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EZRA POUND: THE EARLY CAREER

HE high Modernist mode dominated English and
American poetry for approximately thirty years, from
the early 1920s to the 1g50s. A few names and titles may
o mind the brilliance of its beginning: Eliot’s Prufrock and
- Observations In 1917 and Poems in 1920; Pound’s Hugh
Mauberley, 1920; Marianne Moore’s Poems, 1921; Edith
's Fagade, 1922; Eliot’'s The Waste Land, 1922; and. in 1923,
s Harmonium, William Carlos Williams® Spring and Al
n‘Toomer’s Cane, E. E. Cummings’ Tulips and Chimneys, and D.

wrence’s Birds, Beasts, and Flowers. The flow of important
lications continued into the 1g40s, by which time the
endancy and grip of the mode seemed almost unshakeable.
fter'the Second World War, however, the movement began to
€, not in academic and critical prestige (for it was soon
orporated into academic orthodoxy) but as a combination of
s for practicing poets; by the later 1g50s a “post-
Tnist” poetry was becoming more widespread.
is called here the “high Modernist mode” is really a syn-
f diverse types of poetry that had gradually been created

de available as resources or models in writing during the
vears between 18go and 1gz20. These included the careful
lished formalism of the London avant-gardein the 18qos,
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¢ chapters that follow deal only with the years in which the
Modernist mode was becoming established; the period of
ominance will be covered in a forthcoming volume. Hence,
gh I take up such major poets as Eliot, Stevens, Pound,
Williams, 1 concentrate only on their early careers. They
ed to write for another thirty to forty years, and the sec-
olume describes their later works. During the years ob-
here each of these poets “Modernized” himself. For the
art they did so deliberately and with struggle. Our ac-
of each poet traces the course and phases of his evolution
lodernism, noticing what it meant to him. In this way we
¢ome as close as is possible to the actual development of Mod-
poetry as it took place.
'y Modernist poets whose careers feil roughly within the
decades as those of Eliot, Stevens, Pound, and Williams are
t discussed at this point. Marianne Moore is an exception.
of the other young poets who began to publish in the 19208
ven earlier—Robinson Jeffers, John Crowe Ransom, Archi-
acLeish, Edwin Muir, Hart Crane~—are treated in the sec-
olume, in relation to the period in which they did their best
r had their greatest influence. Since Yeats became a Mod-
poet only in his last phase, I here describe his whole
er: To do so is especially appropriate, since his poetry
anged greatly from the 18gos to his death in 1939, and the
ges correspond in some respects to the general develop-
f poetry in his time. His work allows us to bring the long,
lex history here narrated to a final focus.

the impressionism and dandyism of the same group;a
early uses of symbolism in Yeats, together with the
awareness of French symboliste poetry. The United States
the tradition of Whitman. Also, the 18gos in America
Robinson an assimilation of methods and purposes usu
sociated with prose fiction. This assimilation resumed ine
dent of Robinson in England and America during the.
reaction against the melodious and “poetic” dictiono
poets at the end of the nineteenth century Hardy, Robi
Frost, Yeats, and some of the Georgians cultivated a sine
loquialism that was subtly and dramatically expressive
Kipling, Davidson, Masefield, and Sandburg exploited t
quial even more boldly to render the speech of the peopl
Imagists adopted a direct, spoken idiom, while emphasizing
prose values of economy and exactitude. There was also:
dency to express harsher facts and emotions; this culmina
the violence and satire of the poets of the First Worl
Meanwhile, several poets discovered and eagerly respon
the fopperies and surprising verbal juxtapositions of L3
and the intellectual complexity and ironic “wit” of the Met
ical poets.

To these developments within poetry we should add the
pact of psychological and anthropological lore. New subje
tfachniques were suggested by concepts of the streamiﬁg
tional, associative flow of consciousness, the prevalé'
mental maladjustment or neurosis, the unconscious min
.revelation of it in dreamns, the collective unconscious, arch
imagery, and the universality and significance of myth as.w
of the primitive or myth-making mentality. Also, poets wer
fluenced by techniques developed in other arts, such asth
motiv in music and the collage in painting.

