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But to have done instead of not doing
this is not vanity

Yo have, with decency, Knocked
that a Blunt should open

To have zathered from the air a live tradition
or from a fine o0ld eye the unconcuered flame
This is not wvanity.

Here error is all in the not done,
all in the diffidence that faltered.

(Bzra Pound, Canto LXXXI)




Foreword: LETIOD

but above 21l to be precise
“o
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©

the Classic Anthology, Ode 195)
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In assimilating briefly a body of literature as large
as that of HZzra Pound, the urgent thing is to omit and

the feasible thing to work in patterns that suggest more

Lo

ves

}4..‘:

than they encompass. This s 1s planned to operate

in that way. Several of the limitations imposed are
severe: there is no methodical tracing of Pound's con-
siderable influence on other writers, no systematic account

of Pound as 2 litera

3 o]

ry critic, little reference to his

impressive activity as literary inmpresaria and pedagogue,

-

barest outline of his personal 1life (hence

4

and only the

treason, his’ﬁnsanitvb}‘or the

o
l

little mention of Pound's

ollingen controversy). Pound's work in economicsl, musicy

lyi)

and politics need not concern us here. lhe most damaging

(and reluctant) omission is = consideration of The Cantos,

m

L0

q

Pound's most ambitious and probably his ma jor work,

deal comprehensively with it (not "them" - the work

coheres) would regulire & separate paper, for it poses
problems that do not admit cursory examination. Hather

than truncate and distort the poetic experience of

The Cantos, I restrict the text examined by the thesis

to Pound's production exclusive of that work. The ma jor

subject of this paper, then, is Pound's contribution to



the art of peetry as shown by his poetic activity

through Hugh Selwyn kauberley (1920), his translation of

the Chinese Odes (1954), and such of his critical prose
as illuminates this activity.

qe

Pound's work, like Eliot's, Yeats', or Shakespeare's,

falls too eacily into "periods." The difficulty with a

]

straight chronological approach to it is that the idea
of progress® implied 1n "poetic development” tends to
disparage the very substantial achievement of the earlier
work. I therefore avoid historical crjélsm in the sense
™ Favor oF an &K&M‘hqj

of discussing the chronological productionxpf poetic
concept and activity as it emerges logically and develops:"w“wﬁﬁﬁme
particular asccomplishment.

In limiting the subject of the thesis to the art of
Bzra Found I make certain implications. As the term
fabbro suggests, most of Pound's work has been on the
technical level of poetry. We are concerned, then, with
the poet as a craftsman of verse - ﬁot as a philosopher
o Freudian specimen. That such a concept of the poet's
nature is not a demisrating one it is among the aims of
this paper to show. Its structure is planned accordingly.

Poetry imitates neture.® It does this by warious
technioues, whose command affords the designsation "poet.”
Poetic imitation is achieved through imagery, diction,
rhythm, and syntax(form, in the larger sense). Images
present us with pictures of things; we recognize ocualities

of characters by their diction - the way they speak, the
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words they choose, the associations these words call up;
rhythms signify certain states of being, certain modes of
action or fluctuations of feeling; syntax and forms imitate
the str%%ure of relationships, both personal and cosmic,
and the course of actions. It is in these modes of imita-
tion that I propose to center an examination of Pound's
poetic achievement, hoping to demonstrate that Pound's
creative accomplishment was of a high order. After an
introductery orientation to Pound's work, I consider

his work on imegery, diction, rhythm and form in that
order, hoping such an arrangcement will suggest at least

as much as it includes. Once the reader discerns, for
instance, the rather splendid achievement of Pound in
prosody and the general directions in which that achieve-
ment moves, he should be able to extrapolate imaﬁinative&

nm

to the more audacious rhythmic subtleties of The Cantos.

In goconclusion intended to balance the introduction, I
Wi“ o s 41 41
kepge o deal with some of the problems we have seen
raised and finally with the problem of where Pound
stands historically.
Pound is his own best commentator, and where there
has been a choice between my dilating a point or choosing

a cuotation from Pound to illustrate it, I have chosen

the cuotation.




Introduction: PROBLEMS AND AINMS

Who can demolish at such polished ease
Philistia's pomp and Art's pomposities!
(Pound, iranslator to Yranslated)

For three years, out of key with his time,

He strove to resuscitate the dead art

Of poetrv: to maintain "the sublime"

In the old sense. Wrong from the start -
(Pound, ":.P.0de Four L'Election de
Son Sepulchre" from Huch Selwyn
lauberley)

The reader completely inndéent of Pound who read
rapidly throuch the collected early poems, Personae,
and the literary essays would be impressed, I think,
if not bewildered, by two things: an enormous amount
of urgent literary acﬁivity and, in the poetry, an in-
credible rance in tone and manner:

All night, and as the wind lieth among

The cypress trees, he lay,

Nor held me save as air that brusheth by one
Close, and as the petals of flowers in falling
Waver and seem not drawn to earth, so he
Seemed over me to hover licht as leaves
And closer me than aileece.

0 wilds, what wind can match the weight of him!
(Speech for Psvche frowr the Golden

Book of Apuleius)

At the age of 57
Its home mail is still opened by its maternal parent
And its office mail may be opened by
its parent of the opposite pender.
It is an officer,
and a gentleman,
and an architect,
(Loeurs Conterporatmes, IV)

So-Shu dreamed,
And having dreamed that he was a bird, a bee,
and a butterfly,
He was uncertain why he should try to feel like
anything else,
Hence his contentment.
(Ancient Wisdom, Kather Cosmic)




Other impressions would obtain. The reader would note a
diversity of cultural experiences (rancing from Greece to
modern England to ancient China in the selections just
~iven) and a sizeable amount of erudition ,ibotn literary
and historical. The often truculent tone of Pound's
pronouncements is Iinescapable:
Some circle of not more than three
that we prefer to play up to,
Some few whom we'd rather please
then hear the whole aegrum vulgus
Splitting its beery jJowl
_b v
a=-meaowling our praises.
(A Salon)
Hor could he avoid the iconoclasm of his commissions
to his songs:
O Generation of the thoroughly smug

and thoroughly uncomfortableesess
(Szlutation)

Go, little naked and impudent songs,

Go with a light footl....

Ruffle the skirts of prudes,
spealt of their knees and ankle=s,

But, above all, go to practical people -
gol Jjangle their door-bells!

Say that you do no work
and that you will live forever.

(Salutation the Second)

Go to the adolescents who are smothered in family =
Oh how hideous it is
To see three generations of one house gathered
together ! -
(Commission)

(A11 this seems a bit enthusiastic today, but one can imagine
the much-needed impact 1t had on an overstuffed Edwardian
drawing room in 1912%7Q Our imaginesry reader would

discern a goodly amount of technical experiment, not only



in esoteric forms such as the sestina and Japanese
haiku, but also in the idioms of previous poets. There
are Catullian ironies such as these:

Lencis, who intended a Grand Passion,
Znds with a willingness-to-oblige.,

(Epitaph)

Flawless as Aphrodite,

Thoroughly beautiful,

Brainless,

The faint odor of your patchouli,

Faint, almost, as the lines of cruelty about your

chin,

Assaills me, and concerns me almost as little.

(Ledies)

Sometimes the poems are Sapphic fra ments:

Thy soul
Grown delicate with satieties,
atthis.
O Atthis,
I long for thy lips.
1 long for thy narrow breasts,
Thou restless, ?ngathered.
\WéE &)

lhere are overtones of Browning's monologues:

I have sung wormen in three cities.

But it is all one.

I will sing of the sun.

ceseh?... they mostly had grey evyes,

But it is all one, I will sing of the sun.
(Cino)

AiVillon ballad:

Drink we the lusty robrers twain,
Black is the pitch o' their wedding dress,
Lips shrunk bhack for the wind's caress
As lips shrink back when we feel the strain
Of love that loveth in hell's disdeigneeee.
(A ¥illonaud: Ballad of the Cibbet)

Swinburne, the pre-Raphaelite nineties znd the tone of the

o

Celtic twilight:
ow if the low dear sound within thy throat
Hath as faint lute-strinss in its dim accord
Dim tales that blind me, running one DY OnNCeses
(Satierus)



Housman is represented in satire

The bird sits on the hawthorne tree
But he dies also, presently.

Some lads get hung, and some get shot.
Woeful is thls human 1ot,

(Pound, lir., Housman's liessare)

lennyson does not escape notice:

Half a loaf, half a loaf,
fglf a loaf? Um=hum?
Down throu h the vale of gloom
Slouched the ten million,
Onward th' 'ungry blokes,
Crackin' their smutiy jokes'!
We'll send 'em mouchin' 'ore,
Damn the ten million!
(fhe Charge of the Bread Pricsde from
Poems of alfred Venison)

4 contemporary of Pound, and one of the first poets in

Pound's Imazist movement, has rendered this summary judgment
on Pound's harking after the styles of the pasti "ie

fails most when he tries to be modern in subject as well
as in manner; he is happiest when in terpreting his own
emotions in the mask of a dead poet"5 Another poet has
civen an even more severe judgment: "But lir. Pound has
never stayed long enou~h in one place to build surely,

by o

nor has he been able to secure a perma:.ent color by

blendins his dves?4 R.P.Blackmgx calls him

the executive
artist® of his seneration.

Several points are established, then. First, Pound
is what some would call a poet's poet; much of his pro-
duction is the result of an enormous activity at the
o

craft level of poetry. Second, &&=t ruch of this

activity has been the recapturing of technical accomplishments



of previous poets and of poets in forei n langusges.

His translstion of the 305 Chinese Odes, The Classic

Anthology Defined by Confucius, is indeed a compendium

of English poetic procedures, ranging from Chaucer
("Compleat, alas, and prosperous/....His fine eves blaze,/
0 Lo 5 1 N 5
Clever of foot and great in archery..., , Ode 106 ) and
e ™, 13 bl % . i
iarlowe ("Such darkness the zrched heaven brings, 0de 121)
throush the &lizabethan song-books:

Hark to the phoenix'! song

O're the high ridge amid dryandra boughs

that face the rising sun,

lhick, thick, the leaves,

So calm serene that song.

(Ode 252)

the Shakespearean sonnet idiom ("whenmas my heart is filled
with kings and deeds/ seeking avoid the cause of new reﬁret,"
Ode 289), and the King James Version:

Heaven susteyne thy course in culetness

To abound and rise as mountain hill and range

constant as rivers flow that all auvgment

steady th' increase in ever cyclic change.ses

4s moon constant in phase; asssun to rise;

as the south-hills nor crumble nor decline;

as pine and cypress ever:sresn the year

belthy continuing line.

(6de 16¢)

lhere is the style of Pope ("Enjoy the good, vet sink
not in excess./ Hereto is good knight's true attentiveness."

Ode 1149 and the rhythms and manner of Goldsmith's

Deserted Villace ("Pull be the year, abundant be the grain,/

hizh be the heaps composed in granaries,” Ode 279), as

well as the tones of lousman at his best (Corpare Shropshire

Lad, LX11):



Hor fine nor coarse cloth keep the wind
from the Leloncnol* mind;
Unly antient wisdom is
solace to acn's miseries.,
(Ode 27)

the sprung rhythms, assoanawees and internal rhymes of
Gerard Lanly Hopkins:

Pine boat a-shift

on drift of tide,

for flame in the ear, sleep riven,

driven; rift of the heart in dark

no wine will cle GaT,

nor have I will to playe.

(Ode 26)

and the cadences of liariesnne lioore and the later Yeats:

lhe kins stood in his "Park Divine,"

deer and doe lay there so fine,

so fine and sleek; birds of the air

flashed a white wing while fishes splashed -

on wing-likRe fin in the haunted pool.

(Ode 242)
It does not surprise us, then, to see some of our
most sophisticated and discerning critics, such as
lr. Blackmur, treating Pound's poetry as the tour-de-force
of a technical wizard. e is described as "a maker of
creat verse rather than a reat poet. When you look into
him, deeply as you can, you will not find any extraordinary
revelstion of life, nor any bottomless fund of feeling;
nor will you find any mode of 1life alreszdy forwu¢uued,
any collection of established feelings, composed or

mastered in new form. <The content of his work does not
submit to anslysis...\because, separated, its components

retzin no beingeees «“r. Uovnd is explicit; he is all

i : . 6 .
surface and arti ev¢ot¢oﬁ\\ This attitude is cormion
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among mature critics. hat we see is lr. Pound fitting

his substasnce with a surface; he is a craftsman, and we
are meant to appreciste his gorkmaﬂsuipgy Pound's most

characteristic activity, thus, would be poetic translation,

_.x

the skilled masnipuvlation of verbal surfaces. T. 8,

liot,

0"

Pound'

[ ]

star pupil®) has spolen to similar effect,

pointin, out that Pound has had imrense influence but

g

almost N® discilples; fluence goes throurh form -

1

disciples depend on a sympathetic content or body of

insicght. e too sees Pound as the master technicisan

o

of verse.,
I think that Pound wss ori-inal i
that poetry was an art, an art whi
the most arduous apﬂlicstion 8 study; and is
seeing thet in our time it had to be a highly
conscious art. e also saw tqct a poet who
knows only the poctry of his own lanpguace is as
poorly ecuipped as the psinter or musicisn who
knows only the paintin or the music of his own
country. The business of the poet is to be
more conscious of his own languare thHan other
men, to be more sensitive to the feelinp, more
aware of the meaning of every word he useu, than
other men¥

#liot has indicated his awareness, however, that a
perception of FPound's versatile craftsmanship does not
probe the matter sufficiently. "A man who devises new
rhythms is a man who extends and refines our sensibility;
and that 1s not merely a mactter of technioue¥ll0 o ghall
return later to this problem of Pound's "content” -
whether it is deficlent, and if so, whether this con-

stitvtes an adverse judgment on his poetic achieverent.



Let us return now to the random impressions of our
imaginary uninitiated reader. Ille would be concerned, we
imegine, with disparities in the poetry among the seem-

ingly self-evident or simple prossic tones:

Go, my son:s, spéﬁ vour praise from the young
and frow the*intolerant,
Mlove among the lovers of perfection alone.
Seelk ever to stand in the hard Sophoclean licht
and take your wounds from it gladly.
(Lte)

the Jamesian complexities of psycholo ical irony:

Your mind and you are our Sar;asso S.8eess
You are a person of some interest, one comes to you
And takes strance cain away:
Trophies fished up; some curious suggestion;
Fact that leads nowhere; and a tale or iwo
Pregnant with mandrokes..ee.
These gre your riches, your great store; and vet
For all this sea-hoard of deciduous thinzSeees
Ho ! there is nothing! In the whole end all,
Nothing that's cuite your own.

Yet this is you.

(Portrait D'Une temmer)

Poetrv, her border of ideas,
he edce, uncertain, but 2 means of blending
Wiuh other strata
Where the lower and higher hsve endinfeces
(Husgh Selwyn lisuberley, XII)

the clarities of lyric precision:

Ho, not! Go/fror me. I have left her lately.

I will not spoil my sheath with lesser 0f13ntness,
For my surrounding air hath a new lightness;

Slight are her arms, yet they have bound me straitly
And left re cloalked as with a gauze of aether;

As with sweet leaves; as with subtle clearness.

Oh, I have picked up magic in her nearness

To sheathe me half 1n“hulf the thins that sheathe here..e.

(A Virginal)

and inscrutable obscurities

Spring......

T00 loNZGesesse

GoOnNgUulaeessss
(Papvrus)



Aand the resder mizht frownincly enlar;e on these

obscurities, tossing in a mot or two on the "lunatic's

)

patchwork t" or thundering indignantly at "intellectual

snobberye. e .ould not feel, as Pound doee, that an

> - ~ "l ot o - T * - ] & . l l
educated man necessarily knows Latin and Greek or that
he must be on easy terms with western cultursl history

mer to Yeats (without skipping

£y o)

or literature from over
such land-marks in the Poundian terrain as Guido Cavalcanti,
Gavin Dourlas, Golding's Ovid translation and Marlowe's
Armores). He would note Greek, Latin, and French ouotations
in the text of the poetry and wonder whether their rele-
vance would become avrarent after trasnslation or if they

would have to be understood in the light of the oripginal

context. Would the Greek line in Part I of llugh Selwyn

llauberley, for example, unfold its meaning with an
£nglish rendering ("For we lnow 2ll the %toils that in

incumbent upon the reader to place

fog

wide Lroy"), or is it

it as a line from the Sirens' songz in Odyssey XII?

Allusions to Pisanello and Jacuemart, "lhe Dorian licod"

and "King's Ereasuricsf mi:ht be no less troublesome.

the e¢lliptic syntax and allusive language of

For three years, diabolus in the scale,

He drank ambrosia,

All passes, ANANGKE prevaills,

Cqme end, at last, to that Arcadia.
(Pound, Kauberley II) v

would csuse no minor difficulties, either, and the

reader micht turn thankfully back to Leocksley iHall after

being confronied with
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ed, inconscient, full gaze,
banded irides

ellian sprays implied
jiastasis;

Which anaesthesis, noted a year late,
aAnd weighed, revesled his great affect,

(Orchid), mandate
Of #ros, a retrospect.

