achleng to: the dlctates of-

elock time is “very 'much in -a state
“consciousness, accordang 1H) ofdlnary l;vmng
.'5measuresﬂ C Y A

of

“(kr'the other hand'

if fa: -P.axﬂ%sc_n; ~is under




anaesthesia, he is not conscious of time -just as
he is not conscious c¢f pain or his surroundings.
It is, then, awkward and paradoxical when Eliot
refers to the state of not being in time as one
of consciocusness.

In fact, what Eliot probkably means here is
that “"the only real consciousness is that which

ig afforded by the illuminated moments”n(lJ To
be really conscious is not to live in the
ordinary time of worldly existence, but to
transcend it into the higher sphere of eternity.
This ig achieved through the moment of
illumination which enables the individual to be
"conscious” of wvisions 1like the rose garden
which are detached from commen time. Immediately

before this paradox, Eliot states:

Time past and time future
Allow but a little consciocusness

The past and future offer "little consciousness’
because, for Eliot, they exist on an inferior
level than the moment of illumination.

This leads to another paradox which is

connected -with time.This paradox, however, 1is

prepared for by a few lines which are useful to

quote in Eull-

But only in time can the moment in
_the rose- garden, R

rain. beat

':smokefall

';Th"m"ment in the albour where Lhe f"'A

The moment 1n the draughty church at ?_;'



Only through time time is conquered
{my emphasis).

ALl of the above-mentioned moments are visionary

insights experienced in rare moments of
illumination. These moments, as stated earlier,
transcend our present reality and exist in a
state where time ceases te exist. However,
although a moment of illumination represents an
"escape from time, it is only made possible by
time: it only becomes part of our conscious

selves because it is renembered o our

return to the time-bound sphere ...."° The
act of being transferred from this world into
another through the moments of illumination is
achieved through time. fZven as one enjoys the
sense of timelessness during this moment, this
feeling is &xperiﬁncpd in time while the
tudividual is living in a time-bound reality. It
is only through the moment of illumination that

time can be conguered through time.

By this paradox, it is clear that Eliot is
giving credit to our life. Despite its many
flaws, it is only through this life that one can
experience the moment of illumination:

To -say that 'only through time time
is conguered' is therefore to assert
the validity of our ordinary life;
to-deny-that our life is worthless
apart from the occasional flashes of
_v1810n‘_0n the contrary, the flashes

- of 'vision would be worthless if they " '

remained un1nvo¢ved ‘with "past and
woifuture. The--musical notes are
“important, ‘as wéllras the melody.

: lesh, despite its weakness“




At the end of the fourth movement, the
paradox o©of "the still point of the turning

world® occurs again. But here, the paradox is

mentioned within the context of a lyric cn the
lnevltablllty of death. The lyric mourns the
brevity of human life and how the human being is
not remembered after death, not even by the
elements of nature.

At the end of the lyrie, the poet savs:
After the
kingfisher's wings
Has answered light to light, and is
silent, the light is still

At the still point of the turning
worlid.

One critic understands these lines as follows:

After l1life which is the flash of
light reflected from the bird, there
is death. The grave is motionless in
an otherwise ever-moving

(1)

This is a valid interpretation, but it is
inconsistent with the development of ideas in
the poem, especially with the use of the paradox
of the "still point"” in the second movement.

universe.,

~Although the pcet is lamenting human- life
'because of its brevity and loneéliness ‘after
death, - he finds hope in the moment -of
._;111um1natlon which is- eternal although death may
Ceventually conguer the body '”DeaLh”' therefore,

. "does  not ‘matter, for real l;fe consists of
7?111um1nated moments and these: are out of tlme,




of eternity.

The next paradox is art-related. It is the
only paradox of its kind in "Burnt Norton". It
occurs six liaes from the beginning of the fifth
movement:

Only by form, the pattern Can words
or music reach

The stillness, as a Chinese Jjar
stiil

Moves wperpetually in its stiliness
{my emphasis).

The paradox here stems from the abi ty <=f the
jar to move perpetually while it is still.
Practically, such movement iz impossible.

Eliot begins the fifth movement with the
idea that poetry and music are arts which belong
to our temporal existence. Both are controlled

1
by time and, therefore, must perish:(l)
Words move, music moves

Only in time; but that which is only
living
Can only die.

; One qualiiy alone redeems art and music from

i perishing: “the form, the pattern”. If a work of
art possesses form or pattern, then it atta;ns a

-3perpetual ex1stence.n : S o

Thus! the ‘post declares= i
o N ;Only by the form, the pattern;
Z}Can words or mu51c reach -




Eliot here exemplifies this point by the paradox
of the Chinese jar. Though the jar is by nature
still, it does, however, "move" through time by
impressing generation after generation by its
farm which, in turn, 1is 1ts main source of
beauty. The form of the jar "conduers time, i.e.

1{1)

stavs alive perpetually.’ Because of its
form, the jar continues to triumph over time and
prove a gource of admiration to its onlookers:

... the Jar moves perpetually with
the +time-line, instead of being
relegated to the past, so that it
continues to be Lhe same source of
joy as wien 1t issued from the

L TR

(e}

3

potter’ s hands.