Although the Modernist synthesis took different forr
individual poets, Modernist poets generally shared the feelin
a breakthrough. The “movemong,” as Pound called it in
lesque French, possessed an idiom that was not merely fres
challenging but also, in their opinion, superior to that of ¢
nineteenth century. For the new, Modernist idiom was eit
more intense—~more packed, dense, polysemous—or else
more exact and precise. Perhaps it was both at the same
And the idiom permitted, in fact, had been created in.order
convey a richer, more authentic rendering of reality.

POUND BEFORE IMAGISM

und’s achievement in and for poetry was threefold: as a
and as a critic, and also as a befriender of genius through
sonal contact. The least that can be claimed of his poetry is
for over fifty years he was one of the three or four best
oets writing in English. During a crucial decade in the history
modern literature, approximately 1912 to 1922, Pound was
nost influential and in some ways the best critic of poetry in
and or America. He had an almost unerring eye for quality.
d of all that he read—whether Eliot, Joyce, Yeats, Flaubert,
taire, Dante, Guido Cavalcanti, Arnaut Daniel, the Anglo-
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Saxon “Seafarer,” Sappho, or Homer—he asked h
show ab.out writing? Thus sifting, he developed p:
style which he conveyed to other poets in instruétion'
intensely practical and specific. These had a lar
style and form and still throw a spell over young'. g
}_16 spent much time and energy aiding other write: .
hams,.H.D., Frost, Eliot, Joyce, Hemingway, and E E:Cn
were indebted to him for encouragement and cri
they'we‘re still unknown. Some of them were also
pubhcapon, money (of which he himself had very
reputation, not to mention more personal services
laneous kinds. He did this for the sake of literature..
not always like the writers he helped. Without h
mgenuity, some of the brilliant literature of the ear
century 'V\fould not have been written. Besides his lab
poet, critic, and befriender, Pound also devoted: hi
enth};.masms in art, sculpture, music, history, politics, an,
nomics. Each of these influenced his approad; to the othy
their complex interaction shaped his changin atti
techniques in poetry. S
. Pound was born in a mining town in Idaho in 188,
ily moved_ shortly to the suburbs of Philadelphia wisler
grew up in middle-class circumstances. At least ,from
teens he gave past and living poets the devotion som
to ath%etes. “The study of literature,” he later wrot
worshlp.”'ln college and graduate school he specializ
late medlevgl and Renaissance literature of the R.
1a.1:1guages——1n, for example, the troubadours of Proven
Cid, early ?uscan poetry, Dante, Rabelais, Villon—and his
ature continued to fascinate him for the rest of his life
That a chief urger of the Modernist revolution was
avid trotter over the past, as Wyndham Lewis put it, i
much meaning. Pound’s awareness and use of man’ -
one of t.he characteristics by which he distinguishedy.
modernism (and that of Eliot and Joyce) from the Geor
poets and from the “Futurists,” as he called them ':lﬁm
most of th_e “new” poets in America with the followers?bf .
ett. _F_or him the former were uncritically continuing an o1
tradition; the latter wrote as if there were no literag a
soever. Both lacked the high standards of craftsmarjisll)li