(Found, mauberlevy II)
P ST T

Let these problems rest for now.
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Part I: TiuGE - PHANAPOEIA

But the grestest thing by far is to be a master

of metaphor. It 1s the one thing that cannot

be learned from others; and it is also a sign

of genius, since a zood metaphor implies a

swift perception of the similarity in dissimilars.
(Aristotle, Poetics, 1495a)

o ~t

he opirit

Writing in 1910, Pound had this to say in I

Ny

)+ "Poetry is a sort of inspired mathe-

>

of lLiomance (p. 1
matics, which gives us ecquations, not for abstrad@cfijures,
triangles, spheres, and the like, but ecquations for the
human emotions? Zliot said it somewhat more specifically
in 1919: "ihe only wav of expressing emotion in the form
of art is by finding an 'objective correlative'; in

other words, a set of oﬁjﬁcts, a situation, a chain of

events whicih shall be the formula of that particular

-

ermotion; such that when the external facts, which rust

‘se

terninate in sensory experience, are given, the emotion

" 2 N — . '
Thivs Blalte does not write sbout

is imnediately evoked.

Jo

1

innocence and eXperience, but about l=mbs and tigers.

he Mind seizes concrete perticulsrs which it converts

&

into emotional response. archibald Macbeish has recently

said, "Abstractions are wonderfully clever tools for

taking thin:. s apart and for arranging things in patterns
but they are very little use in putting things together

and no uvse st &ll when it cones to determining what

things are for. Furthermore, abstractions have a
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limiting, a dehumanizing, a dehydrating effect on the
relation to thin:s of the man who must live with them,"

If this seems too obvious, let us look for a moment
at the opposite proposal. It is to be first found in

Descartes, "@ocito, erzo sum."  Knowledse is subjective

and the mind knows only its own ideas; 1t does not
reach out to encompass things, but constructs the object
(and ultimately the world) inside the mind. The world

T

was thus split between ratiocination-and dead Newtonian

&

iechanism, between res cogitans and res extensa, and a

suppie interaction between the two seemed impossible,

=0

Therefore poetry dealt with ideas or abstract feelings

and science deslt with things. If poetry used concrete

particulars, then it was encroaching on science'!s terri-
tory. kathematics dealt with truth; poetry, with fancy.
Thus:

I deen not profitless these fleeting moods

Of shedowy exultation: not for this, .

That thev are kindred to our purer mind

And intellectusal l1life; but that the soul,

Remembering how she felt, but what she felt/

Remembering not, retains an obscure sense

Of possible 'sublimity, to which

With growing faculties she doth aspire,

With faculties still growing, feeling still

That whetsoever point they cain, they still

llave somethin: to pursue. '
(Wordsworth, '‘he Prelude)

This sort of idea has been prevalent 1in Western

philosophy (Kant, Berkeley, Locke, Iliezel) since Descartes

1"

o \ . . 5 = 7/
(d. 1650), (Boileau pointed out that he "...a coupé le

O t - 2
corce de la podsie.") In a farous essay in 1921°, Eliot

pointed out the effect of this split on poetry. In
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sensibility" set in; poets could no longer "devour any
kind of experience," but thousht and felt by unbalanced
fits. As language becanme more fefined, feeling became more
crude. Poets reflgcted and meditated in couplets rather
than apprehending thougshti sensuously and concretelys
this produced the Apec of Heason in poetry. When they
found this unprofitable or boring, they reversed the
process and felt without thinking. Sentimentality had
besun in the 18th century, and it gushed forth in the
Aze of Homsnticism. Sophistication of poetic feeling
was not recaptured until the French Symbolist poets

of the late 19th century looked at thinss anew.

Pound, in his Cavalcentl essay dated 1910-1931,"

has had the sare apergu:

We sppear to have lost the radiant world where
one thought cuts through another with & clean
edve, & world of movin energies "mezzo oscuro
rade', "risplende in s8 perpetuvale effecto’,
magnetisms that taie form, that are seen,

or that border the visible, the matter of
Dante's Paradiso, the slass under water, the
form that seems a form seen in a mirror,

these reslities perceptible to the sense,
interactingeeees

the modern scientist energy has no borders,
is a shapeless "rass" of force; even his
differentiaste 1t to a degree never
the sncients has not led him to

s shape or c¢ven its loci. %The rose
agnet makes in the iron filin's,

does not lead him to think of the force in
botanical terms, or wish to visualize that
force as floral and extant (ex stare).

The medieval philosopher would probably have
been uvnable to think the electiric world, and
not think of it zs a world of forms. Perhaps
aliebra has quecred our reometry,
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If poetry is an "inspired ratheratics," then, it

1 suspect that the error inceducational systems
has Dbeen the cutting off of learning from
appetite...svery word ending in -ology in
ﬂw;LlSh 1M511§S reading eralities. It
L*iu; off from particularSeese
roes into man in tidbits.
scrap there; always pertinent,

ol
B

A scrap

linlsed ty, or nutrition or plessure.=®
inowledge, like the poetic image, functions toward the /

object. A helpful distinction is between the image and
the symbol. Svrbols are heavier in abstracted meaning

than imaces; they exist less for themselves, for objective

renderin than for categorization; lifting the thing or
act out of its particulsr settinc. ‘They chiefly convey

meaning and si nificance, though through sensory involvemert

‘While the image is concerned primerily with the external

-

bject, the symbol has to do first with the observer's
feelinzs. It becomes translucent, ambivalent. The
difference is one of precision. Pound spealks of abstract
thought as "a comparison, regimentation, and least common
denominator of a multitude of 1mages; but in the end

each of the images is a litile spoiled therebVeeee

Creative thousht has manifested itself in images, in

misic, which is to sound what the concrete image is to
sirht. And ,the thought of genius, even of the mathematical
periuse..yis a sudden out-spurt of the mind which takes

the form demanded by the problem."?




In 1908, when Pound came to London, the poetic

situation was a stalemate. Yeats had not vet evolved
from the Celtic Twilight, Xliot had not appeared on the
scen®, and Joyce was writing neo-romantic lyrics.

Swinburne and the poets of the nineties dominasted the

[N 5 I
literary scene with tinkling, fragile rhythis and
fuzzy statements. Yeats and kliof give similar testimonys

When you published youvr first work, il was at
the very heizht of the Victorian period. The
abstract poet was in a state of gzlory. One no
longer wrote as a human being, with an address,
living in a London street, having a definite
income, and a definite tradition, but one wrote
as an abstract personality. One was expected
to bervery much wiser than other peoplesess

lThe only objection to such a conception of
theipoet was that it was impossible to believe
he existed...s We are now at the end of
Victorian romance - completely at an end. One
may admire Tennyson, but one cannot read himess.

xhkifhere was no poet, in either country, who
coulcd have been of use to a beginner in 1908.

The only recourse was to poetry of another age
and to poetry of another language. Brownin: was
more of a hindrance than a help, for he had

gone scme way, but not far enough, in discovering
a contemporary idiom. &nd at that stage, FPoe

and Whitman had to be seen through French eves.
The cuestion was still: where do we go from
SWinburns? And the answer appeared to be,
nowhere.

The poetry being writien was diluted, diffuse, znd
vaguely surmgestive of indefinable experiences. It was
stuffed with murky adjectives:
there livedaa singer in France of old
By the tideless dolorous midland sea.
In 2 land of sand and ruin and gold

There shone one woman, and none but she.
(Alpernon Charles Swinburne)
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Guite obviously, Swinburne was referring here to nothing
ever sharply observed or even vividly imagined. e

vas attracted by the strance, gorseous word. "1le

—t

neglected the value of words as words, and was intent

0o

on their value as sound: (Pound, Literary Essavs, p.292).

Yet he and Browning were the best the Victorians offered.

Pound was not the only one distressed by the situstion.

"y

There was Ford liadox I'ord, who had said, oetr'yeee.is a

matber of rendering and not comment. You must not say,

'I am so happy'; vou must behave as if you were happyd)

He sought efficient presentation and clear statement,

i

as Pound rerarks, "even in verse. "Poetry should be

1

at least as well writien as prose," said Ford.

There wes also T, E. Hulme, the philosopher behind
the Imegist moverent .o lueh of the Imazist platform may
be traced to his writings:

Lwo visual imaces form what one may call a
visual chord. They W¥ite to suggest an irage
which is different to bothee.e.. The effect of
(mechanized) rhythm...ls to produce a kind of
hypnotic state, durin which sug-estions of
grief or ecstag@y are easily and powerfully
effective, Jjust =zs when we are drunk all jokes
seem funny.

Pound was not slow to see the necessity for poetic
action. Through his publishing contacts, his accuaintance
with the London literary world, and noi a little brash-
ness, he launched the Ima ist movement and became, for a
time, its chief publicist. Ripostgslo traces his

poetic progress from the dimly suggestive pictures of



Rrech.
» A7 378.2

Hood

ihou Keep'st thy rose-leaf
Till the rose-time will be over,
Think! thou that Death will kiss thee
Thir k'st thou that the Dark House
4ill find thee such a lover
As I% Will the new roses miss thee?
(.LJ.re Cloak )

to the sharp, intense images of

Be in me as the eternal moods
of the bleak wind, and not
As transient things are -
palety of flowers.
Have me in the strons loneliness
of sunless cliffs
And of grey waters.

(Adpca )
The capitalized "Death" and "bark iouse" are reroved.
One cen see the cliffs and waters; the roses are almost
invisible. Tne rhythmic line, too, is clearer, sparer,
less thickened with "th" sounds. "i4n imace is theat
which presents an intel’ectual and emotional complex in
an instant of timese... It 1s the presentation of such a
'complex}“instantaneously which zives that sense of
sudden liberation; that sense of freedom from time limits
and space limits; that sense of sudden prowth, which we

experience in the presence of the greztest works of arth

(Literzsry HEssays, pP.4) ihe natural object, Pound said,

is the adeocuate symbol; it avoids a dulling of the inage

by an admixture of abstraction ("dim lands of peace").

ihe apparition of these faces in the crowd;
Petals on a wet, black bough .

(Yound, In a Station of the lietro)

B T

%

Pound has an interesting discussion of this poem in

e Ak o s .
Gaudier-Brzeska: s .emoir, de tells of getting off a

w
Paris subwey and belng stuck with an inarticulate emotion

LIBRARY OF
WASHINGTON & LEE UNIVERSITY
) LEXINGTON, VA,



18

at the beauty of surroundiné faées. "And that evening...{i
I found, suddenly, the expression. I do not mean that I
found words, but there came to me an eouation..v/not in
“speech, but in 1itt1é splotches of colour.... &11 poetic

languarge is the lan-vage of exploration. Since the
9 - $ o | *>

ry, Writers have used images as

berinning of bad writin

ornaments. The point of Imagisme 1s that it does not use

ces as ornaments. The imape is itself the speech.

The image is the word:sbeyond formulated lansucgeCesss

One 1s tired of ornamentations; they are all a trick, and
any sharp person can learn them. The Japanese have had
the sense of exploratione.... & Chinaman said long ago
that if a man can't say what he has to say in twelve
lines he had better keep aiietees. The tone imasc poem?

is a form of super-position, that is to say, it 1
“idea set on top of another. I found it useful in
getting out of the impasse in which I had been left by
my metro emotion. I wrote a thirty-line poemsses Six
months laeter I rade a poem half thaet length; a year
later I ade the following hokku-iike sentence: (the
precegding poem).... In a poem of this sort one is
trying to record the precise instant when & thing out-
ward and objective transforms itself, or darts into a

thing inward and subjectivee.sees <Lhe irmege is not an idea.
It is a radiant mode or cluaster; it is what I can, and must
perforce, call a VORTEX, from which, and through which,

and into which, ideas are constantly rushing...vq
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With Imagism came Pound's experimentation with
the Japanese hailu (or hokku), whence he defived the
technicues of juxtaposition of images:

‘he jewelled steps are already quite white with dew,
It is so late that the dew soaks my gauze stockings,
And I let down the crystal curtain
Aand watch the moon through the clear autumn.
(ihe Jewel Stairs' CGrievance, after R nﬂ‘u)lg

As cool as the pale wet leaves
of lily~of-the wvalley
She lay beside me in the dawn.
(Alba)

@Grecn arsenic smeared on an egg-white cloth,
Crushed strawberriesd Core, let us fesst our eyes.
(L'Art, 1910)

and super-position of irase and staterment:

O fan of white silk,
clear as frost on the grass-blade,
You also are laid aside. .
(Fan-Piece, For Her Imperial Lord)

All the while they were talking the new morality
iller eves explored me.
And:when I arose to go
Her fingers were like the tissue
Of a Japanese paper napkin,
(The Encounter)

As a2 bathtub lined with white porcelain,

‘When the hot water gives out or goes tepid,

So is the slow cooling of our chivalrous passion,

O my much praised but-not-altogether -sut¢ufactorv lady.

(The Bath-Tub)
Such strategems, as we see, are flexible, capable of such
various effects and divers nuances of tone as the obliogue

decorum of the stztely Fan Piece and the wry nockery of

ihe Bath Tub. Yhe precision and compression of the

poetic staterent is not tight-lipped and ayid; it is

capable of broad, robust humor:
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Lo, how 1t gleams and glistens in the sun
Like the cheek of a Chesterton,
(The New Cake of Soap)

macabre suggestiveness:

dympharum membra disiecta
fhree. spirits came to me
And drew me apart
‘o where the olive boughs
Lay stripped upon the .round:
Palc carnage beneath brizsht mist.
(April)

and of powerful extensions

I rate with my free kind upon the crage;
the hidden wecesses
Have heard the echo of my heels,
in the cool light,
in the darkness.
(Tenzone)

Pound did not, however, rest satisfied. "The defect

of earlier imacist staterent was not in misstaterent but

&=

in incomplete stazterent. The diluters took the handiest
and easiest neaning, and thou ht only of the SIATIONARY
LIEOY o~ 5 I p | " = 4 147 4 5.

ims ey There are, he went on to say, three kinds
of poetry:

MELOPOXIA, wherein the words are charced, over
and above their plain meaning, with some musi-
cal property, which directs t.u bearing or
trend of that meaning.

PHANUPOEILIA, whnich is a casting of images upon
the visual imagination.

LOGOPO=TIA, 'the dance of the intellect among
words', 2t is to say, it employvs words not
only for their direct meanin-, but it takes
count in a special way of habits of usage, o
context we expect to find with the word, its
usual cowncomitants, of its known acceptances,
and of ironical play. It holds the aesthetic
content which 1s peculiarly the domain of
verbal manifestation, and cannot possibly be
contained in plastic or in music.

et

)



These, he sald, are the three ways of charging
language with meaning. (Poetry differs from prose
in thet it is more compressed, highly charged) He used

the term phanopoeila to sugzest or include the moving

image. A4S & btechnicue it avoided the rwmrvnortaik+7
that I.Ut)ﬁldington, and Amy Lowell found their

poetry soon frozen to. It susrrests dynarnism as well as
stasis - the vortex of onrushing ideas and feelin s.

" Pound said, he

3y Aristotle's "apt use of metaphor,
understood "a swiftness, almost = violence, and certainly

a vividness? (Literary Lssavs, p.52) Here is phanopoeis

in a poem Pound rendered from the Chinese poet Rihaku:

Ko-dJdin goes west from Xo-kalu=-ro
The smoke~flowers are blurred over the river.
His lone sail blots the far sky.
And now I see only the river,
The long Kiang, reaching heaven.
(Sepsration on the River Kiang)

eries

[65]

the thing to note is how the eve is drawn by the
of receding images. The poet does not, Housman-like,
shout 2zt us to feel sad; there is no utterance of emotion
in the poem, in fact., Our response is governed entirely
by the action of a series of sharp images which, super-
imposed, pive an almost cinematic effect of a silently
moving TsnotW\  The feeling is not pasted on with ad-
jectives and atmospheric decor, as in

He is not here; but far away

The noise of life begins again,

And chastly through the drizzling rain
On the bald street breaks the blank day.

(Tennyson, In iemoriam, 7)

but emerces with clarity from the perspective. The
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imagist, in fine, does not tell us what to feel, but

presents thincs in such ordered fashion that the

response is natural, unexhorted. This is not at all to
say that we mway respond as we choose; the poet's vigorous:
selection and arranserent of objective correlatives
A 1 j_ de ‘.L TL] & . T o | 0 1 o 1A 15
recludes that, the indefatigable Brooks and Warren
have, in fact, switched the second image of In A Station

of the ietro to produce an almost opposite impression:

1he apparisvion of these faces in the crowd
VUead leaves caught in the gutter's strean

Pound has cited with approval on several occasions the
statement of the Vorticl stl6 sculptor Gaudier-Brzeska:
solely - the ARRANGEMENT OF SUREACES;T shall preseut my ewnolions
"I shall derive my emotions,by the arranperment of my

surfaces, the planes and lines by which they are defined."