Ancther Iinterpretation is presented 1f Lhe
verbk "moves” is understood to mean something
other +than motion. The verbkb can mean o
influence the emotions and thoughts of the
individual. 8o, the paradox would convey the
meaning that the jar, in it stillness, "moves”
the onloockers’ feelings and emotions as they
admire its f@rm“€3}

The jar in its form is similar to languags
in its historical development. Words continually
change thelr dictionary meanings because of
successive usage throughout the course of human
history. But it is through art that words can

~retain their original meanings especially in
-thelr reiatlon% to othar Wordse

{1) G"WArm‘ "Eliot's Four Quartets : Burnt Norton, 1V,
"'__" Tne exphcamr:_ _Vol VIII No 2 (1949), p 1




The word itself, like the note in
music, has meaning only in relation
to other words. It exists in time
and in usage: and since contexts and
usages change, the iife of a pattern
is a continval death. Yet within a
pattern, in a poem, the word's life
is preserved almest miraculously by
art, in a kind o¢f true life beyond
ite life in speech; it 1is there
stable, not in lifs, bot in 1its
relations to all the other words in
tha poem, which in turn are held to
thelr meaning by thelr relations to

(2

i om




Conclusion:

The technigue of paradox has evolved through
the course of this research as an instrumental
redium in the development and understanding of
"Burnt Weorton™. Its impact as a poetic
technigue capable of playing a pivotal role in
such a difficult poem as this, testifies to its
poetic versatility. Elict has managed to
uncerstand the full artistic potential of the
technique of paradex and how to explore it to
its utmeost depths. He managed to find in
application the perfeoct form of langus
stracture which can bsst suit the nature of the
different themes in the poem.

The various themes tfackled in the poen
through the technicue of parader have evolved
inte one striking paradoxical pattern. This
paradoxical pattern centres around the theme of
thne moment of illumination. The seriss of
paradoxes related to this itheme begin from the
first lines in the poem: "Time present and time
past / Are both perhaps present in time future”.

The nature of the moment of illumination which
transcends temporal time dig first given
expression here., COnce this theme is introduced
it acguires momentum as Eliot endeavours to
provide a palpable shape for it. This is
achieved by the paradoxes of "the still point of
the turning world”, "To be consciocus is not to
be in time"” and "“The mind is conscious but
conscious of nothing” which endeavour to locate
the unearthly sphere in which such a moment is




Refevances

Arns, G. Eliot's PFour Quartets: Burnt Norton,
IV, The explicator, Vol. VIII, Ne. 2,
19489,

B. Swmith, On the Margins of Discourse. Chicago
: University of Chicago Press, 1978.

Bodelsen, C¢. T.85. Eliot’'s Four Quartets. 2nd
Edition, <{owpenhagens: Rogenkilde,
Bagger, 1966.

Bodelsen, C. Twe "difficult” Poem by T.S.
Eliot. EBngliszh Studies, Vol. KARIV,
952,

Brooksyr, J. ¥. H. Bradley' s Doctrine of
Experience in T, $. Eliot' s 'The Waste
Land' and 'Four Quartets'. Modern

Philosophy, Vol. I, No. 77, 1879.

Brown, G. and ¥ie, &. Discourse AaAnalvs
Combridoae : Cambridge University Pr &55,

1883.
Caxter, R, A& Question of Intsrpretation. A&n
' Overview of Some Recent Developmentg in
Styliztics, In Linguistics and the

study of Literature, ed. Theo D' haen:
Amesterdam : Rodopl, 188%. :
Chapman, R. Linguistics and Literature : An
Introduction to literary stylistics.
_ London: Edward Arnold, 1973.
Caulthard “M. An -Introduction to Discourse
Ana1381s._L0ndQn 3 Longman,_l97?,“”_m__ _

-QﬂlEl Batdncuny G: Readers' Raspon 5% = SR
SR Paradgx1ca3 EXPE@»S&GHS ln thexature 4
Allngulstlc'” and' Faxagmdtlc
Interpretation. ‘Ph.  D. ‘thesis

Un;v*rblty of LanCduteL, England 1990,




Freeman, D. Linguistic Approaches to Literature.
Lingulstics and Literary Style. ed.
Donald Freeman. New York : Holt.
Rinehart and Winston Inc., 1970.

Gardner, H. The Composion of Four Quartets.
London: Faber and Faber L td, 1978,

Gordon, J. The English Language : An Historical

Introduction New York : Thomas J.
Orwel Company, Inc, 1972.

Houghton, R. Elict’'s First Quartet. The
Cambridge Quarterly, Veol. XVIII, No. 3,
1989,

Jacabs, R. and Rousenbaum, P. Transformations,
Style and Meaning. Toronto 3 Xerox

College Publishing, 1971.

Leech, G. and Short, M. Style In Fiction.
London and New York : Longman, 1981.

Leech, G. and Svartivick, J. A communicative
Grammar of English ({(English Language
Bocok 8oeciety and Longman Group Ltd,
1979.

Leech, G. Principles of Pragmatics. London and
New York: Longman, 1983.

Leech, G., Deuchar, M. and Hoogenraad, R.
English Grammar for Today : A new
Introducation (London : Macmillan
Publishers LTD, 1982.

j“MaCCObY; H. ‘A commentary on 'Burnt Norten', IL, -~
' Noteﬂ-and Querles, Vol CCXV,_19?0.¢_57f4v~"'

'f:.'_-i'.-!r'_-.Malkaff ‘K. ~Eliot and. Elytis: Poet of Time, . .

. Poet of Spacey Comparatlve therature@  4;;




Rajan, B. ed. T.S. Eliot: A study of His
Writings by Ssveral Hands. New York:
Funk and Wagnalls Company, 1949.

Spenser, J. and Gregery, M. An appreoach to The
Study of Styie. Linguistics and Style.
Oxford : Oxford University Press, 1964.

Spenser, J. Introduction. Linguistics and

Style. ed. John Spenser and M. Gregory.
Oxford University Press, 1964.

T,%. Elioct, The Family Reunion. ILondon: Faber
and Faker L td, 1969.

Williamson, G. A Reader's Guide to T.5. Eliot:
A Pcem -~ by Poem Analysis. London ¢
Thames and Hudson, 1980.