v of past “masterwork” may inculcate and both lacked
ange of different techniques and the critical and self-critical
a writer may develop through comparing and crossing
t traditions. (To Pound most avant-garde poets of his
n in America—for example, Williams and Sand-
were Futurists, and he would certainly have applied the
o most poets of the present time.)
gh he held and promulgated the belief that the past
known and used, he also held that a poet must “mod-
imself and “make it new.” The relation between these
ns caused him much anxiety. The point also teased
Jiciting some of his especially complex critical formula-
o.one has yet studied the extent to which Eliot’s general
ns as a critic were formed in a dialogue with Pound. Butif
ds their writings concurrently and in chronological
ine sees that they were addressing the same problems re-
ly often. And one sees also that the conceptions devel-
Eliot’s essays must frequently have been suggested, or
ependently supported, or provoked in reaction, by Pound’s
tion and literary journalism-—just as Pound echoed and
d with Eliot. Eliot’s suave and subtle criticism will be read
ter Pound’s remarks are forgotten, but Pound was firstin
Id. Many of the viewpoinis he and Eliot later elaborated
originally articulated by Pound in connection with his
of early Romance literature. In this literature he observed
each poet had a strongly individual character but also cx-
d the mind of his age. From the Provengal troubadours to
¢ saw an ongoing and international tradition of poetry, a
and a sensibility that continued and developed from one
o another and finally culminated in Dante, who had been
of his predecessors and built on their work, and had thus
ssed what Eliot later called the “mind of Europe” in that
¢ of its evolution. One may add parenthetically that early
nce poetry was difficult to read and that to understand it
required special information; in these respects it was uf-
the poetry written in America and England in Pound’s
th but not unlike the poetry he would eventually write.
also admired the qualities and performances of Browning
eberhaupt ich stamm aus Browning,” he later wroie), Ros-
“my father and my mother” in “my knowledge of Tuscan
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me style, for one might still feel just as those poets had felt.
d in the context of Edwardian verse, Pound’s early work
monly excellent—energetic, crowded with thought,
d in artistic intention. (By “early work” I mean the five
of poetry already mentioned and The Spirit of Romance,
is most important piece of criticism during this period, a
ength survey of medieval poets of southern Europe.) But
‘unusual in kind, and for this reason I dwell on it less
some readers may think appropriate. The mystical and oc-
ments of it are discussed in the second volume with the
nitos.
me of Pound’s fundamental endowments and commitments
poet reveal themselves in this first period. Of the early
s still retained in his collected shorter poems (Personae),
than half render a figure or aspect of the historical past
han the present. But his fascination with the past was not
vents and characters as such; it was with states of mind and
lieus that shaped them. What he sought to present in Ar-
aniel or Guido Cavalcanti, and later in Sigismundo Mala-
-4 [ohn Adams, and his other major exemplars, was not only
idividual but also the “mind” of an historical period, which
¢ seen in the individual and especially in his verbal style.
~writes in sympathetic identification. The speakers are
‘Bertran de Born, Frangois Villon, or Peire Vidal;, we
unter their temperament, experience, and style, not
nd’s.
ost of the historical figures with whom Pound identified
e poets; in poems without such speakers the subject usually
me connection with his own personal preoccupation with
uestion of what sort of poetry to write. The Spirit of Romance
e criticism of a poet seeking models and instructions. Thus
‘better poems, such as “Qestina: Altaforte” or “Villonaud for
ule,” fulfilled at least three impulses at the same time: they
history, the representation of figures or states of mind out
1e past; they were acts of identification; and they were exer-
in ways of writing he admired. Many of Pound’s more ex-
nded efforts in the next fifteen years—Cathay, “Homage to
tus Propertius,” “Hugh Selwyn Mauberley,” the uses of
omer and Ovid in the early Cantos, the Malatesta
tos—were similarly shaped by this triple motivation.
though poetry and the other arts were Pound’s main con-