(Guide to Xulchur, p.69) The vortex is the dynaric image

contemplated by phanopoeia, "a radiant node or cluster"

“he water-jet of -o0ld light bears us up through
the ceilings;
Lapped in the sold-coloured flane I descend through
the aether.
The silver ball forms in my hand,
It falls and rolls to your feet,
(Pound, FPhanopoeia, I)

While I would not ur e the appreciation of such poetry
on anyone, I would hazard the suggestion that one who
finds it devoid of interest can never cone to terms with

much of modern painting. 1t is perhaps best thousht of

es phanopoeia at its lo al extreme - not, certainly,
a reductio.ad absurdum. It is like music; it gains

expression by an abstract, formsllzed arrangement of the

medium. The poet has vanished and there is only the



poem, completely objective and outside explanation.
The vortex 1s organic; it carries its own force and
pleeasure, without comment. “he poem is an emotion

completely objiectified, rendered solely as color and

image.
Imagism does not record impressions, but reveals
a world of interacting processes by demonstrating new

relations among thincs. It is an effort to produce

light enercy by fusion. In judging the poetry, one

&

nust "distin uish between the @hetorical gesture

-

that chucks in one component to ne:ate another, and the

peripeteia that juxtaposes two worlds of perception

strike lirnht frow their intersction®l? If poetry is
language charged with meaning, the vortex i1s the pole
of highest energzy. The larger function of the vortex

is to re-awaken a sense of form. "Until recently people

enjoyed pictures chiefly, and often exclusively, because
nl8
.

the painting reminded them of somethin

else
Such response suggests a coarsened, desensitized

. - fos s « 7 . E]
mind, a mind accustomed to cliches of feeling as well

as stercobypes of thou

"mews that stays news,” a body of nerceptions that must

be continually renewed, revitalized by fresh contact
things. Words decay and slip.uwith imprecision
unless recharced by continuous acts of renewal (one of

Pound's books of criticism is entitled makei@fﬂew).

Chinese ideogram is just such a source of renews
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In Europe, if you ask a man to define
anything, his definition always moves away
from the simple things that he knows per-
fectly well, it recedes into an unknown
region, th»t is a region of remoter and
prosressively reroter abstraction.

Thus, if you ask him what red is, he says it
is a "colour"

If you ask him what a colour is, he tells you
it is a vibration or a refraction of llﬁju,
or & division of the spectrun.

d if you ask him what vibration is, he
ells you it is a mode of energy, or some-
ing of that sort until you arrive at

a modality of pelLé, or non-being, or at

any rate you get in beqond your depth, and
beyond his depthecse

By contrast to the method of abstraction, or
of defining things in more and stlll more
ceneral terms, Fenellosa emphasizes the
”euhOd of sclence, "which is the method of
poe try" as distinct from that of "philosophic
dlscu331on and is the way the Chinese go
about it in their ideograph or abbreviated
picture writingeees

o]
H

Yhen the Chinaman wanted to make a pict
eeee2 general idea, how did he go about
He is esz to define red. How can he do
a pilcture tHat isn't painted in red psin
He puts (or his ancestor put) together the
a-breviated pictures of

w9 ot oF @
N
-

o
Cf- e e H3

" ROSE
IRONRUST
That, you see, 1s very much the kind of thing
a b§070v1°t does...gwwhen he gets together

a few hundred or thousand slides, and picks
out what is necessary for his general state-
ment. OSomething that fits the case, that

applies in all of the cases.

The Chinese 'word! or ideogram for red is
based en something everyone KNOUWS....

known objects or facts.
9£ -\.eadll gy p’;(p.l9—22, 25)
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Pound's presentation of ideogrammic method éould
hardly be further simplified. What is in cuestion is
she use of specific examples to explain and illustrate
ceneralities. Or, rather, we should say, ideogram-con-
sists in presenting a series of images whose collecation

defines an idea as points define a periphery. Its nethod

use of in

is an associati res, presenting "one facet
and then another until at some point one cets off the

dead and degensitized surface of the reader's mind,

%7

onto a part that will register." (Guide to XKulchur, p.51)

Chinese is & languzge full of graphic gestures.

The word for "ssdness" is made up of the signs for

heart (bleeding) and for autumn (components: fire znd
corn) - thus sadness 1s like sutumn in the heart, or
like the heart bleeding for the death of the year. It

1

becomes particular, concrete. Similarly, English words
often have metaphorical roots. Radilish probably comes,
not from the generic, abstract Latin radix, but
from the Anglo-Saxon "reddish¥y which indicates the

o0
distinctive feature of the roof?% In connection
with this, the similarity between Chinese ideograph and
Anglo-Saxon kenning (whqle—roéd) should be noted. "I
once ot a man to start t anslating the Seafarer into
Chinese. It czme out almost directly into Chinese
verse, with two solid ideogrems in each half-line
(Pound, ABC of Reading, p.51)
mples of the differing methods of

discursive and ideographic poetry, we will compare two
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poems dealing with revelry andrsudden departure:

There was a sound of revelry by night
And Belgium's Cgpital had gathered then
Her Beauty and her Chivaelry, and bright
The lamps shone o'fe falr women and brave men;
& thousand hearts Deat happily:; and when
Music arose with its voluptuous swell,
Soft eves looked love to eyes which sps:e again,
and all went merry as a marriasge bell;
But hush! hark! a deep sound strikes 1140 a rising knell

Lo

Anht thep and there wes hurrying to and fro -

And ~athering tears and tremblings of distress

And cheelks 371 pale, which but an hour ago

Blushed at the praise of their own loveliness -

And there were sudden partings, such as press

The life from out young hearts, and choking sighs
Which ne'er might be feﬁeuted who could guess

If ever more should méet those mutual eves,
Since upon night so sweet such awful moon could risel

(Byron, Childe ﬂarold's Pilgrinage, (awto III,

21 and 24))

And whet a2 reception:
Red jnde cups, food well set on a blue jewelled table,
And I was drunk, and had no thought of “eturn*ug.
and you would walk out with me to the western
corner of the castle,
To the dynastic temple, with water about it clear
as blue jade,
#ith boats floating, and the sound of mouth-organs
and drums,
With ripples like dragon-scales, going
on the water,
Plessure lasting, with courtezows, going and coming
without hindrance
With the willow flalkes falling like snow,
and the vermilioned gilrls “et+tnh drunk about sunsej
And the water, a hundred feet deep, reflecting
green eyebrows
- Eyebrows painted green are .a fine sig
young moonlight,
Graceful 1y painted -
And the girls singing back at each other,
Dancing in tru*soqrent brocade,
And the wind liftingc the song, ald interrupting i,
Tossing it up under the clouds.
And all this comes to an end.
And is not again to be mel withees.

Aand once again, later, we met at the South bridge-head.
And then the crowd broke up, vou went north to
San palace,
And if you ask how I regret that parting:
1t is 1like the flowers falling at Spring's end
Confused, whirled in a tanglee...
(Pound, Exile's Letter, after Li Po)




Fenollosa remarks, "In reading Chinese we do not
seem to be jupggling mental counters (Byron's Beauty,
Chivalry, thousand hearts, and music), but to be
watching things (Pound's red jade cups, mouth organs,
dracon~scales, green evebrows, and willow flakes) work
out their own fate."®t Pound is defining a new
experiénce by examples, by particularizations, while
Byron asks us to realize the emotion by recalling pre-
vious, habitual feelings which may or may not be awakened
by his use of capitalized abstract terms and generic

ngs, sighs - each a

}.I.

plurals (tears, tremblings, part

N . : : "
cliche of emotion, as Byron tacitly recognizes by
refusing to give them a singular form). Pound is
enclosing the experience with things observed, delimitin

it with concision; Byron, on the other hand, appeals to
the reader to "finish it off" for himself - impressionism
in the worst sense. Byron's langvage is fiduciary; it
does not have its root in metaphor. It is, in fzct, very
difficult to envisage the ball before Waterloo with any
clarity, whereas Pound's demarcations are so precise as
to achieve luminosity. Concrete experiences have bheen
- ee”

stunned in Byron's poem; feeling has«paralyzed by
ebstraction, dead as a worn-out metaphor.

HE k) . 1 e 5 Ta 17 02 5 . .

lietaphor,” said reno@Los§$\ echoing Aristotle,
"the revealer of nature, 1s the very substance of poetry.

Perhaps enouch has been said to indicate Pound's mastery.

1
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Part II: SPEECH - LOGOPOZIA

Out-weariers of Apollo will, as we know, continue
Their lMartian generalities,
We heve kept our erasers in order.
(Pound, Homage to Sextus Propertius)

La ﬂoJE’e, avec ses comparaisons OOLl”ééS,
sa mythologie cue _ne 0W01t pas le poéte, sa
dig ﬂlué'de style 8 la Louis X1V, eu tout
1'attivail de ses ornements app les pOétl“UeS,
est bien endessons de ¢a prose dds qu’ ils
s'apit de donner une idée claire et precise
des MOUVbTeutS du coeur; or, dans ce genre,
on n’ &reut ras que par la clsrte.

(buenaawl)

Poetry should be ot least as well written as prose.

(FOl"d Madox Fo I‘d)

A reviewer writing in The Saturday Review last
weelk spoke of poetry as the means by which the
soul soared into higher regions, and as a
means of expression by which it becare merged
into a higher kind of reality. Well, that is
ind of statement that I utterly detest.
want to speak of verse in a plain way as 1
would of pigs: that 1s the only honest wQV.

o}
esident told us last week that poetry
i

n to reli:ion. It is nothing of t“e sort.
means of expression justdas prose is,

and if vou can't justify it from that point of

view it's not worth preserving.

(Te BE. Hulme, Further Speculations)

I have used the cuvotations from Stendhal, Ford,

}_h

and Hulwme to indiczte some of the impulses, personal and
ideelogical, behind Pound's work on poetic speech. Hulme
and Ford were loud, clear voices when Pound landed in

London in 1908, having produced a volume of poetry ruch

indebted to Swinburne:
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he words are a2s les ves, 0ld brown leaves in the
spring time
xno

ok

Blowing they know not whither, seeki a song.
White words as snow flakes but they are cold,

li@ss words, lip words, words of slow strears.,
(Praise of ¥solt)

and some translations of Cavalcanti that bore the tone

of Rossetitl. ("iy perception was not obfusceted by Guido's

Italiene....I was obfuscated by the ¥ictorian languageW)
By 1912, however, Pound was producing a more

austere, direct poetry, free from "rhetoricsl din,

luxuriens wiot, and emotional slither":

Grest minds have sought you - lagkin: someone else.
You have been second always. dracical?
Ho. You preferred it to the usual thing:
One dull man, dulling and uxorious,
One aversge mind - with one thought less, each year.
Oh, you are patient, I have seen you sit
Hours, where soriething might have floated up.
And now you pay one. Yes, you richly pay.
(Portrait D'Une xemme)

Avoid abstractions, Pound wss saving. "Do not retell in

mediocre verse what has alrezdy been done in good prose'

(Literary Essays, p. 5) Durability in writing depends

on exactitude in the articulztion of experience. Pound
demanded a poetry "nearer the bone" and "much like granite,"
not a lan ua ¢ "poetically" lofty and flowery. A favored

P .

critical device of Pound's at this time was to compare

the poet to a scientist. (I ouote fror the Literary Essays:)

ihe arts, 1itefature, poesie, are & science,
just as 01A~ istry is a sclence. Their subject
is man, mankind and the individual. (p.48)

rtists are the antennse of the race....they

are the registering instruments, and if they
f3181fy their reports there is no measure to
the harm that they do. If you saw a man
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selling defective thermometers to a hospital,
vou would consider him a particularly vile kind
of cheat. (p. 58)

That brings us to the immorality of bad art.
Bad art is inaccurate art. It is art that
raltes false reports. (p. 43)

A
4

Yet it takes a deal of talking to convince

a2 layman that bad art is immoral. &and thst
cood art, however "imroral" it 1s, is wholly

a thing OL virtueeess By good art I mean art
that bears true uitness, I mean the art thet is
most precise. You can be wholly precise in
representing a varueness. (p. 44)

As there are in medicine the art of diagnosis and

the art of cure, so in the arts....(there =zre)

the cult of u:liness and the cult of beauty.

The cult of beauty is the hygiene.... The cult

of ugliness...(1s) diagnosis... S%tire is surgerye.
p. 45)

Disgust with the sordid is but another ex-
pression of a sensitiveness to the finer thing.
(p. 415)

A good scilentist simply would not be bothered
to 1limit himself to one language and be held

up for news of discoveries. (p. 36)

The serious artist is scientific in that he
pfese“us the image of his desire, of his hate,
of his indifference as precisely thote.... (p. 46)

:ritin- that 1is perfectly con-

iter says Jjust what he means.

conﬁlete clerity and simplicity.
llest possible number of words. (p.50)

His first act must be an examination of his con-
sciousness, and his second, the direction of his
will towsrd the light. (p. 59)

This means abolition of personal vanity in the
reporting...«It means the abolition of locsa
vanity. (pp.58 - 59)
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pe

Pound has said much the same thing in the Pisan Cantos:

lhe ant's a centsur in his dragon world.
Pull down thy vanity, it is not men
Made courage, or made order, or made grace,
Pull down thy vanity, I say pull down.
Learn of the ~reen world what can be thy place
In scaled invention or true artistry,
Pvll down thy-vanity, )
Paocuin pull down'!
lhe grcen casque has outdone your elegance.

"llaster thyself, then others shall thee beare"
Pull down thy vanity

Thou art a beaten dog beneath the hail,
A swollen ma:pile in a fitful sun,
Half black half white
Hor Imowst' ou wing from tail
Pull down thy vanity

How mean thy hates
Fastered in falsity,

Pull down thy vanity,
Hathe to destroy, Wiggard in charity,
Pull down thy vanity,

I say pull down.

(Canto LAAXTI)

Here the sthical insight is evident. Pound was not
simply indulging his prefer}ences by objecting to the
confusion of poetry with lofty thoughts expressed in
beautiful and ornate lenguage, by choosing clarity over
magniloguence. Nor was he exXpressing his urge to

shock by sa:ing, The point is .that any natural wording,
anything which keeps the mind of theatricals....dealing
with an actual situation, and not pestering the reader

with frills and festoons of languesg is worth all the

convoluted tushery that the Victorians can heap together."

e

(Literary Esszvs, p. 270) Against this we may set

Lthavkeray:
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There are things we do and know perfectly well
in Vanity Fair, though we never speak of them;
eee.and a polite public will no more bear to read
an asuthentic description of vice than a truly
refined English or American female will permit
the word "breeches" to be pronounced in her
hearinf...+lt has been the wish of the present
_writer, all through this story,.deferentially to
subjatt to the fashion at p?e;enL prevailing,

and only to hint at the existence of wlckedness
in & light, easy, and acreeable menner,"

(Vanity Fair)

Whet Pound was driving fbr was a poetry without
inversions, Latinate svntax (hence his chary attitude %o
101l oM ), and "poetic" diction - a poetry that need not
blush in comparison with Flaubert's prose, a poetry not
so busily seeking lofty tones or Wordsworth's ordinary
word that it missed le mot Juste. Poetry should not
be weirhted with book words, periphrases, set phrases aﬁd
¢clichds: "no hind-side-beforeness , no straddled adjectives
(as 'addled mosses dank'), no Tennysonianness (sic) of
speech; nothing...\that you couldn't in some circumstance,
in the stress of sore emolion, saV'g

How Pound applied this to Yeatsls early peetry, thus

=

"efficient cause" in the erercence of the elder

becoming
poet from the Celtic Lwili ht, need not be nrehearsed here -
nor how he blue-penciled the adjectives from the early

ve "e..We have had so many other

o)

manuscripts of Hemingwa

psevdo-glaemours and glamourets and mists and fogs since

Ay

the nineties that one is sbout ready for hard lirht,"”

=

says Pound in his 1914 essay on the later

(Literary Esssys, p. 380)
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This "clarity" of poetic speech is somewhat
ambiguous. It does not mean, for example, thzt the

poet must not use an archaic word or a Latinism. It
means that such words may be used, provided they
contribute to a lucid effect. It means that nothing in
the poem should deliberately or carelessly obscure the
reaning. Poetry is not a process of polishing and

—_ ¥ ‘ - 3
varnishing an idée recue - "What oft was thouzht but

ne'er so well express'd” - but a process of rediscovery

¥]

b)

and continuous renewal, an act of %aking it new."

#

" . : | i : .
"Literature is news that stays news¥%® <The Classic An-

tholo~y Defined by Confucius, ssen in this aspect,

is a momentous act of renewal, salvaging the 305

ancient odes to present in an apprehensible manner to
the modern reader:

Don't chop:that pear tree,
Don't spoil that shade;

hear's where old liarse Shao uscd to sit,

ord, how I wish he was jud.in' yet.
(Ode 16)

P
oL
o+
i3

Big bad wolf trips over his jowl,
let'him fall on his tail and howl;
The Duke rings true.
Who'll carry thru?

}i}:{l.

(Ode 160)
These make contact with the differin: tonalities
of Wegro folk-song and football cheering rhythms. It

is not a faddish chinoiserie - limpid in rhythm, blue

in color, and formal in diction - but an extension of our
spectrum of awareness. It is this thet led Eliot to call

Pound "the IUVELITLOR of Chinese poetry for our time&\



(italics mine) Invention implies something discovered

or newly made.

4=

iy point is that such poetlc renewal was made,
in these cases, largely through a sensitivity to speech,
e precision in the use of diction, an awareness of the
overtones of langusge. Contrast the economy of statement
in these "portraits" of lenry James, one from Pound's

prose, the other from his later poetry:
The massive head, the slow uplift of the
hand, gli occhi onesti e tqrdi, the long
sentences piling themselves up in elaborate
phrase after phrase, the lightning incision,
the pauses, the slihtly shaking admonitory
gestureswith its 'wu-a-wait a 1little, wait
a little, something will come'; blague and
benignity and the weilght of so many years!
careful, incessant labour of uminate ob-
servation ailways there to enrich the talk.
(Literary HEssays, p. 295)

And the great domed head, com z1i occhi
onesti e tardil
lioves before me, phantom with weighted motion,
Grave incessu, drinking the tone of things,
And the old voice 1lifts itself
Weaving an endless sentence.
(Canto VII)

the latter version is done in half the words of the former;

its words are chosen more carefully. This sensitive
awareness to the connotations of words is logopoeis,

"the dence of the intellect among words." It is the

4

poet's business, said Bliot, to be more sensitive to

the feelings, more aware of the reanings of words -

4

and this means the word as it appears etyndogically,

fedo

{
{

in the dictlonary, in slang or present usage, in



traditional usage, and in previous poetic usage.

,‘for instance, ever sungest
anything but Shakespeare's "multifiudinous seas"?)y

ihe good poet, then, will know other languages, if

only as a means of learning more about his own.

Pound has said this more than once, and in less

rentle tones,

fiere is part of a poem from the 1916 Lustra volume

that depends for its effect larsely on logopoeia:

In her is the end of Dbreeding.
Her boredom is exauisite and excessive.
She would like someone to speak to her,
And is almost afraid that I
will commit that indiscretion.
(he Garden)

' ]

To appreciate this poem fully, one should be aware that
its effect depends largcely on the overtones of four

words: exquisite, excessive, com: it, and indiscretion =~
all of which are the only words of Latin derivation in

the poem, and three of which constitute the only words

than two syllables. The terse irony of

I
W
“
H.
5
=
o
s
o

"

the stanzea depenas not only on the incongruity of

i)

proportions between "cormmit" and 'ndlqcretlon (in

which an indiscretion achieves the status of a rape),

i

"voredom" and "exocuisite" (meaning, here,

and between
"soucht after”), but also on the very appropristeness

of these highly formal Lafinisms to this hyper-fastidious
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Pound finds logopoeia largely in the work of

Propertius, Lafergue, lleine, Hochester, and Dorset.
It is the peculiar weapon of the ironist, who deals in

Y

subtleties rather than exhortations. Logopoeic irony
consists in using specialized or stereotyped words or
phrases so as to criticize the usual context. "Logopoeia
does not translzte...ybut having determined the oricsinal

avthor's state of mind, you may or may not be able to

find a derivative or an ecuivalent." (Pound, Literary
Essays, p. 25) One wishes that the classicists and

he,
sinologists who have pointed so gleefully to, "inaccuracies"

=

of Pound's adaptations from Latin and Chinese (and

b |

other languages) would consider that Pound does not
pretend to pawn them off as literal renderings, but
critical eculvalents, not &z duplicates, of the original -

a portralt, not a photo-raph. Pound would insist that a
worls of art depending on logopoeia can never be
iy,

"accureately" translated and rerain a work of art. Lthe

huran wisdom is not contained in any one language

P

a

and no sinsle lancuage 1s CAPABLE of expressing all

forms and dezrees of humsn conprehensionVg (ABC of Readino
&) 2

De 34)

Homase to Sextus Propertius, then, is not a
translation of Propertius' ele ies filled with schoolboy
blunders (the reference to Wordsworth in Part XII is

-

ardly a2 careless misconstruction), but an dattempt to



render in English the sophisticated sensibility,

elegant and cynical, of Fpvopertius' Latin poetry.

It is, again, an act of renewal; Pound's translations

are as nothing if not contemporary poems. By the
ommissions, selections, and emphases in Pound's

"versionW) he mekes specific criticisms on Propertius!'
gualities. He 1is faithful to the tone, the spirit,

the essentlal guslity of Propertius in a way that the

Loeb translator is not; and this, after all, is whzat malkes

us interested in Propertius.

A new-fangled chariot follows the flower-hung horses;

A young luse with young loves clustered about her
ascends with me into the aether,ecese.
And there is no high-road to the luses.
(Homa~e to Sextus Propertius, I)

"hirh-road" jibe

The "new-fan-led chariot" and the
oddly 1n tone with the aspiring isuse; the incongruity
in tone 1is part of the complex sensibility, simultaneously
skepticel and enthusiastic, Pound is rendering so
incandescently.
Small talk O Ilion, and b Trozd
twice taken by Octian gods,

If Homer had not stated your casel
(Homare to Sextus Propertius, I)

ere, indeed, is the deflation of both Philistia's pomp

and Art's pomposities:
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Annalists will continue to record Roman reputations,

Cele%fvnlcs from the Trans-Caucasus will bels
Homan celebrities
And expound the distentions of Empire,

But for something to read in normal circumstances?

For a few pages brought down from the forked
unsullied?
I ask a wreath which will not crush my head.
And there is mo hurry about it;

hall have, doubtless, a boom after my fune
ing that long SLanlnA increases all thing
regardless of GUaLWtV.
(Pound, Homege to Sextus Properti

sud

hill

ral,
‘s

us, 1)

I suggested some pages back that Pound's urge towa

.

clarity, economy and precisi in the use of words was
ethical rather than preferential or exacerbating. Iis
unfortunate prose habit of shouting and calling names

belies the depth of his own sincerity. It was Pound's
perception that to be sensitive to a lan_uage is to be

. 8

alert to a culturs. literature's function

o

in the. state, he has this to say:

It has to do with the clerity and vigour of
end every" thou:ht and opinion. It has to do
with mainteining the very cleanliness of the
tools, the health of the very nmatter of thoug
itself....the individual cannot think and
cormunicate his thouzht, the governor and
legislator cannot act effectively or frame
his laws, without words, and the solidity and
validltv of these words is in the care of the
derned and despised litterati. When their
work goes rotten - by that I do not mean when
they express indecorus thoushts - but when th
very medium, the very essence of their worl,
appllcmtlon of word to thing goes rotten, i.e
becomes slushy and inexact, or excessive or
bloated, the whole machinery of social and of
individval thought and order goes to pot. Th
is a lesson of ﬂlstory, and a lesson not vet
half learned.

(Literary Essays, p. 21)

rd
oL

i
any

ht

eir
the

is
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Lenguage is not a mere cabinet curio or
museum exhibit.... You cannot —:overn without
it, you cannot mske laws without it. That
is, you make laws, and they become mere rare's
nests for graft Jua discussion.

(Literary Lssays, pp. 76-77)

s of public utilityeses I am

not offering this fact as a sop to amesthetes

who want a1l suthors to be fundamentally

Useleuo. We are governed by words, the laws are

graven in words, and literature is the sole

means of keepilng these words living and accurate.
(Literary Essays, p.409)

The FOu juste 1
&.‘.—

.

4

L1 erature does not exist in a vacuum.... Good
writers are those who keep the language
efficient. That is to say, keep it accurate,
keep it clear....language is the main means of
human comrunication. CIf an animal's nervous
svstem does not transmit sensations and stimuli,
the animal atrophies. If a nation's literature
declines, the nation atrophies and decays.

(ABC of Reading, p. 32)

But the one thing you shd. (sic) not do is
to suppose that when something is wrong with
the arts, it is wrong with the arts ONLY.

(Guide to Xulchur, p. 32)

That Confucius had the same insight does not make it less
original with Pound. For Pound, there is no rezl "oricin-
ality" but only continuous processes of rendering things
freshly. %The perception, as sug:ested, is not merely
linguistic, nor political, but ethiczl, even metaphysical.

It relates to the internal harmony of a2 man. Thus Pound:

&‘O

"If any humen activity is sacred it is the formulation
of thought in clear speech for the use of humanity; any
falsification is JllU\ In Chinese ideograph, this

scale of effort is called Ching liing, which translates

as the control (hitching post) of loose, drifting

<

terminology (the meon waning over the mouth, drifting
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- ]

through last phases), finding in disciplined speech
the mode of civic order. This i1s enunciated firmly in

Confucius! Ta Ilio, = work FPound refers to as '"what I believée:
eee they)first set up good government in their

own states; wanting zood government in their

own states, they first established order in

their own families; wanting order in the home,
they first disciplined themselves; desiring self-
discipline, they rectified their own hearts;

and wanting to rectify their hearts, they sought
precise verbal definitions of thelr inarticulate
thoughts (the tones given off by the heart);
wishing to attain precise verbal definitions,
they set to extend their knowledge to the utmost.

Thus Pound's activity in revitalizing the lanruage of

poetry may be seen as an effort aiming at the establish-
ment of an harmonious stability, internal and external

to the individual.4
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ITT: RIYTHM - MELOPOEIA

hath taught you so subtle a measure,

i

n what hall have you heard it;

What foot beat out your time-bar;:

what

water hes Lello ved your whistles?
(Pound, Homare to Sextus Propertius)

In 1912, Pound wrote, "I believe in an 'absolute

rhythuWy., a rhythm, that is, in poetry which corresponds

exactly to

expressed.

the

emotion or shade of emotion to be

A man's rhythm must be interpretative, it

. h!

will be, therefore, in the end, his own, uncounterfeiting,

uncounterfeitable.

course, Wws

38 Lhne

of the line mus

" i'_l"l

(Literary Essays, p.9) This, of

rationale of vers libre; the moverent

t enact the movemwent of the sense. This

sort of metre would be, as Coleridge foresaw, "the

motion of

meani

See,

See,

ng .

they return; oh, see the tentative
Movements, and the slow feet,

The trouble in the pace and the uncertain
Wavering ! '

they return, one

With fear, as hal

As 1f the snow ould he it

And murmur in tne wind,
and half turn back;

These were the "Wing'd-with-Awe,"
Inviolable.

. s ,
of the winged shoel
them the silver hounds,
sniffing the trace of air!

Haie ! Haiel

These were the swift to hqrry;

ithese the lkeen-scented;

These

Slow

were the sould of blood.

on the leash,

Pallid the leash-men!
(Pound, The Return)
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ihis sort of rhythm, as in the example given, 1s part
of the meaning of the poem (s very large part, in this
incidental music to which the poem

is "set,” functioning as a backsround. It mimes th
"uncertsin wavering," the tentative hesitation that
the poem 1s about. The rhythm is the content of the
poem, thou:h not in the same way that Vachel Lindsay's
metres usurp the content by their self-insistence.

The problem of who "they" are in The Return is

et

decidedly ‘irrelevant to its appreciation.

Pound was aware that rhythm had not always meant
just that. ("lo break the pentameter, that was the first
heaveVy) Iis notes on rhythm in 1913 are inforrative:

Don't chop your stuff into separate iambs.
Don't malke each line stop dead at the end,
and then begin every next line with a heave.
Let the be . innin of the next line catch the
rise of the rhvthr wave, unless you want a
definite longish pause.... In short, behave
as a musician, a good musician, when dealing
with that phase of your art which has exa
parallels in music....your rhythmic structure
should not destroy the shape of your words, or
their natural sound, or their meaninge.e... If
you are using a sym etrical form, don't put
in what you want to say and then fill up th
remaining vacuums with slusheeee The artist
should raSLer all known forms and systems of
metric.

o

(Literary Essays, pp. 6 - 9)

It is just such a mestery that Pound set himself the
task of achieving. When he beszan to work, it was
"established" that En lish poetry had certain metrical
norms, mainly the iambic pentameter, which had tyrannized
poetry since the Renaissance. <Lhe persistent bane of
lish verse is mechanizeation, so systemstizing the

nn

g
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pattern of stresses and rigidifyl the iamb as to

make the verse line a series of "heavy swats on

alternste syllables."

i
Beautyl; sa

L, / z 1.7 - JURE, : 5
one cliche and another. In this case, between the

d Pound, "is a brief gasp between

}._Ia

'fourteeners' =nd the rhymed couplet of 'pentametertlsy

(Literary Essays, p. 241) 4also, the only En:lish

metres used were accentual, based on stress rather

than duration, and hence nearer speech than music.
Pound took issue
Rhythm is a form cut into TIKE, as a design

1s determ SPACE.... syllables have
differing wa' hts and durations
' 1 welshts and durations
r and durations thal seem naturally

mposed on thew by the other syllable
] round themees.e.
‘he redivm wherewith the poet cuts
in TIkE.... The writer of bad verse
because he does not perceive tlTB
and time rel ulois, and cannot therefor
delimit them in an interesting manner, by
means of longer and shorter, heavier and
lighter syllables, and the varying cualities
of sound inseparable from the words of his
speech.

}..J.
D (D
e O

(ABC of Heading, pp. 198-199)

)

Thus Pound becamre an experimenter with guantitative
netres, drawing from sources that existed before the

gll rhythm towards

and ousntity, it has the ordered melody of music:

Pe in me as tﬁe eternal moods

of the bleak wind, and not
As Transient thlLés are -
galety of flowerse.e..



The same 1s true of this Alba from the Provengal lyric
tradition:

When the nightingale to his mate
Sings day-long and night late
My love and I Leep state
In bower,
In flower,
1ill the watchman on the tower

Cry:
"Up! Thou rascal, Rise,
I see the white
Light
and the night

Flies!
(Langue D'Oc)

This 1is truly composition "in the seocuence of the
musical phrase, not in sequence of a retronome."

The effect that typographical lay-out plays in artie-
ulating the rhythms shouvld not go unnoticed. The
assonance, consonance, and internal rhymes are min-
utely adjusted to the emotional tones of the events
in the poem. Thus the broad duration of "bower" and
"flower" described the imperturbability of the lovers
keeping state, and theilr deep relaxation is sharply
contrasted with the swift alarm sounded in the cry of

"the watchman on the tower": "Up! Thou rascal, Rise" -

a2 ouick trochalc itriveter - when the white licht bresks

q

the nizht late stale of the lovers' tryst, =zs the

contrasting and parallel soundssuggest. "There is in

every thought...xin every feeling, an inherent rhythm

which 1s as a material body to the thoughi's or emotion's

soul. This native, inevitable rhythm - one might call

it the rhythme juste, the exaet rhythm - is the only fit

0l

expression for an 1Luel .ectual or emotional idesa.



Pound's metrical awsreness wss anything but
provincial. By 1912 he had recreated An:lo-Saxon
alliterative measure:

Bitter breast-caves have I abided,
Known on my keel many a cave's nold

And dire seapsurge, and Lﬂeie I oft spenL
Narrow nishtwatch nigh the snip s head
While she tossed close to cliffs Coldly afflicted,

iy feet were by frost benumbed.
Chill its chains are; chafing sighs
new my heart round and hunger begot
ere = weary mOOCGees.

Tung with hard ice~flakes, where hail-scur fleWeees

Bosque taketh Dblossom, cometh beauty of berriles,
I'ields to fairness, land fares brisker,
411 this admonisheth man eager of wood,

ihe heart turns to travel so that he then thinks
On flood-ways to be fqr departing.

Cuckoo calleth with gloomy crying,

He singeth summer ward, bodeth sorrow,

The bitter heart's Dloodesss

Days little durable,
And all arrog a"ce of earthen riches,
ihere came nOw no Kincs nor Caesars
Nor ;old-givin- lords like those 7O0N€esse

Drear all this excellence, deliziits undurablel
Waneth the watch, but the world holdeth.
Tomb hideth trouble. The blade is layed lOWeseee

Lordly men, are to earth o'erziveNeees
(The Seafarer)

Before this, Pound had mastered the rhythm and idiom of

the popular ballad
Me cried no cry when they drqve the nails
And the blood gushed hot and free,
‘he hounds of the crimson sky gave tongue
But never a cry cried he.
(Ballad of the Goodly Fere)

-

Vers libre, for Pound &s for Eliot, did not stem

£

from o rumor that verse had been liberated. If was
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connected on the one hand with the desire for a cermane,
interpretative rhythm and on the other with the wish for
& musical movement in verse. "I think one should write

vers -libre only when one 'must@q that is to say, only

when the 'thing' buillds up a rhythm more beautiful than

by

that of set metres, or more real, more a part of the
emotion of the 'thing'.... #lioT has said the thing

very well when he said, 'llo vers is libre for the man

who wants to do a cood job.!'"(Literary Lssays, p. 12)

w

Pound's mastery of more conventional forms may be discovered

=
o

in the delicate ilanbics of the Speech for Psyche and

A Virginal, both of which I have cuoted from.

M S o0 197 4 = S " Q. .
this union of poetry and music is melopeia, of which

4.7

three kinds: "(1) thet meant to be

sung to a tune; (2) that made to be intoned or sung to a
sort of chant; and (3) that made to be spoken."(Literary

Lssays, p. 28) As examples:

(1) Deep, deep the dew
that will not dry till day:
Drink deep the night,
let none go dry away
(Ode 174)

(2) Guests start eatin', wild and even,
The sober sit an' keep behavin!
but say they've booz'd then they do not.
lthen they've booz'd they start a-wavin!
an' a-ravin',
Yas!' sir they rise up from the ground
and start dancin' an' staggerin' round
each to his own wild fairy fancy
8s they never would when sober,
(Ode 220)

(3) Cl-ang, cl-ang zo the bells,
turgid the Hamil, clashing of waters
till sorrow has Ttorn the mind
and the lords of old ¥ime go not out of heart.
(Oae 208
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The rhythms and idioms explored here, incidentally,

are those of (1) the Elizabethan lute song, (2) liilton's

L'Allesro, and (3) Yeats' Byzantiume) In the case of
Ode 174, it is not enousrh to note that it consists of
alternating lines of spondaic and iambic trimeter.