poetry”), Swinburne, Yeats (he was “drunk” with ¢
Symons (almost a “god”), Fiona McLeod, and Ernés
All of these enthusiasms are visible in his first volume ¢
Lum'e Spento. This was printed at his own expense
Vemr:e, to which city he had migrated after a briefex
teaching at Wabash College in Indiana. In Venijce he
first over a bakery, tried to earn money as a gondoli
muscle‘s were not strong enough), and enjoyed the co \pa
lady plano player fifteen years older than himsel H
ma(?le his way to London, arriving in September 1 o
copies of A Lume Spento and £3 cash. He sanFofd
II;I}ileffer fre'quently, attended Yeats’s Monday eveﬁi'ngs
ys's evenings, the Poets’ ’s even
Eiffel Tower festauran?.e ¢ Club: and Hulmes e
He went to London because it was the li -
Englishwspt?aking world. “London, dea}}:i)llcllt f;i;)l;}(fic():apl
W. C. Williams in 190g, “4s the place for poetry.” In
letter, commenting on Williams’ recently published
Wondered how many of the poems his friend woul
lished had he known the current poetry in London:
out of touch.” But if London was the place to master.
plete ar.t” and also to make one’s reputation in both En
the United States, it was shrewd to arrive in London"g
lished poet, ‘which may be one reason why Pound pai
Lume Spento in Venice. His gift for literary salesmanship, w
later bpomed SO many reputations, was first applied to his
During the next four years four volumes of his vers
peared: A Quinzaine for this Yule (1908), Personae (1 6"')
tzo_ns (1909), and Canzomi (1911). These volumes cogta?i:
still-anthologized favorites as “Cino,” “Na Audiart,” “S
Altaforte,” and the “Ballad of the Goodly Fere.” Gollee
the'se volumes show Pound before he “moderﬁized” hi
while he was still in many respects a typical Edwardian} oe
was at this t%me making no special effort to be modefrlz- .
such otherwise diverse poets as Kipling, Masefield, and o
Often his poems adopted styles of the past—fc)l’r exainy
Bertran de'Born or Villon—and whatever the many: .
tions for his writing such poems, the poems wouldy not
seemed unusual to readers of Robert Bridges, Sturge Moa
Mary Coleridge, poets who felt that the past’ was never ou
date; what had been written long ago could be written ag'a;
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cern throughout his life, he was seldom willing to mak,
main subject. The fact is much to his credit, for it was a
conscience, but the credit belongs also to his early milj
as poetry is concerned, the greatest fact of the year.
1914, if literary history ever permits such generalizati
that Yeats was changing his style, He was dispelling th
and yearnings of his early verse and was thus the mos
guished and articulate exponent of a general reactio
against the avant-garde of the nineties. Though Yeats’
were as always many-sided, the direction of his thou
poet’s experience must not be that of the artist’s cel
varied, active, and abroad, so that he may have the intr
tions of actual life; he should write direct, “personal utter
his words should take their force from his life, as with'a
ter in a play. But Yeats was mingling two doctrines, an
agreed with one and not the other. So far as “perso
ance” meant self-expression, Pound usually rejected it
poetry should reflect life, not art, he affirmed ofte
fervor, for he was struggling against himself. “Art that

art is unsatisfactory,” he said, meditating on Camoéns.
great poem, ‘Ignes da Castro, was written in deeds
Pedro. No poem can have as much force as the simples
tion of events themselves.” A favorite example for Yeats:

Synge in his influential Preface to his Poems, 190g) was

When Pound came to Villon in The Spirit of Romance; :he

“Villon’s verse is real, because he lived it . . . [Itis] no.b

books, no distillation of sources . . . His poems treat..

ities . . . filth is filth, crime is crime, neither crime no
gilded. They are not considered as strange delights
bidden luxuries, accessible only to the adventuro

Pound’s early verse is often of this “lived” kind, and

fully so—though in a special way. In “Cino,” “Na A

“Villonaud for this Yule,” “Sestina: Alaforte,” and “Ballad

the Goodly Fere,” the speakers are completely unlike fi

siecle poets; they are warriors, vagabonds, lovers, a

poets; their strong emotions rise from their own ex el

Bertran de Born, who speaks in “Sestina: Altaforte”

exatnple. When the battle standards are spread, he say

howl I my heart nigh mad with rejoicing.” And we belie
for we hear the howl in the cluster of long and stressed sylla