"As to cuantity, it is foolish to suppose that we ar

incapable of distinguishing a long vowel frowm a short one,

or thet we are mentally debarred from ascertaining how

many consonants intervene between one vowel and the

!

next." (Literary Essays, p. 92) It is, in fac

are...yinaccurate when applied to syllabi

it

to a perticular melody." (Literarv Es

B

Pound hes su;.gested repeatedly that a study of the
art of lyric nust becin with the Proven;al troubadours,

who revived cuantitative verse® in a splendid union

|0

of words and music, motz el son, after the decadence

-ef—deesdenes Of nediecval Letin accentusl metrics.
Lyric, in its earliest forms, is not primarily en
i

"expression of feeling" or a subjective rumination,

but a song. It exists as an art halfway between music

3

a

-

1d literature, unrestrained by the demands of the
literate, logilcal mind for rational coherence. Its
restraints are tune, rhyre, and rhythm. Thus the

metrical norm for the lyric is quantitative, since
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rusical rhythm depends more on duration than stress.
Pound discerns a loss in lyrical excellence wherever

music is divorced from verse, This marks the tendency,

he tells us, of poetry to become forensic and rhetorical.
By "musical" verse Pound does not mean an unbroken,
mellifluous flew of sound, one line suggesting the
pattern of the next, a murmurinr sort of drewing-room
lull., "....ihat monotony itself is the sign of a

tendency to divorce rhythm from sense, to reduce verse

to a flaw of harmonious sound which, however ski%lful,

is more like a2 decadence than the promise of a fresh
beﬂinniﬁ;.”g The tendency of such a rhythm is toward

relaxation, sensory disintegration; and the poetry it
appears in secems ta:rbe largely an exXxercise in sounds,
colors, and their exotic combinations to the exclusion
of emotional or logical vitality and coherence.

Spenser, Tennyson, Swinburne, Shelley, and the early
Keats have much of this fainting sweetness of music
with a dying fall in their verse. This verse, said
Pound, 1is not a union of poetry and music, but something

4

which partakes disjointedly of, and does violence to,
both - a sort of "word music.”
What Pound has sought in melopoeia is not a
flow of liquid sound but "the 'sculpture of rhyme"
1 & B

("Rhythm is = form cut into 1LInik."), a zoning of

sounds and a fine disposition of stress and duration:
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Though thou well dost wish me ill
Auvdiart, Audiart,
Where thy bodice laces start
As 1ivy fingers clutchins through
Its crevices,

Avdiart, aAudiart,
Stately, tall and lovely tender

Who sh-11 render
Audiart, Audiart,
Praises meet unto thy faeshion?
(Pound, a2 Audiart)
"Prosody is the articulation of the total sound of a

o [ —

's, P. 421)

There have always been two sorts of poetry
which are, for me at least, the most

'poetic'; they are firstly, the sort of

poetry which seems to be music just forcing
itself into articulate speech, and secondly,
that sort of poetry which seems a2s 1f sculpture
or painting were just forced or forcing itself

into words. (Li?erary Lssays, p. 380)

Such a sculptured, defined rhythm, however, does not

an insistent beat. "There is undoubtedly =z sense

of music that takes count of the 'shape' of the rhythm

eeegprather than of bar divisions....lhe creation of such

shepes is pa matic invention." (Literary Ess-ys,

p. 421) Composition, in other words, should be in
seouvence of the musical phrase, not in seoguence of the
metronome. The form of such rhythm is thematic; that
is, it arises out of the pulse of the thourht or

s "absolute," and its regu-

,_JO

feeling dealt with - it

1

. . . Z i . i . .
larity is organic (LYoleridgse's "motion of meaning

rather than superimposed like a strait jacket. This
. 4 N . Pt S _ . 17, . .
is the way in which Eliot's remark, 4#o vers is libre
i

for the man who wants to do a good job," nust be taken.
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Pound has dan interesliing cuotation from llace's 1613

-

jusick's lionurent in the Literary Essays (p. 438)

esoyou must Know, That, although in our
First L“dercaklnbs, we ought to strive,

for the most Exact Habit of Time-Keeping
that possibly we can attain unto,ee.e.

yet, when we come to be lasters, so that we
can comrand all manner of Time, at our

own Plezsures; we Then take Libertvyvee..

to Break Time; soretimes Faster and
sometines Slower, as we perceive the

Hature of the 1hing Reouires....

By 1920 Pound felt that vers libre had been suf-

ficiently misunderstood and naiwvely vulgarized to
warrant a return to regular strophes with rhyme scheme

and more formal metrics. The result was .Hugh Selwyn

lKauberley, which we will'take up later. 1t is enough
to note here that within the stricter form Found
managed flexible yet restrained rhythms that gave a
new dimension to English poetry.

Another thesis might deal with the mastery Pound
has achieved over the personal metres of English
poets.4 We have pointed out that Pound's translation

of the Chinese odes, lhe Classic Anthology Defined by

Confucius, is a recapitulation of English poetic
practices. There are the cadences of Frost:

When I come in from being out
Iy home-folk don't want me about;

(Ode 40)
he later Yeats:
Go with him for a 1life long
With a high jewelled hair-do.
‘ (Cde 47, Caesar's Wife)
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the Elizabethan lyric:-

Let doves eat no more mulberries
While yet the leaves be green,
And girls play not with Iustful men,
Who can play and then explain.

(0de 58)

the Shakespearean sonnet:
say in that sound is her true nature traced,
- ~
Nor shall effaced be, once known, from memory.
(Ode 83)

Sidney's Astrophel and Stella:

The erudite moon is up, less fair than she
who hath tied silk cords about
a heart in agony,
(Ode 143)

Pope (with overtones of kilton on the raising of
Pandemonium):

Hich court in peristyle

with colurmns high

their capitals contrived right cunningly;

cheery the main parts,

ample the recess

where he may have repose in guietness.
(Ode 189)

G.M. Hopkins:

Gong over gong, cold waters driven
till theiheart is riven for the clear deeds
J of the lords of old
flawless.
(Ode 208)

Eugene Field's Little Boy Blue (the diction is Iiousran's

Shropshire Lad - the juxtqposition implies a criticism
of both):

The truspy bows are tough, my lads,

each arrow-point true to weight

and every shot hits plumb the spot

as our archer lines stand straicht.
(Ode 246, Festal)
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Poe's Annabel Lee (the metric of the last stanza -

the forced caesura in the fifth line is a crifticism
of the violence wrought by Poe's mechanistic theory

of versificationg):

and the wine rich on the tongue.
But by the great peck-measure, pray in your leiswr e
that when you're no longer young
your back retain strength to susteyne
and aid you kin and clan.
Luck to your age! and, by this presage,
joy in a long life-span.
(Ode 246, Festal)

An heilr to his line is lord of this wine

and America:

b

{in had the high decree
ightly, as things should be
he hundred rents pour in
izhtly to Yin.

el e

(Ode 303, Black Swallow)

Charles d'Orleans' rondel, Le Printemps ("Le temps a
N : :
laissé son rsnteav") has also been put to interesting use:
The year puts on heru:shining robe
of flowers and leaves in broidery

(Ode 214)

The Clgssic Anthologv is indeed a treasure-hoard of

splendid, flexible cadences, ranging from the stately

&

movement and complex internal rhyme and assonance of

o

Ode 194:
Light, light aloft slow in thy deed,
crystal thy flow deadly our need,
swifter to earth death, famine, desrth;

to the brash conversational swiftness and impudent

rhyming of Ode 139, The Third Daughter of Ki:

liss Ki the 3rd/is no flash in the pan, Sir,
But a young lady, and pretty,
who Knows the answers.
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and the sweet thunder of Ode 242, whose music elicits

comparison with S8hakespeare's passage, "I wes with

s

" from A liidsummer Ni‘ht's

Hercules and Cadmus once,

Dream, IV, 1:

Great drums and gongs

hung on spiked frames

sounding to perfect rule and rote
about the King's calm crescent moat,

lone unto tone, of drum and cong.
About the King's calm crescent moat

the blind musicians beat lizard skin
2s the tune weaves out and in.

To demonstrate the metrical progress made by Pound,
we may contrast his version of Ode 167 in Cathay (1915)

with the Classic Anthology (1954) rendition. LThe

former 1is comparatively limpid and tranquil:

Here we are, picking the first fern shoots

And saying, when shall we get back to our country?

Here we are because we have the Ken-nin for our
foemen,

We have no comfort because of these MongolSes..e.

The 1954 version captures the rhythm of the work-song:

Pick a fern, picl fern, fern are high,
"Home ," L1'11 say: home, the year's cone Dv
no house, no roof, these huns on the hoof.
work, work, work, that's how it runs,
We zre here because of these huns.

Pound's concern withsthe music and rhythm of words

"The function of

has not been that of an aesthete.
music is to present an examnle of order, or a less
middied con~eries and proportion than we have yet

about us in daily life." (Guide to Kulchur, p. 255)

His interest is ultimately Pytharorean or Confucian,
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detecting in music the abstract principle of harmony
- S . o 5
and order in the universe and in man,®
ees N0t 1In virtue's line
moving, wrong in jour stance,
You have taken a tiger's roaring for pattern
and think that mere noise is a form.
(Ode 255)
This pattern or form is akin to what Plato called the

Idea and Confucius called the Unwavering Axis. It is

0

tability, and the centre

the metaphysical point of

of ethical activity. In its particular (or "embrvonic")

|

SY

state as a poetic rhythm, it is melopoeia, not a noisy,

bestial roar. The articulztion of a good rhythm,

5

"the 'sculpture! of rhyme," has as its archetvype

universal reconciliation, cosmic harmony, and the

i

"a zood job" is in this sense the

oet who does

o

o

lecislator of mankind. "The magic of music is in its
effect on voldtionic Aisudden clearing of the mind of
rubbish and the re-establishment of a sense of pro-
portion.”" (Guide to Kulchur, p. 283)

One wonders what later historians will say about
our government's decision to comrit such a "legislator"
as Pound, surely the most accomplished En-lish

metricist since Pope,6 to an insane asylum.
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Part IV: FORM - PEXSOLaE

a decor without great noise,

neither mnemonic nor as a lesson taught

but following fluid the pattern cut aloft.
(Pound, Ode 241)

1. J. Everets has made the best summery of

our cofitemporary sesthetics that I lknow,

in his sentence 'A work of art has in it

no idea which is separable from the form.'
(Pound, Literary Essays, p. 441)

It was suzgested earlier in this paper that syntax
may be a means of poetic imitation. It imitates the
structure of relationships, the paths of action, and

the morphology of feeling and thought. The usual

into

2

meaning of syntax 15 an extension of gramma
phrases, clauses, and sentences in ordered and defined
relations. Syntax is the supremely logical factor
in a language; it is the arbiter of necessary con-
nections. As Donald Davie has pointed out,1
nonsense poetry like that of Lewls Carroll relies al~
most solely on an exploitation of logical syntax;
it is wade humorous by the incongruity of a meaning-
less content of words and imsges.

When a society becomes exceptionally fluid,
and when ordered, losical relations break down, the

recording poet should reflect or imitate this
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disturbance. There are several ways in which he may
do this. lie may retain the forms of grammatical, logical
syntax and allow his poetry to become discursive rather

41

ve - to talk about experience rather than

+-
U

e

than imita
presenting 1t. Another way would be to abandon syntax
entirely, eschew logical relations in the poem, and have
tic poem as the perfect imitation of the disrupted
order of thingse. The excesses of this procedure may be
observed in some of the poetry of Dylan Thomas:

The messes of the sea

lthe masses of the sea under

ihe masses of the infant-bearing sea

Erupt, fountain, and enter to utter for ever

Glory, glory, glory

The sundering ultimate lkingdom of genesis' thunder.
(Ceremony after z Fire Raid, IIT)

This sort of poetry is dream-like in its associations.
It depends for whatever effect it has on 1llosgical connections,
on synaesthesia, and on inseparable mergings and interactions
between vnobservable sigints and improbable roars.

ihird (and this brings us to Pound), the poet may
imitate such experience by a sort of "deep" syntax, a syntax
that establishes relations by means of rhythms, images, and
choices of words, but does not retain (or retains only
superficially) the forms of logical syntax. It is not at
all like prose or grammatical syntax; i1t is like nusic.
It depends on rhythmic recurrence, on themes and counter-
themes, on developments and resolutions or suspensions.

This is the sort of syntax that we find in The Waste Land:
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What 1s the city over the mountains
Cracks and reforms and bursts in the violet air
Falling towers
Jerusalem athens Alexandria
Vienna London
Unreal
(e S. Eliot, The Waste Land, V)

Pound similarly substitutes thinking in structures
of rhythm and images for thinking in sentence-structures
in his more mature poetry. Logical syntax, as Davie
notes,gmust always use sorme words merely as connective
signs, as "counter" words, like paper money, standing
for sorething rather than imitating so:,ething.5 e are
not surprised, then, that Pound, always seeking the concrete
imitation of exXperilence unviolated by abstraction, has |
moved steadily in a direction away from strict grammatical
usages. 10 dispense with.syntax is to purge the poem of
rhetoric, abstraction, and subjective disguisition, leaving
the reader maked to the diversity of experience. Pound's
firm policies of an absolute Ehythm, a functional image,
and direct speech show the reliance he has placed on them
to do the imitative work of conventional syntex - or rather,
to form in themselves a deep syntax that articulates the

desired relationse.

4 1

This roes far in removins the "inscrutable obscurities
that our imaginary reader found in this Sapphic fragment
by Pound:

SPringecssees

Too lon;.ooooo
Gongula.,
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love ("spring™) and estrangement ("too long”). We are
made further aware that the poet is not making general

o3

corments - is, in fact, intensely personal -~ by the
individual name ("Gongula®). <The typographical dots are
essential to the poem, for they represent the syntactic

ellipse; they are used much as a musician uses a rest
measure or a palinter uses blank space. <The title of the -
poem and the CGreek name further suggest anticuity and
archeolocy (which deals in fragments), thus setting up

a complicated temporal attitude to the personal affair
dealt with. A more inclusive title (2 title which
included the implications of "Papyrus') might be Tempus

Bdax Herum. ‘Uhis necessary visual dimension of the poem

has the Chinese ideograph as its analogue. It 1is impress-

ionism in the best sense: that in which carefully selected

e

and disposed points do define a periphery. It is among

the virtues of the poem that it governs our attitude without
strictly limiting it; we are as free as we like to think

on the Greek past or on romantic yearning, each within

the context of the other. <The syntax of the poem is deep;

it must be extrapolated by the reader. It depends on

logopoeia, on the associations derived from carefully

chosen words.
Other ways of ordering relations without the =2id of
grammatical syntax may be derived from melopoeia and

e

logopoeia. llere the deep syntax articulates itself through
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rhythm, by means of a crescendo of stresses in the second

line:
To stay together till death and end
ha

for far, for near, nd, oath, accord:
(Ode 31)

: . . /
The syntax of Rendez-vous lManque, on the other hand,

emerges from the contrasting images:
Neath thick willow boughs
'twas for last night.
Thick the close shade there.
The dawn is axe-bright.
(Ode 140)

As with Pound's other technical accomplishments,
this wey of dealing with syntax goes beyond mere technigue.
It is, in fact, a perception of Confucian order, an order
not forced on things from the outside, but arising inhe-
rently from the juxtaposition of things, like the Chinese
ideograph. forms arise from data, they are not imposed
from without. "lhe poetic act consists in so contemplating
and manipulating concrete irreducible ex :istences as to
release their intelligibility without doing violence to
their autonomous 'thusnes§9\“4 The poetic centre holds
by magnetic attraction.

“he forma, the immortal concetto, the concept,
the ‘dynamic form which is like the rose pattern
driven into the dead iron filings by the magnet,
not by material contact with the Kaﬁnet 1Esclf
but seperate from the magnet., Cut off by the

layer of glass, the dust and filings rise and
spring into order.

(Pound, Guide to Kulchur,
p. 152)

The magnet is the symbol, to Pound, of the poetic mind



60

which draws the iron filings of mute experience into spare,
radiant, intelligible structures: the rose in the steel-

duste 4And to push the metaphor further, the glass indicates

5

the dispassion and objectivity of the poet, his aesthetic
distance that allows him to contemplate experience clearly
without becoming involved in 1it.

e e § S .

Eliot, writing in 1919, had this to say:

eeethe more perfect the artist, the more

completely separate in him will be the man who
suffers and the mind which creates; the more
perfectly will the mind digest and transmute

the passions which are its material..e.the poet

has, not a "personality" to express, but a

particular mediume...in which impressions and
experiences combineesess Foetry is not a turning
loose of emotion, but an efcape from emotion;

it is not the expression of personality, tt an
excape from personality, But, of course, only

those who have personslity and emotions know

what it means to want to escape from these thingSee.ee
ihe emotion of art is impersonsl. and the poet
cannot reach this impersonslity without surrendering
himself wholly to the work to be done. And he

is not likely to know what is to be done unless

he lives in what is not merely the present, but

the present moment of the pasteeces

17

o

This is the rationale of Pound's concern with perscnae

(masks). It is far from be;n; an "original’ idea. It
was inherent in Greek drara as well as in XKeats! concept
of the poet's "negative capability": the poet has no
identity, but "fills in" other bodies. It is the source
of ®#=e difficulty in the critical labor to work through
the plavs to Shakespeare's "personality."”