With respect to Pound himself, the poem is a “brew of b

on of sources.” It depicts an ic.iea.l type of poet and 1?
nalysis expresses the s;a}f—cr;ti(}:llsm ofi 'icil:alm;);l:rﬁ Etolel(;

i agement in life of the me . .
%ﬁglit ;ggmgs were still in keeping with tl:n; e:sential
a0 doctrine that “art that mirrors art is unsatis acdo;’}lrc.)de
nerete presentation was already Pound’s preferlt:e_thful i©
pression. In his early poetry he was more or less fai hiulto
re- aphaelite principle that poetry must not wea e}:lr; B
' y discussion and reflection. In The S.pmt of Romomcia he
thors speak for themselves in quotations and tralnsfactual.
arks about them are relatively scant ancll mostly ta 1 (“I.
mportant series of articles and translatl‘f)ns in 191; .
the Limbs of Osiris”) he argues for a “new met“? n
ship,” 2 method that presents .and “rehes on the . urrilo
etail,” on the telling fact that gives su_dden insight in
‘acent conditions, into their causes, their efﬂ.acts, 111;0 sec—1
& and Iaw.” For example, in 1422 “the Venetians re use::1 !
ake war upon the Milanese because they held th;itthanz‘ x:fhe
en buyer and seller must prove p?o.ﬁtable to neither i he

sws that the Middle Ages were giving way to the mo:f ;1;
ith its commercial motivations. A “Eew dozen fac;f 0 dd1ss
¢ give us intelligence of a period.” The artlit,T }f af ,
out luminous detail. He does not comment. . he re:)gts
ary, continuously concrete style of the Cc_mtosb ha “; rlo o
echniques and convictions that were forming between 19

POUND’S MODERNIZATION: THE FIRST PHASE

e story of Pound’s modernization between 190g an(;ll 11.92 C11
d involve all that he read and wrote, saw, heard, an Ylv 9

ﬁgh during these years. If I stress t‘hat he met}L e:a(i
ffer, Hulme, Eliot, and Wyndham Lfems and eagerly 1;1 o

llosa and Joyce, while other happepmgs. go unmg?tlg ve}i
reason is a lack of space, not that 1 imagine Pound’s eand
sment is to be conceived as a sequence of a few encounters and
actions. But even if we notice. only some mgmlilcantl

0 s, we can articulate the main. themes anci» 1(): ror:lo ogy,
wing what modernization meant in the case 0 | 'Omi .ndon
is re-education began the moment he arrived in Lo .
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nfluence on others) and, in contrast to his grateful
£ Hueffer, he dismissed Hulme’s talk as “a lot of crap
r.gson.” Most of Pound’s recent commentators, taking

mention Fulme only incidentally. On the other hand,
viced his thoughts regularly at meetings of the Poets’
go8, and late In 1go8 or early in 1909 he lectured to the
lub on modern poetry, Pound attending. In 1go9

sembled an additional group of poets—F. S. Flint,
“Fancred, Edward Storer, Florence Farr, Joseph Camp-
‘ho-used to meet weekly at the Eiffel Tower restaurant in
They are the “forgotten school of 1gog” to which Pound
n 1912, when speaking of the origins of Imagism. Ac-
o F. S. Flint, writing in Egoist in 1915,

eager to find out “how Yeats did it.” '8
.whlch his eyes gradually opened are srl]irfiﬁnr:eeclwus't'y
ideas pressed upon him by two friends he m .
(I;Iulrne an.d Ford Madox Hueffer (Hueffer
d ropped his Germanic surname, becoming Ford M
I_ would rather talk about poetry with Ford Mad
said Pound _in 1913, “than with any man in Lond -
when Harriet Monroe reprinted in her autob.'-oo
precepts-Pound had sent her in letters twenty-fiv o
i’;;;)d ;ddcci:dh ad footnote: “It should be gealiz'
X Ford had been hammering this poin
i;c;x:;l ltrI:; ttillfzte II grst’ met him (1908gor 19(1))9) 3:13 tha
on’t owe mysel i d:m
academic influences then ragifgfiioigsggf”sﬁ?ﬁg II)T;

Pound credite :
d to Hueffer is that 3 ught the real nucleus of this group together was a dissatis-

th English poetry as it was then (and is still, alasl) being
e proposed at various times to replace it by pure vers libre; by
anese tanka and haikai; . . . Inallthis Hulme was ringleader. He
‘d too on absolutely accuraie presentation and no verbiage. . . .
is a lot of talk and practice among us . . . of what we called

Poetry must b-e as well written as prose. Its language mus
(giiafge_:, dePa_Lrtmg in no way from speech save by a heighte
e _51mp11aty). There must be no book words, no per.i'.
harzoanss.s fﬁt:ntz;;lls;’ be as s1mple as De Maupassant’s best pros
bard as hindSidae _:). f - . Objectivity and again objectiVi_fy, an
o e eforeness, no straddled adjectives (as ‘a,
Cou!dri,t o T nysonianness of‘ speech; nothing—nothing
o Eve,r liteme qrcumstance, in the stress of some embtlon
say. By y literaryism, every l?ook word, fritters away.a :

er’s patience, a scrap of his sense of your sincerity. '

was present on these occasions, he undoubtedly read

. articles in the New Age in 1909 and 1911, he heard
s lectures on Bergson in 1911, and he saw Hulme infor-
[here is a striking similarity at some points between the
Hulme voiced in 19o8 and 1909 and those Pound pro-
gated three years later, when he began his great campaign to
modern poetry.

 far as they dealt with the question of how to write—the
' to'pic Pound was listening to—Hulme’s opinions were,
that the poet’s job is to render what he sees and feels pre-
o get “the exact curve of what he sees whether it be an ob-
an idea in the mind.” “Wherever you get this sincerity,”
e adds, “you get the fundamental quality of good art.” It
¢ that its subject has no bearing on the value of a poem,
st as much whether it be on "2 lady’s shoe
» Neither does the scale or kind of emo-
“dragging in infinite or seri-
“Is there

That the language of poetry should be modeled on spe
commonplace by this time, But Hueffer went furthep;.
on vahat Pou-n_d called the “prose tradition” in poetr .
clarity, precision, objectivity, contemporaneity andy"
phras.e a “hard” or unsentimental “constatat’io ’
doctrine was radical. "
The “hammerings” of Ford mus .
place as those of T. E. Hulme ( 188;f ft;ﬁy)}.lalj:ﬂsg: 'Sf\%a
foiorful, overbearing, “ham-faced, idle man,” as Sir jbh
ater remelmbered him, who spent much of ’his time ar
moqologumg among his friends. He pocketed synth;
EE: in ;;I c.atchy way some of the newer ideas ru;ming' 100
e Or::t.)( is Eenerahzamons had a powerful attraction fo
Rliot Just how much Pound picked up from Hulme is
n later years Pound resented biographers who nosed ¢
ences on him (“cut the ‘influence’ cliché”—though he’ e

ch can be worth ju
16 starry heavens.
atter. There is no need of
The questions to be asked about a poem are,
al zest in it? Did the poet have an actually realized visual
ct before him in which he delighted?” Did he make one “see”
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ondon. He came as an enthusiast for Browning and
Swinburne and Dowson, Symons and Yeats and, on
in’ London, reported to William Carlos Williams that
poets of “second rank” were doing “damn good work”;
anced Margaret Sackville, Rosamund Watson, Ernest
d Jim G. Fairfaxl Hueffer and Hulme turned him
fulme especially made him feel that a revolution was
Toa young poet who had come to London in an intimi-
ame of mind, this was exhilarating. He was suddenly no
here to sit at the feet of Yeats-—not to mention Ernest
and” Margaret Sackville. He cast a colder eye on the
jon verse and saw imprecision, abstraction, conventionality,
totorian decoration. There was slush. all about him, and
uddenly energized self-confidence, almost 2 new iden-
set about cleaning up the mess. In October 1g12 Yeats
im five poems o send to Poetry magazine. Before for-
ig:them to Harriet Monroe, Pound went through them
de some changes. Four years earlier such liberties would
n unthinkable. Yeats was irritated, but it was not long
he asked Pound to “go over all my work with me” to elim-
hetoric and abstracdon.
911 Pound’s own verse