The poet should say very lictle in his own

persona, as he is no imitator when doing that,
iristotle, Poetics, 1460 a)
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The perscnality of the artist, at first a cry
or cadence or a mood and then a fluid and
lambent narrative, finally refines itself out
of exlstenceees. (the artist) remains within
or behind or beyond or above his handiworl,
invisible, refined out of existence, indifferent,
paring his fingernailse.
(James Joyce, A Portrait of the artist
VObnN lian)

|5

2

"4 persona crystallizes a modus of sensibility in its
contexteees (it is) an attempt to enter an unfamiliar
world, develop in oneself the thoughts and fcelings
indigenous to that world, and articulate themes.. (it is)
clairvoyant absorption of another world."G lThis exploration
of divers experiences through personae is also akin to

what Francis Fergusson refers to as the training of the
"histrionic sensibility ,"vin which the actor by pantomime
or "mimesis" learns to stretch and discipline his responses.
The exercise also encompasses such varied activit es as
Yoga, Ignatius Loyola's spiritual exercises, and the
techniques originated by Stanislavski at the lioscow Art
Theatre. Its purpose is to reveal, through the techniques
of make-believe, humen reality, potentiality, and destin
Thus Catholic children perform rituals before they under-
stand thelr conceptual significance,

i i |

The actor (we mey substitute "poet") must learn
to force his mind, as far as possible, both from
the clichés of 113 own time and from the special
limitation of his own personality. He must make
his own inner being "an instrument capable of
playine any tune.".e.eofe learns to make-believe
situetions, emotionally charged humesn relation-
ships, andgto respond freely within the imagined
31tuau10n.
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Thus the assumption of personae is an exercise in insight

. raim sy 2 . Eor 73 4 . 9
and discipline. - Pound said, in Gaudier-Brzeska (p. 98),

"I bezan this search for the real in 2 book called Personsae
D s o Mol il

casting off, as it were, complete masks of the self in each

poem, I continued in a long series of translations,

which were but more elaborate masks." As lr. Kenner points
10 . . .o !
out, Pound's purpose in using masks is "to extend the range

o

QL

his private voice," just as the oririnal use of the mask

by Greek actors served this function literally. Iis purpose
in cleaning language, sharpening images, and defining
rhythms is to make hils perceptions of otiner worlds truly
luminous. ("When I translated Guido eighteen years (1910)
g50 I did not see Guido at alleees I was obfuscated b;

he Victorian language.e..sthe crust of dead English, the
sediment present in »y own avallable vecabulary -~ which I,
let us hope, got rid of a few years later.")

Further difficulties of our imaginary reader should
by now be removed. e was, we recsll, confused by Pound's
poetic jumping from role to role - from Sappho to Catullus
to Henry James or Browning. Ic¢ should by now see a line
of connection between such divers experiences as the
Provengal troubadour Bertrans de Born (in what 1s surely
she best sestina in English):

q

arn 1t alll  all this our South stinks peace.

You whoreson dog, Papiols, come! Let's to rusicl

have no 1life save when the swords clash,

But ah! when I see the standards gold, vair,
purple, opposing

and the broad fields beneath them turn crlmson,

Then howl I my heart nigh mad with rejoicinge.

I.

Y

I
"

4
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IT. In hot summer nave I great rejoicing

When the tenpests kill the earth's foul peace,

And the lightnings from black heav'n flash
crimson,

And the fierce thunders roar me thelr music

4nd the winds shriek through the clouds mad,
opposing,

And through all the riven skies God's swords

' clash.,.
(from Sestina: 4Altaforte)

Simon Zelotes after the Crucifixion (g¢iving us in the idiom
of the popular ballad what 1s tie strongest, most heroic
Christ in literature that I know of - I can only compare

it to lkiichelangelo's conception, but without the monument-

alism and paganism):

I ha'! seen him cow a nd men
On the hills o' Gali.
Thesr as he walled out calm bebween,

o
%

Wi' his eyes like the grey o! the se

e
2y
Like the sea that brooks no voyaging
With the winds unleashed and free,
Like the sea that he cowed at Genseret
Wi' twey words spoke' suddently.
LU
If they think they ha' slain our Goodly Fere
They are fools eternally.

I ha' seen him eat o' the honey-comb
Sin' they nailed him to the tree.
(Ballad of the Goodly Fere)

Malcolm Cowley has recorded a visit with Pound in Paris in

1925.1l

"What ubout your own work?" I asked.

Pound laid the book on a table piled with other
books. "I try not to repeat myself," he s2ideeee
At the age of twenty-two he had written a poem,
the "Ballad of the Goodly Fere," that had been
widely discussed and had even been reprinted in
the International Sunday School. It was the first
of the masculine ballads in a genre that Iiasefield
would afterward exploit’ and Pound might have
exploited it himself - "Having written this ballad
sbout Christ," he said, " I had only to write




similar ballads about James, Matthew, liark, Luke
and John and my fortune was pde.  csns

Instead he had gone to England in 1908 and started
a new car%eer.

Pound's use of personse, then, is also connected with his

i

strugzle to continuously "male it new,"

to enter intensely

- Foa

into other orders of existence while respecting their autonomy

with scrupulous decorum. Again, let the Pisan Cantos be our

glass:
What thou lovest well is thy true heritage

ihe ant's a centaur in his dragon world.
Pull down thy vanity, it 1s not man
liade coursge, or made order, or made grace
Pull down tI @v vanity, I say pull down.
Learn of the green world Wnat can be thy place
In scaled invention or true artistry,
(Canto IXXXI)

If The Cantos are "about" any one thing, in fact, they are

about ~radations of value, like the Divine Comedv. "Llhere

is in inferior minds a passion for unity, that is,for
confusion and melting together of things which a good mind

£

e L2 tir . .
7ill want kept distinct." “"You wish to comnfilnicate an

-

idea and its modifications, an 1dea and a crowd of its

ns. You wish to question

!,._vo

effects, atmospheres, contradic
whether a certain forsula works in every caseess.e" (Literary

et e et

Essays, p. 51)

Pound's use of personse, moreover, is connected with
his characteristic economy of poetic statement by the
reticence of the poet, his respect for the contingencies
in things. This allows a Shakespearean scope of tones

which never become deafening. T1he reserve that characterizes
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Pound's poetic statement, the understatement of the experience,
implies a tacit recognition of other sorts of experilence

which are possible. Thus there are no contradictions

among, low coredy:

Lady of azure thought, supple and tall,

I wait by the nook, by angle in the wall,

love and see naught, shift foot and scratch my pell,
(Ode 42)

sauciness:

So e won't talk to me when we meet?
LTerriblel
I still can eat.
So clever he won't even come to dinner;
Jell, beds are soft,
and I'm no thinner.
(Ode 88)

labor union exhortations:

ithrow out the punks who falsify your news,
scare off the block-heads, thugs, thieves, and screws.
Don't shave it off on the working man,
But keep on doing what you can
(Ode 253)

Polonius! urgings:

Glib not with facile speech,
no man can gate thy tongue vicawious.
Words cannot die and pass,
every fool speech begets 1its argument,
unright begets reply in unright's zone.
Be just in recompense, stand by thy friends,
‘be father to all folk of little reans
(Ode 256)

and the stately decorum and cuilet virtuosity of this
extreme synecdoche (scholars' sasiends are the symbol of

a dynasty) in The0ld Capital:

There was no fuss about the fall
of the sash ends, there was just that ruch to spare
and it fell, and ladies' hair
curved, just curved and that was all
The like of which, today, 1s never met;
and I therefore
express regret.
(Ode 225)
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Just how intensely Pound's techniques enable him to
occupy a gilven persona may pbe indicated by a comparison
between two translations of the last stanza of Ode 76,
one by Arthur Weley, the other by Pound.

I beg of you, Chung Tzu,
Do not c¢limb into our garden,
Do not break the herd-wood we have planted.
Not that I mind z2bout the hard-wood,
But I am gfraid of what people will say.
Chung Tzu I dearly love;
But of all that people will say
Indeed I a2m afraid
(arthur Walevy)
lep-cat Chung, that is my ga
Don't break my sandalwood tre
the tree don't matter
But the subsequent chattert
Have & heart, Chung,
it's awful.
(Pound)
waley's is the dead language of the Sinologue; Pound's

is the living language of the poet. It has been not a

minor accomplishment of Pound to force us to revise our

S

definition of "style." Good style is any stie which

e A

renders its object with accurate liveliness. ZIZach experience

5

1 it is the poet's

—~

has its minutely appropriate tone, whic

job to capture, to imitate, as efficlently as possible. A

characteristic of great art is the delicacy and discrimination
it has in responding to human experience; languace 1s the

most se sitive recording instrument we have. "Loftiness"

does not, ipso facto, make a good style; what is necessary

is precision in rendering experience, not all of which is
lefty. "I try not to repeat myself," said Pound, and his

words surely reflect a judgment on such writers as Hemingway
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one on exploiting a

o

and F. Scott Fitzgerald, who have g

particular style ("Le style, c'est l'hommel"), mining one

vein long s nce exhausted, until they seem to have written

just one book many times. "Artistic integrity demands

developments of form to match every imitation of sensibility.
I have delayed discussion of Pound's best known poem,

his most elaborate persona, lugh Selwyn kauberley, until

last in hopes of indicsting that his previous workléesefves
consideration as something other than finger exercises
preparatory to this full-scale virtuoso pieces L. S.
lauberley stands - as no other poem does, except, perhaps,

o

The Waste Land - as the record of our age, a comple

mbérror of its tensions and irregularities, and a moral

&

definition of our culture.

in

The procedure of Pound (to oversimplify this comples

poem) is to create a persona of the contermporary poet:
For three years, out of key with his time,
e strove to resuscitate the dead art
Of poetry; to maintain "the sublime"
In the old sense., Yrong fmom the start -

No, hardly, but seeing he had been born
In a half savage country, out of date;
Bent resolutely on wringing lilies from the acorn;

>

Capaneus; trout for factitious bait;

LR N 1

s true Penelope was Flaubert,
Jb fished by obstinate isles;
Observed the elegance of Circe's hal

Rather than the mottoes on sun-dials.

Y e
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The subtlety and compression of this verse is difficult
to suggest briefly. The complex irony of simultaneous
approval and mockery contained in the patronizing excuse
offered the poet ("born in & half savage country") is
further complicated by the admirable stkeé tenacity of
his effort to wring "lilies from the acorﬁ,” with its
component futility, the trout leaping for imaginary bait,
and the hero Capaneusléebelling valliantly only to be

it

smitten by Zeus' lightning. %The "obstinate isles" are

o

primarily aesthetic, but also British; the poet is seen
as the Odyssean adventurer in experience, preferring to
linger in hedonistic, "art-for-art's-salte" elegance

(not cuite - the isles are "obstineste" and the goal is
Flaubertian: disciplined precision) rather than watch the
flux of contemporanei

i I 5 7Y 5
All things are a flowing

Sage lleraclitus says;
But a tawdry cheapness
Shall outlast our days.

rather than be the recorder of the age (which Pound then

records):

The age demanded an image

Of its accelerated grimace,
Something for the modern stage,
Not, at any rate, an Attic grace

e "age dermanded" chiefly a mould in plaster,
l'ade with no loss of time,

& prose Kinema, not, not assuredly, alabaster
Or the "sculpture'" of rhyme.
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The age's preferences and rejections are recorded in a
series of allusive, terse contrasts:

Lr tea-rose te;-mowr, etcCo

plants t%e ousse;lne of Cos,
Lle pianola repLaces

C/’)

Faun's flesh is not to us,
Hor the saln 's vision.

We have the press for wafer;
Franchise for circumcision.

s * s o0

ilere we have Ldwardilan drewing-rooms and modern

political journalism set in significent opposition to the

voung, clean civilizations of Sappho, Dionysus, and the

i1
n

early Christian. “Whether Pound has "loaded the dice" is

partly answered when the concreteness of this poetry is

examined, its »ible experience rather than

abstract comment. %The Juxtapositions of things work like

the ideograph, illuminating

each ot..er by their interaction.

The climactic denunciation of the age 1s reached in the two

sections on the war, which I present in full as the best

poetry we have from the World Wars. The subtle articulations

of the hesitating, repetitive rhythms give us vers libre

at the height of its power.
v

These fought in any case,
and some believine,
pro dOrO, sl anj COSCesee
Some ouick to arm,
some for esdventure,
some from fear of weakness,
sone from fear of censure,
some for love of slaug
learning laterees
some in fear, learning love of slaughter;

in imaginetion,
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Died some, pro patria,

non "dulce" non "et decor"...

walked eye-deep in hell

believing in old men's lies, then unbelieving
came home, home to a lie,

hore to many deceilts,

home to old lies and new infamy;

usury age-old and age-thick

and liars in public places.

g as never before, wastage as never before.
> blood and high blood,
cheeks and fine bodies;

fortitude =2s never before

frankness as never before,

disillusions as never told in the old days,
hysterias, trench confessions,

laughter out of dead bellies.

v

There died a myriad of them,

And
For

of the best, among themn,
an old bitch gone in the teeth,

_For a botched civilization,
—Charm, smiling at the good mouth,
Quick eyes gone under earth's 1lid,

For two gross of broken statues,

For

a few thousand bsttered books.

The fifth movement is the preliminary climax of the whele

secuence; after it, the tonc 1s relaxed, and in a

reminiscent mood, the poet explores the literary and sdcial

scenes leading up to the war. <The movement, however, 1is

short enough for us to pause and consider the techniques

employed.

Structurally, the eight lines of the movement

counterpoint

rapid images

sacrifice and gain in the war (alternating
each), buillding up a swift crescendo by

which are not connected by gram atical syntax.
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The rhyt ms and sounds of the lines are similarly ordered.

The four lines dealing with what was sacrificed suggest

A

8 hushed reverie by their movement and the tones of
nasals, licuid sounds, sibilants, and soft consonants.

Ihis is contrasted with the ugliness of sound and

srotesaueness of irecery in the "rain" secuences, with

- "potched").

v}
-

e

fricative, suttersl, jarring tones ("bitch

\»

{

Similar exccllencies awalt close inspection in the
whole poen.
Whet, though, of th

«eeln the stuffed-s=
I awailt The Lady

Enowing my coat has never been
Of precisely the fashion

To stimulate, in her,

& dureble passion;

e e s 0

Then follows the Envoi, the thirteenth and last

’.._l

section of Part I.76 It is a lyric based on Waller's

3o, Lovely Rose (but echoin: a whole line of great

sts: Shakespeare, Nashe, Donne, and

},.Jo

lish lyric

llarvell) which, while bearing little superficial
relation to what has gone before, is actually an
assertion of the poet's imrortality, a beauty to be set
against the scualors of the age, the lilies that the
exacerbated poet-eraftsman has wrung from the acorn -

) P « . o ~ H
“She sublime in the old sense':
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Tell her that sheds

Such treasure in the air,

Recking naught else but that her graces give
Life to the moment,

I would bid them live

As roses might, in megic amber laid,

Red overwrou: nt with orange and all made

Une substance znd one color

Braving time.

This, then, is Pound in his own persona; Part II
cives us the mask of Hugh Selwyn Mauberley, the alter
ego that Pound is expunging, what he micht have¢become:

the tisht-lipped, Jjejune technician producing & cameo-

m

lilze art. Ilis sesthetic limits are defined by
precoclous Jaccuemart etching on the one hand, the
edallion head of the licentiaus (ironically, lisuberley
is sterile) Homan empress kessalina on the other.

Firmness,
ot the full smile,
His art, but an art
In profile;
e e 00
For three years, dlabolus in the scaWe,
Ie drank ambrosia,
All passes, ANANGEE prevails,
Came end, at last, to that arcadia.

The musical motif and "three vears" of the second

anzs. tell us that it contrasts with the persona of
Pound in the opening of Part I. The arbrosia occurred
earlier and was associated with "phallic"; its sig-
hific;:ce here for lauberley's sterility lies in the
dissociation., ANANCGKE 1s chaotic necessity - the

world is closing in on the hyper-sensitive esthete,

who is rapidly becoming a pellid hellenist (the
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marmoreal imacist who can only exploit one static

.ssion” is

0

techniocue). ilis "Pundamental ps

i

To present the series
Of curious heads in nmedallion -

3

His "tool" (2 wry pun) is "the en:raver'sta le has
passed, anaesthesized, the flowers that open to invite
love - he sees the mandate of Venus and Eros only

in retrospect. (This is the passsace cuoted at the

end of the Introduction,) Iie is cast into a hedonistic
drift, "the Nirvans of the fastidious moth" (the

flowers zre sexual symbols - note how the syntax enacts

Drifted... drifted precipitate,
Asking time to be rid of ...

Of his bewilderment; to designate
dis new found orchid.

To be certain .... certain
(Amid 2erial flowers)... time for arrangements -

In a language becoming increasingly abstract with Latinisms

(I count 21 words ernding in

1

-ation" in section II1),

llauberley becomes increasingly disconnected with concrete

reality and contemporaneity:

And his desire for survival,

Faint in the most strenuous moods,

Became an Olympisn apathein

In the presence of selected perceptions.
Nothing, in brief, but maudlin confession,
lrresponse to human aggression,

Amid the precipitation, down-float

Of insubstantial manna,

Lifting the feint susurrus

Of his subjective hosannah.,.
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last see liauberley in the

1

e
enterta ining

section, kedallion, is his poem,

Pound's. It is a
of the derivative, passionless
over-scrupulous esthete:

ni in porcelain!

I

AL \ I;, N

Utters a ofofawe
P

¥

oS
v»(*);._J.

reveries of coral isles.

as the Invoil

imag

hedonistic drift,

st

B4 2 !
4L0e 4B

was

wizard-pilece of technicue, product

ination of the

rotest with her clear SOpPranc.

® e o0

The face-oval beneath

the

glaze,

Bright in its

Beneath half-w

The eyes turn

Our last thou
the scilentific (geometry,
he

verdict of final inadecuacy on his

as, beneath
asserting

of Pound's great art,

ht of lauberley, then, 1is ass

half-watt rujsu7\fact takes 1its

lauberley's oblivion and

sueve bounding-line, as,
att rayvs,

topaz,.

sociated with

optics) meticulousness that

has substituted for artistry,and consists in =

fragile technicues -

revenge,

the immortality
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Conclusion: IL LIGLIOR

Take thought:

I have weathered the storm,

I have beaten out my exile.
(Pound, ihe Lest)

In the Introduction, we raised three ma jor

problems concerning Found's poetry to which we shall
now return briefly. The first cuestion concerned

Pound as a "poet of the surface": is Pound 2 mere tech-
-

nician? The second, and relateglouestion dealt with

diversity of Pound's poetic range: does Pound have

L.

the

anything centrel to say? The third pertsined to the
difficulties in resding Pound: is he an "obscure”
poet? e shall look at this
.

he first two problems together.

There seem to be two sources of difficulty in

reading Pound, his elliptic syntax and his multi-

lingual and SiqLoric»l allusiveness. We have sug-
ed reasons for the first; the sare hold for the

second. "We must balance obscurity agsinst brevity.

Concislion itself is an ebscurity for the dullardbﬂ

3

(Literary Essavs, p. 408) "Obscurities inherent in
the thing occur when the author is plercing...
uncharted regions; when he .is trying to express things

not yet current, not yet worn into phrase; when he 1is
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ahead of the emotional, or philosophic sense...of

Essayg, pe. 269)

his contempor&riedﬁ (Lite

- . e
%]

"Certain objec re comrunicable to a man or woman
only Ywith proper lishtingY, they are perceptible

- - o \ - . - - 9N o o.
in our own minds only with proper "licghting¥. fitfully

and by instants." (Guide to Kulchur, p. 295) "Thst

is why 'the first impression of & work of genius' is

' at least to the 'average

'nearly alw:

man.'! The public loathe the violence done to their

self-conceit whenever an suthor conveys to them an
nl

0

that is his, not .their own.

=

ide:

§

Pound's abandonment of traditional syntax was,
as we saw, a technical means of expunging specious
rhetoric, leaving the reader open to experience. The
difficulty the reader has in apprehending the poetry

: - R— uth
will depend largely on his familiarity w&#é the ex-

rience. liew things are always difficult. Pound

P

o

s simply elininsted a pseudo-syntax that offers

Yot

itself to the fatuity of the lazy reader and beyond
which he does not exert himself to probe. He does not
toss "something for the whole family" in his poems,
but demands, culte properly, to be read at his own

level, which is occasionally very deep indeed.

Wordsworth was aware of these matters:
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4=

It 1s supposed that by the
in verse an Author makes a s
ment that he will gratify certaln Imovm

act of writing

hat assoclztion; that he not only
thus aporises the Reader that certain
classes of ideas snd expressions will be
found in his book, but thaet others will be

carefu ly chuded.... They who have been
1stomed to the gaudiness and insne

ﬁhfaseolowy of many modern writers, if they

versist in reading this book to its con-

P
Log
@
3

&,

llads,

clusion, will, no doubt, frecuently have to
with feelings of strangeness and

ness: they will look round for

poetry, and will be induced to incuilre by

wnat specles of courtesy these attempts

can be permitted to assume that title.
(Wordsworth, Preface to the Lyrical Ba

2nd ed.) o

To the discussion, then, we would merely add that the

poems of Pound wav be read without knowing the sllusions

(which Pound chooses, for the sake of an added con-
textual dirension, to Zeep in the origzimal language),
zlthough not at the deeper levels. Pound insists thsat
an educated man know at least Latin, Greek, and French,

and something of those literstures - just as an

ow Buropean art. WMoreover, the

3

ma jor part of his allusions are explzined in h

[.Jn

s
critical prose.,

drmund Vilson, writing on Found's collected poems,

3|

o .

"It is like = pile of fragrents from a

Personae, said,

I
collection of obiets d4' art."”

of the Pound critics seeking =2 bon mot 1is one of
i

Pound's own phrases, "2 broken bundle of mirrors.

Torether, the phrases suggest the connected problems

to which we must now address ourselves, the diversity

Another favored metaphor
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and surface cuality. of Pound's poetry. Does suct

rn
o 14

Qo

iversity preclude a coherent body of insight?

Does the rzdical concern with techniocue, "the manip-

1

o

lation of verbal surfaces,” preclude a psychological

or moral depth of insight? T, 8. Eliot's essay on

3

Ben Jonson* railses similer cuestions.

eeebhis poetry is of the surface. Poetry
of the surfsce carnot be understood without
study; for to deal with the surface of life
seels To deal so deliberately that we too
must be deliberate, in order to understand.

Shakespeare [or ®liot, to make the contrast
¢ ’
with Pound], and smaller men also, are in

.‘

the end more difficult, but they offer some-
thing at the start to encourage the student
or to satisfy those who want nothing more;
they are suzgestive, evocative, a phrase, a
volce ('somethin: for the whole farilyT}...
(with Jonson) no swarms of inarticulzste
feelin~s are aroused. The immediate appeal
of Jonson is to the vind; his emotional tone
is not in the single verse, but in the de-

0

sign of the wholeé..s. {@onne's and ;ebsterﬂg

words h=ve often a network of tentacula
roots reaching down to the deepemrt terrors
and desires.

liarshall kiciuwhan, with reference to Pound, has made

+

rmch the same distinction. "So that the values of
plastic hardness and precision in Chauvcer and Ben
Jonson are readily overlooked in favor of the rich

14

associations of Shalkespeare.' We would add Landor

and Browning.
Ve must reject much poetry, then, if we rcject

that of the surface, poetry which does not aim at

plunging to the depths of the human psyche, which
ioes not'deal with uncontrollable mysteries on
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bestial floors, but .hich seeks rather to establish
moral and civil gradations, dealing with huraen nature

on the same levels as Chaucer and Jane Austen. Such

o

poetry 1is the product of the sophisticated, supremely

civilized conscilousness. On one level this may be

called marners or decorum, but on another, it must be

4

seen as a detached respect for the harmonious order of

all things.

There is a distinc& decadence when interest
passes from significance - meaning the total

. significance of a work - into DETAILS of
technicues....the aim of technicue is that it
establish the totality of the whole.

(Guide to Kulchur, pp. 89 - 90)

I believe in technirue as the test of a man's
sincergty.
(Literary Essays, p. 9)

Sincerity has a precise meaning in Confucian
philosophy. It is the state of mind that the student

mast cultivate in order to understand and achieve union

a

with the harmonious progression of all things. It
implies intimate self-knowledgze (hence Pound's employ-

ment of personae - a means of self-discovery), integrit

e

(Pound's refusals to compromise have cost him hesvily),
and a precision of language based on solid learning in

the tradition of the anclents. It also implies a

purity of motive:
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In a country in love with amateurs, in a
country where the incompetent have such
beautiful manners, and personalities so
fragile and charming, that one cannot bear
to iInjure their feelings by the introduction
of competent criticism, it is well that one
man should have a vision of perfection and
that he should be sick to the death and
disconsolate because he cannot attain it.
(Literary Essays, p. 371)

a3 .

If the body of Pound's poetry is diverse, it is
ordered by the aristotelian and Confucian doctrine
of respect for particular modes of existence. Pound's
superficially random insights must be seen as a unified
perception of multiple gradations in the natursl order.
This is the insight - deep or not, as you please =~
The msstery of

that Pound finally lezves us with.

technicue is the sine qua non of an essentially

moral endeavor.
Pound stands with Chaucer and Shakespeare as a

miglior fabbro, one of the few catholic masters of

En-lish verse technicue. What will fulture senerstions

gO
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Flame burns, rain sinks into the cracl

<s
-And they all co to rack ruin beneath the thud of th

Stands genius a deathless adornment,
na

1

1

1

e not to be worn out with the years.
(Pound, HHomage to Sextus Propertius, I)

CA

Ezra Loomls Pound iail ,
Hover L. and Isabel Weston Pound.
Entered University of Pennsylvania with special
status to study compsrative literature. liet
Hilga uoollttlu, Richsard Aldington {(who later
married), William Carlos i%l
Iransferpred to lton. %3 or in Romance
Languages at University of Pennsylvania.

M. A. at Univ. of Pemn. Urip to ﬂ”unco, Italy, and

Spain, doing research on Lope de Vega for thesis.
Tnstrlcuor in Homance Langusges for four months

at owsh Lol1e e, Urawfordsville, Indiana
E as "the Latin Quarter type." Went to

Gibraltar by cattle-boat, practically penniless.
First book .of poems, A Lume Spento, publlsaeq in
Venlce, Italy. Went To London. let Ford ladox
Hueffer (Ford), who started the English Review;
spent afternoons at his home, South Lodge, dis-
cussing vers libre and the prosody of Provengal
poets. Visited William Butler Yeats .on lionday
evenings. Joined T. &, Illulme's poetry club and
shorulv resigned., Published & Quinzane for

This Yule. &rnest Fenollosa died in Japan.
Published Zersonae, Exultations. Joined Iulme's
reformed club again. DiaghiffeM's Russian Ballet
opened in Paris.

Published Spirit of BO”ance, Provenca. Met
Wyndham Lewis and Caudier-brzeska, %or whose
sculpture he found buyers. Spent evenings with
Hulme 1in Frith Street. Cubist painters in Paris;
Stravinsky's Firebird ballet.
Published Casnzoni. Interested in "non-re
art. Stravinsky's Petrouchka, starr N
in Paris.

Published Ripostes, "the book that began modern
poetry." Spent evenings with Yeats at Woburn
Place. DBecame Foreign fditor of Iilarriet lionroe's
Chicago magazine, Poetry; pPublished poems in the
October issue. Published translation of 1he
Sonnets and Ballads of Guide Cavalcanti. Heading
French symbollsus, espfélally jautier, Rimbaud,

>

® ars.
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1921
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and Corbidre. Created "Imagiste" movement,
involving . D., Aldington, and Hulme. Nijinski's
succes scandale, The Aftgrgogn of g Faun, in Paris.
Published imagist manifesto, "A Few Don'fs " in
Poetry. Spent several months with Yeats at
Stone Cottage, Colemen's Hatch. liet Amy Lowell,
Secured publication for William Carlos4William's
The Tempters.
llade literary executor of Fenollosa's estate,
gaining access to his notes., et T, S, Eliot,
then at llerton College, Oxford; got Prufrock
published in Poetry, Portrait of a Lad¥ published
in H. L. liencken's Smart Set. Frublished an an-
thology, Des Imagistes, in New York. Published
in June and July issues of Blast, the anthology
of the vorticists, along with A dln ton, Eliot,
Lewis, Epstein, and gaudler- rzeska Vortlclsts
formed short-lived LHebel Art benter, which failed
from lack of students. Increasingly interested
in plastic arts. Advisor to Harriet Shaw Weaver,
editor of Londdén Magazine ugOlSt Aldington
assistant editor, and later Eliot. Married
Dorothy Shakespear. Janmes Joyce's Dubliners
published. Yeats'! Responsibilities published,
showing the traces of Fenollosa and Pound's imagism.
Published Cathay; edited and introduced The
Poetical llorks of Lionel Johnson; edited Catholic
Anthology "to get Eliot's poems into print.
Published Lustra, Ga gd;@ r-Brzeska: A lMemoir, and
Certain lioble Plavys of Japan. Collaborating with
Yeats in study of Japanese drama.
llade Foreign Editor of liargaret Anderson's
Little Review, more expe rlmental than Poetry.
Secured publication for mliot's first volume,
Prufrocx and Other Poems. Published translations
of "Noh'gr Accompllshment (Japanese drama),
u1a107ues of Fontenelle., Published Selected .
Passages from the Letters of J. B. Yeats to lis
Son, W. Be Yeatse. ‘
Published Pavannes and Divisions (critical essays):
essay on llenry James. DBegan Cantos.
Published QuWia Pauper imavi, containing Iomage
to S8extus Propertius.
Published lLugh Selwyn liauberley, Umbra (se-
lected poem s). Bliot's second volume, Poens,
and The Sacred Wood (criticism). Dial
magazine began in America. Published
Instigations, containing Fenollosa's Notes
on the Chinese Written Character as 2 liedium
Tor Poetry. :
Published Poems 1918 -~ 1921 containing four
Cantos. Iioved to Parls.
Published translation éﬁv de Courmont's
Physique de L'Amour. ﬁdlted Eliot's The
Waste Land, publisned in Dial dedicated to Pound.

?V
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liet Gertrude Stein, Ernest Hemingwey and others
in Parls. Published Indiscretions, an auto-

¥ *PlUS to Kﬁoallo, Italy.
ied Antheil and the Tres ulse on
Ford llzsdox ford' Transatlantic Review becan in

Paris lioved to iHapallo.

fuolﬂs%ed A Draft of 16 Centos. liuch correspondence.
Personae (col ected DO@MS5 Laboeflqz published

in America. Pound's influence be:an to decline;
Eliot's, to spread,

Edited mega 1qe, EXile. Received Dial Award.

Exile stopped. Published 17-27 Cantos, Selected

Pooms (edited by Eliot), translation of Confucius'!

Ta Hio, The Great Digest.

How to Read, & series of articles in the New York Tirme s.
Published Imacinary Letters.

Guido-Cavalcanti, ?i\e, a text with notes by Pound

Ly

Edited Profile antholo: Je
ruollshed A Drﬂf* of 30 Cantos, aActive Anthology,

—— —

ll New Cantos, ABC of fdeading, liake It New (orﬁt%cism).
Jefferson and/or lussolini, Allred Venison's Poems,
Social Credit: An Impact.

Foreword and Oues to edition of Fenollosaz essay.

The Fifth Decade of Czntos; Polite KEssays.

Tuide to Lulehur

Brief trip to America; honorary degree from HHamilton
College. Return to Rapallo, Publlshed What is lMoney For? .
Centos 52-71; A Selection of Poers. o
Confucio: SLU“lo Intecrale; Carta da Visita.
Broadcast for Fascists; indicted by U.S. fovernment
for t?eason.

one alla Natura Economica decsli ftati Uniti,
oroy L' America, Roosevelt, e le Cause della

Guerra ﬁreseﬂte.

Teken by American soldlers, 1mprlsoneq in open-air
cage near Pisa at D.1.C. Later moved to medical tent,
held incommunicade. Transleted Confucius, wrote
Cantos. Returned to U. 8. to stand trial for tre=son.
Trial dismissed; Pound committed to St. Elizabeth's
Hospital, Washing.on, u.u., as insane. Wife, fliot,
and James Laughlin made his legal agents.

Published translation of Confucivs, The Unwobbling
Pivot and the Great Digest, '

Published Pisa; Cantos, 72-84; If This Be Ureason.
Awarded the olqu en Prize. T

Personsae (aeanltwve edition of early 'oetrv

Eﬁlﬂahag Poens (new edition of 1928 volune).

Letters of Ezra Pound; Instigations republished;
trale tion of Confucius' Analects published.

Q\

Translations &selectcd,, Literary kssays (edited by
T. S. mliot), Guide to Kulchur and Spirit of

Homancewpublished.
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1954 - New translations published, The Women of Trachis
by Sophocles and The Classic Anthology Defined by
Confucius.

1956 - Published Rock-Drill: Cantos 85-95,

e

in St. Elizabeth's Illospital.

Pound remains
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FOOTNOTES
FOREWORD

l. In 1934 Pound, sitting at Rapallo like
Eccentricity on a monument, announced that he was giving
up literature ior economics. Fortunately, no one took
him seriously, MV_lnln this pronouncement merely an
attempt to sha“e the €clat of T. S. Eliot's 1927 7royalist,
classicist, and Anglo-Catholic" confessio fidel -. low,
at seventy, Pound still produces poetry of unlovered
caliber from the confines of the Federal mad-house.

2. Pound would agree, I think, that it is useless
to speak of historical "procress" in the art of poetry.
This is neither to deny that certain poetry is better
than other nor that certain ages have piesented more
auspicious premises to the poet than others. Different
ages offer new possibilities, form new sensibilities,
but likewise present their characteristic hobgoblins
to the poet. The historical process of poetic technicue
is one of discovery, consolidation, loss, and (sometimes)
rediscovery. T. E. Hulme,a major influence on Pound's
thought, speaks to the point: "You will find the burst of
poetic activity at the time of Elizabeth put down to
the discovery of America. The discovery of America had
about as much effect on the Courtier poets at that time
as the discovery of a new asteroid would have had on the
poetic activity of Swinburne. The real reason was, I
take lu, that the first opportunity was given for the
exercise of verse composition by the int roductlon of all
kinds of new nat ter and new forms from Itely and France."
"It must be admitted that verse forms, like menners,
and like individuals, develop and die. They evolve from
their initilal freedom to decay and finally to virtuosity.
They disappear before the new man, burdened with the thought
more compleXx and more difficult to express by the old name
eee.mitative poetry springs up like weedse.... 1t becomes
the eﬂpression of sentimentality rather than virile thought,
(Sam mynes, editor, Iurther Dpeculatlons of L, E. Hulme,
liinneapolis, University of Minnesota Press, 1950, pp 68-694

b))

3. Poetry as imitation (Aristotelian) is the
largest assumption on which this thesis rests.
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INTRODUCTION

1. Pound knows English, Greek, Latin, French,
Itelian, Spanlsﬂ, Brovengal uerman, aﬂulo Saxon, and
Chinese.

2. I have not seen it, but I understand that a poem
by Pound appears in The Oxford Book of Victorian Verse.
There is as wry an irony in that as in the skeleton in
Pound's closet: he is related, on his mother's side,
to llenry Wadsworth Longfellow.