;};ﬁn(:?st;ct or idea in the mind” in all its ind:
But language is a conventional and commuﬁél
resists exact expression. It is constantly deca in p
tions, Whlch cannot render experience in its ?llg
As ordinarily used, it instigates no imaginative ;"
2151 I:lfiitst?lxsce pltlt it, the object §wells into reality; T,
o be,a he t};oc;l must present images. The imag
ey, et o realer o s b ginason,

T an is imaginatic

grasp the thing vividly and com;‘f;s:e?;.s II-ITL?E:? e
vllsual pel."ceptions and how to convey them tl:lsu' ffe
simplest illustration of what he means Poétr G‘S;:el_ i
f}?}lrs to arrest you, and to make you coﬁﬁnuogslyasé'
Vilsr;g;;i t(;n };;:reln; you gliding through an abstract proce
Visual meant gs can only be transferred by ..
L 'g Yl(:l v:e;*s}edage not mere decoration, but th
accuracy-”. uld define art . . . as a passionate desi
1 With respect to meter and rhythm Hulme’s argum
2:1; Eiflljlozmzt;(;n hals< its pr:t‘rtichllar character or “shap
can ¢ y make us “sec” the shape through “rhyt
an ‘abgerlnents of wor’ds. As Pound put itin 1g1z,
o ety e s e I poctey by

fon or s 1
pressed.” The standpoint does not neici:s;*fﬂ;?lrr?gﬁrnﬁ

was beginning to change. His

ry was relatively stripped of poetic diction; his syntax
emore direct and natural; he compressed his phrasing by
luded, so that

g much that he might formerly have inc

-qual lines and phrases took on a greater weight of implica-

but justifies it. “I beli
' elieve,” Pound contin “
the test of a man’s sincerity . . . inthe tralrledf' mdte_c mages and metaphors were more carefully poised and ex-
convention that impedes or obscures thp g Cownp stive; and his rhythms, always his strongest gift, were now
. . . the precise ren s of a master. But his poems were by no means Imagist;

particularly modern in their attitudes

f them were still not
elings; the finest was, typically a version of a medieval orig-

he Anglo-Saxon “Seafarer”:

of the impulse.”
If we combine the views
: 1 of Hueffer and Hul :
essential doctrines of the new, Imagist poe?ién ;,ozgd}-la
ipread abroad so effectively in 1912 and 1913. But the conve
Eof? (I)f:r Huetfer, of Hulme, and of Hulme’s fellow p.(.)'ets' i
: 111 em ower n}ust have had a further, in some ways mo
, meaning for Pound. His Imagi i |
gist manifesto '
Etterances of 1912 and 1913 had their impact as thc‘::i II;
tiilwrl ;Jt.)etgy‘ pzl_*tly because they were united with a scornfi
rized indictment of the poetry of
¢ v of the recent past
present day. These were not Pound’s opinions WII::rsi }?2 %rs't

Waneth the watch, but the world holdeth.

Tomb hideth trouble, The blade is layed low.
Earthly glory ageth and seareth.