#

Book for Literary Philosophers”

3. Richard Al14d
in Poetry, Vol.

T

4, John Peale Bishop, Collected Essays, N
Charles Scribner's Sons, 1948, pp. <67-268,

ew York,

5. All numbered Odes, unless otherwise designated,
are from the Classic anthology.

. P. Blackmur, The Double Agent, New York,
tions, 1935, pp. 30-51.

6. R
Arrow edil

7. Ibid, p. 36.

8. "It was in 1922 that 1 placed before him in Paris
the menuscript of a sprawling chaotilc poem called The
Waste Land which left his hands, reduced to about ﬁ;Tf
its size, in the form in which it appears in print.

(T, S. Eliot, "Ezra Pound” in An Examinetion of Ezra
Pound, edited by Peter Russell, Norfolk, vonnectlcutﬁ,
New Dlrectlons, 1950, p. 28) ullot dedicated the poemn
to Pound as "il Fl?llOr fabbro," "The better maker,

the term Dante . anplles in Purgatorio XXVI to Arnaut
Daniel, the Provengal poet on whom Found did an essay
and translations in 1920, Eliot's acouaihtance with
Cavalcanti (c.f. Ash Wwednesday) may be traced to Pound.
Indeed, Eliot's whole career up to The Four Quartets

was greatly indebted to FPound, not only for securing
publishing outlets [Pound's letters to the reluctant
editress of Poatry A Magazine of Verse, Harriet Monroe,
are prize chapters in llterary hlstory. "I was jolly
well right sbout =liot. Iie has sent in the best poem
(Prufrock) 1 have yet had or seen from an American.

PRAY GOD IT BE [OT A SINGLE AND UNIQUE SUCCESS....

No, most emphatically I will not ask Eliot to write

down to any audience whatsoever. I dare say my instinct
was sound enough when I volunteered to aquit the magazine
ouietly about a year ago. Neither will I sera you Eliot's
address in order that he may be insulted." (D.D. Paige,
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editor, The Letters of Ezra Pound, New York, Harcourt, ”

Brace and Co, 1950, pp. 40, 44, 45.)) - not only for
securing publicztion, then, or for early critical and
financial support, but also for many of the famous
critical insights, such as the cultural tradition and the
contemporaneity of zll history and literature (Tradition
and The Individual Talent, 1919) and the "objective
correlative’ theory of poetic imitation (llamlet and His
Problems, 1919). Pound had discussed both ideas in the
1910 Spirit of RHomance: .

It 1Is dawn at Jeruszlem while midnight hovers above
the Pillars of Hercules. All ages are contemporaneouUs....
This is especially true of literature, where the real
time is independent of the apparent, and where many dead
men are our grandchildren's contemporaries, while many of
our contemporaries have been already gathered int
Abrsham's bosom, or sore more fitting receptacle.”

"What we need is a literary scholesrship, which will
weigh Fheocritus and Yeats with one balancg, and which
will judge dull dead men as inexorably as dull writers
of today, and will, with equity, give praise to beauty
before referring to an almanack." (p.8) liow lovally
Eliot responded to this call his Selected Lssays bears
triumphant witness.

Eliot has nét bitten the hand that fed him. "I
have in recent years cursed lkir.Pound often enough, for
I am never sure that I can call my verse my own; just
when I am most pleased with myself, I find that I have
caught up some echo from a verse of Mr. Pound's.... My
own critical debt to him is as great as my debt in
versification." (T. S. Eliot, "Isolated Superiority,"
in Dial, LXXXIV, p. 7)

9., T. 8, Eliot, "Bzra Pound" in Hussell, cditor,
An Bxaminstion of Ezra Pound, p. 35.

10. T. 8, Eliot, "Isolated Superiorityly; loc.eits;
Pe 5. This statement may be considered a synecdoche
for the whole. thesis,

11, Pound has somewhere suggested Chinese as a
substitute for Greek in academies. It appears, unfortunately,
that traditional Chinese may rapidly assume, like Greek,
the status of a dead langusge. Peking has announced plans
to "simplify =nd standardize™ the alphabet: "We zre in
the age of specd. We must move ocuickly in order to reach
socialism." This brainwashing of the langusge is all the
more alarming when we realize thsot it will dismiss such
felicities and complexities of insight as that contained
in the Chinese word for "good": an ideogram of mother
and child.
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Part I: IMAGE - PIANOPOEIA

1. T. S. Eliot, Selected Essays, New York, Harcourt,
Brace and Conpany, 1950, pp. 124-125

2. Ibidy "The ketaphysical Poets," pp. 241-250.

5. dhe Literary sssays of Bzra Pound, edited by
T. 8. ﬁliotq Norfolk, Connecticut¥, lew Directions, 1953.
Quotations here are from pp.lo4-155. Elsewhere in this
paper, where s reference is made to an essay in this
collection, pages will be cited in the text.

4, Ezra Pound, Guide to Kulchur, lorfolk, Connecticutf,
Hew Directions, 1953, pp.98-99. Hereafter references will
be given in the text. Pound tells the story of the Parisian
biologist who, after writing the definitive book on
crocodiles, went to africa to look st one. A crocodile chased
him and he took refuce in a tree. When the crocodile began
to climb after him, the distressed specialist screamed

"Won! HNon! Les Crocodiles ne montent pas des arbres!’

5. Ezra @pund, in POStscrlpt to The Natural Philosophy

of Love, by Lémmy de Gourment, translsted by Pound, +ondon,
Tasanove Sociéty, 1926, p. 174.

6. William Butler Yeats, from an address at a dinner
1912 in honor of Wilfred Blunt. Quotea by Ezra Pound

I
n "Homage to Wilfred Blunt," Poetry, Vol. 5, P. 240.

i
i
7. ©. 8. Eliot, "Ezra Pound,' in An Examinotion of
Ezra Pound, edited by Peter Rus sell Norfollk, Connecticutk,

New Directions, 1950., p. 25.

8. Lengthy disputes heve been waged as to "who founded
Tmagism,"” Pound or Hulme. Stanley K.Coffman gives the most
reliable account of the history of the group in Imagism,

a Chapter for the History of liodern foetrv, “orrﬁn, University
of Oklahovra Press, 1951, The most distorted account I have
seen 1s in CGlenn Iughes, ‘magism and the Imagists, Stanford,
California, Stanford University Press, 1931.

Pound met Iulme in 1908, and joined Iulme's "poetry
cluhL’\ Jy’lolo the club had dwsbﬁ*ded but Pound continued
to see ‘wlne in literary salons, and attended Hulme
"evening s in Frith Street. Zarly in 1912, Pound, nllda
Doclittle (HI. DJ, and Richard Aldington net in a tea- shop
in ue“glnvton, near Pound's apartment. Pound selected
some of H. D.'s poems for Poetry, calling them "imars 1st

In the same yezr he published 41Uostes, his first wo vk to
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sWoy strong Imsgist manner. lncluded at the end of this

volume were five poems by T. E. Hulme. In =2 Prefatory
Note to them, Pound said, "AS for the future, Les
Ima~istes, the descendants of the forgcotten school of

1909, have that in their keeping . " In the spring or
earlv sum-er of 1914, Pound, H. D” and rldlnguon drew
up he famous "Imagist Lunlfesto concerning imaegery,

speech, and rhythm‘

1. Direct treatoent of the 'thing' whether sub-
jective or objective. ,

2. To use absolut ely no word that does not con-
tribute to the presentation.

3. As regarding rhythm: to compose in the secuence
of the nusical phraese, not in seocuence of a
me tronome .

It was published in Poetry in L rch, 1913 In 1913,
Amy Lowell arrived in uo“aOQ v1pd publlsuud a volume

of sentimental Yennysonizn vcrse, A Dome. of lisny-
Coloured Glass. She met Pound, and in 1914 produced
her first imegist poems in bword Blades and foppj Seeds.
Returning to America, she capitalized on imagism and
vers libre in a somewhat irresponsible manner. She
and Pound cquarrelled, and Pound withdrew from the "Am
movement (H. D. and aldlngton had transferred tqelr
loyalties to Amy, sored by Pound's browbeatings) t
join the Vorticists.

my gist"

9. Sam Hynes, editor, Further Specul tions by I. E.

7

liinneapolis, University of kinnesota Press, 1955, p.78e

10. The pbbllcptvon of Ripostes in 1912 is the most
satisfactory date for the beginning of modern poetry.

11, This work is out of prlAu and largely unavailszble.
I quote it from The Oxford Anthology of American Literature,
New York, Oxford University rress, 1941, p. 1276. Lhe
ocuotations from Pound's book are on pp. lOO-lOV.

12, Note: "Jewel stairs, therefore a palace. Grievancej
therefore there is somethin: to complain of. Gauze
stockings, therefore a court lady, not a servant wh
complains. Clear autumn, therefore he has no excuse on
account of the weather. aAlso she has come early, for the
dew has not merely whitened the stairs, but has soaked
her stockin-s. YThe poem 1s especlally prized beczuse she

4~

utters no direct peproach." Ezra Pound, Personsa e, Norfolk,
Connecticutf, New Directions, 1949, p. 133,

13. Ezra Found, 4BG of Heading, Morfolk, Connecticut#,
New Directions, 1951, p. SZ.

14, Literary &ssays, P. 2.
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lb ”leantﬂ Brooks and “obert Penn Warren, editors,
st ing Poetry, New York, Henry Holt and Cq, 1949 p. 175,

.
Lan

Under

16, loving out of the Imegist circle by 1914, .Pound
became involved with a London group interested in plastic
relations and purely abstract art, among whom were Wyndham
Lewis, T. S. Eliot, Jacob &pstein, Gaudier, and Arnold
Dolmetsch, the musician. In June the first issue of the
Vorticist review, Blast, appeared, as unconventional in
content as 1t was in forwwu {(Magenta cover and elliptic
typography).

17. Iugh Kenner, lhe FPoetry of Lzra Pound, Norfolk,
Connecticutt, lew blreculors, 1951 p. 65. lir. Kenner is
Pound's most perc,otlve critic and I am largely indebted
to his brillisnt insights. As one reviewer has pointed
ouvt, thourh, "It is too much a feature of the
Kenner Pound that he relentlessly succeed."

~

18, Ezra Pound, Pavannes and Divisions, lew York,

Alfred A. Knopf, 1918, p. 255.

19. In 1914 Pound was mude literary executor for the
estate of the Orientalist Ernest Fenollosa. Among his
papers was 1he Chinese Written Character as a liedium for
Poetry, an ars poetica That Found has not been alone in
considering the only document of our time to compare with
Sidney's Apologie, Shelley's Defense, and the Preface to
the Lyrical ballads. It is from this document that we
may date Pound's Interest in Chinese history, philosophy
and poetry, an interest that has borne fruit in The Cantos,
the translations of lonfucius, and the Classic AHtDOlO‘
of odes.

w5

20. I draw this suggestion from gh Gordon Porteus,
"Bzra Poun® and his Chinese Character: A Radical Examination,
in Peter Russell, op._cit., p. 216.

1

2l.- Ernest Fenollosa, The Chinese Written Character
as a liedium for Poetry, abridged, in Lhe Little Review

ADL L )ealu&a by “a“garet npde son, HNew York, Hermitage
House, Inc., 1953, p. I92.

2o, Ibid, p. 202.
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Part II: SPEECH - LOGOPOCEIA

1. Ezra Pound, "Guido's Relationdly) in Disl, Julj)
1929, p. 561,

-

2. Ezrs Pound, "A Letter," in Poetry, Vol. 7, p. 321.
3. Hzrs Pound, "Editorial," in The Little Review
Anthology, edited by Margaret Anderson, New York, lermitage
fouse, Inc., 1953, p. 100.

4, Anyone seeking a rationale (not a justification)
for Pound's war-time alliance with lussolini could do worse
than consider, first, the ideal of civil order contemplated
by fascism and, next, de Tocqueville's account of the ill
eflectQ of democracy on precision and clarity in languagey
(Democracy in America). In av01d1n the whole cuestion
raised in 1948 by the awarding of the Library of Congress'

Bollingen Prize to a "fascist and uew—qatei,' I am not
hiding my head in the sand, OSbPlCﬂ—faSQiOn. The issue
raised is whether a poet may be judged by "extraneous"
political or moral consi deratlons, ahd is too large to
broach here. One does not excuse Pound by p01nt1ng out
"atrocities" in Dante and Shakespeare (though they are
there). Allen Tate has given his reason for VOLl“C for the
award: "The hcalth of llterdture depends on the nealth of
soclety, and converselyeess As a2 result of observing
Pound's use of language in the past thirty years I had
become convinced that he had done more than any other man
to regenerate the language, if not the imeginative forms,
of English verse." Tate calls Pound's political and social
opinions, however, "childish and detestable." (Allen Tate,
The Forlorn Demon, Chicago, Henry Regnery, 1953, pp. 156-60,)

Part IITI: RHYTHM - LELOPOEIA

1., Paull Franklin Baum, Principles of English Ver51flcation,
Cambridge, Harvard University Press, 1922, pe. 1bl.

2. Pound and W, ii. Auden have been almost alone in their
refusal to condemn Renalssance experiments in classical
metres. ,Accepted opinion on the subject is a dutiful nod
in Saint¢sbury's direction, such as u1mbert Highetas
superclllous reference to Gabriel Harvey's' 'Wotorious letiters.,”

(T_L_Q_( assicx \T!Q\T‘N'\ ?
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Se Dere Traversi, "Spenser's Faerie Queen," in The
Age of Chaucer, edited by Boris Ford, Baltimore, Penguin
Books, 1955, p. 321.

4, In defining various types of literary criticism,
Pound has listed composition in the style of a given writer
or period as of primary importance. It is the most difficult
and also the most penetrating sort of criticism.

- 5e For thousands of years the Chinese civil service
examination wzs an examination in poetry, principally the
305 Odes anthologized by Confucius.,.

6. I would say Shakespeare without a feeling of largesse
if there were room for a detailed metrical examination of
dugh Selwyn Mauberley and The Cantose. Pound's affinities,
however, are more with Jonson and Chaucer than with
Shakespeare, as I shall try to meke clear. Pound's
discussion of the relative rerits of Chaucer and Shakespeare
in the ABC of Reading is, incidentally, the most illuminating
critical insight into Chaucer I have read. e stands after
Dryden in the line of great Chaucerian poet-critics.,

Part IV: FORM AND PREEBONAE

1. Donald Davie, Articulate Energy: An Incuiry into
the Syntax of English ﬁoe’mjy, uondon, Routledge and Kegan
Paul, 1955, pp. 1T-12. Thile I diss sgree with the major
lines of kr. Davie's argument, I am indebted to his book
for many suggestive ideas.

2. m{, p. 122.

3. I realize that this raises the enormous oquestion of
just how far we may consider words in poetry as "things."
Words are a more recalcitramt medium than the paint of the
artist or the Suoqe of the sculptor just because they do
contain so much "meaning" before the poet shapes the“, 1e€ey
there is a wealth of rmeaning in 2 dictionary that is noft

present in a tube of oil paint.

A

4, Ilugh Kenner, ope cit., pe. 189,

5 Te S, Eliot, Selected Essays, New York, ilarcourt,
Brace and Co., 1950, pp. 7-11l. The essay, "Tradition aﬁd the
Individusl Talent," is a landmark in modern criticism.

6. Hugh Keuner, in introduction to The Lranslations
of Ezra Pound, Norfolk, Connec ticut, lew Directions, 1953, p. 1lle

7 Francis Fergusson, The Idea of a Theater, New York,
Doubleday Anchor Books, 1955 PPs 251-255,
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8. Ibid, g. 253.

: 9. The guotation may be found at greater length in *ugh
Kenner, The Poetry of Ezra Pound, p. 121.

10. Ibid% p. 122.
1l. Malcolm Cowley, Ekxile's Return, New York, Viking,
1951, pe. 121.

12. Ezra Pound, "A Study in French Poets," in The Little

gﬁxiﬁm.ﬁntholog*, edited by llargaret Anderson, llew York,
Hermitage louse, 1953, p. 173.

13. Hugh Kenner, The Poetry of Ezre Pound, B. 152.

14, Mauberley (1920) is the last poetry before The Cantos.

15, Stanley Iymgn has committed the outstanding critical
boner concerning the poer by teking Capaneus, not as one
of the seven against qebes, but as a "minor Greek poet.”

16+ Part I is entitled llugh Selwyn Mauberley: Life and -
Contacts; Part II, in five movements, is entitled liauberley.

Conclusion: IL MIGLIOR FABBERO

1., Ezra Pound, "Sum-ary,"

p. 146.

in The Little Review Anthology,

2. Bdmund Wilson, Shores of Light, New York, Farrar,
Straus, and Young, 1952, p. 45.

3. Te S. Eliot, Selected mssays, New York, huroourt
Brase and Co., 1950, pp. 127-139

P

4, lMarshall licLuhan, "Pound's Critical Prose," in
Peter Russell, op. cit., p. 169,
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