No man at all going the earth’s gait,

But age fares against him, his face paleth,
Grey-haired he groaneth, knows gone companions,
Lordly men are to earth o'ergiven.

e impact of Hulme, Hueffer, and other instructors first
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nollosa’s notebooks he also found transcriptions and
s of classical Chinese poetry, together with an “Essay
“hinese Written Character.” These characters, said Fen-
whose views on this subject are not now accepted), are
d pictures.” The character that means “man,” for ex-
is a simplified image of a man. A line of a Chinese poern
£ such “pictures” (Fenollosa transcribed them from left
it). Under each character Fenollosa supplied 2 literal
ation. Line three of the poem Pound translated as “La-
the Frontier Guard” appeared in Fenollosa’s notebook

mitting the Chinese characters),

showed itself not so much in experiments with
poetry as in Pound’s greater “efficiency” as a stylist i1
poem he’ had been composing right along. YI
thPour_ld s great work of 1912 and 1913 was his dissemin:
€ prln(31pies of style he had learned since coming t
Meanwhile, his own “modernization” continued.. L
‘]f‘rench writers at the instigation of F. S. Flint i?l'
Contemporary French Poetry” in the Poetrja Revie
various schools and movements of Paris (Unanisme,
Futu?sme, and so on), each marshaled by Manifestos
1?1150 dLes Imagistes”? From the young Richard:-Ald
hz?; m‘iﬁ‘i’lu; ?::: 15ciiifsct):und fragments of Sapph_o’s Péé-t tree fall autumn ass ellow
He read and was delig?l?trelgcsgilhptim‘s‘e? can st theima gram YR
Gourmont. He met Henry | ame: Oglg;z?d n_mndf. O I his meant, as Fenollosa explained, “The tree leaves fall, and
with its “weight of so many years’ fclln:cltmg_ coms mn grass s yellow.” (Pound eventually rendered the line,
minute observation.” Soon hye wascfre dl.l , MCEssan lal o5 fall, the grass goes yellow with autumi.”)
James. He discovered Flaubert’s “exacf‘ia ;Ielsg more. 2 poetry was received into a mind already prepared for it.
1913 the brief statement of Imagist prinlgi 1 ::;tauon': -_I-- inese Writte language, it appeared, was undeviatingly
magazine. One month later Poetry rintedp *ppearee i . e. Every word was an image; the line was a succession of
of his poems. They include the mﬁ)l b i a miscellanean Pound must have wondered how he might achieve an
Station of the Metro,” but also his 5P;;E?Tprﬁted haik ? ent in English. The Chinese poetic line presented images
whom he had been reading in his enthu wit Walt: Whitman ut syntactical directions. Fenollosa’s manuscript “Essay on
“American Risorgimento.” Some of his Sas Ot? hope fo hinese Written Character” pointed out that nature itself 1s
combine Whitman with Imagism. “S aiutl;(;fms” in this ut grammar or syntax, so Chinese poetry may be said to
' on,” for. upon the mind as nature does. However the method might

might have been written b
y Sandburg. All th t e . . . .
g €5€ €NCOUILLE . plained, it was a succession of images without the less ac-
hat ordinarily connect and

signifi i :

mg; " w?e?fz ltr}‘lzhs(}gé% OTII:SH,a Egt in the short run what. . inore abstract parts of language t

Pound acquired in the latter Pali"?:)i‘ri Olf Ernest Fenollosa pret them and it afforded speed, suggestiveness, and
9!3- s onomy. Pound had by this time composed “In a Station of the

A philosopher from Massachusetts, Ernest
(1853—-1g08) tqught in Japan and studied the art and
Japan and China. Pound worked over his manuscript
winter months of 1918~14, when he shared a cottage Efith
in Sussex, read aloud evenings to spare Yeats’s eygsighf

The apparidon of these faces in the crowd;
Petals on a wet, black bough.

two complex images without comment

poem juxtaposes
impact from the suggestive

and ?;: I;l;laarinkg m}a;ljy all Wordsworth : obtains its intense imaginative
e sake of his conscience but ‘

preferring Ennemosor on Wigches_u _ ation suddenly effected between them. He had also reworked

: : translations of Chinese poems he had found in Herbert

s’s History of Chinese Literature, making, for example, out of

and turned into verse Fenollosa's translations of the Jép .
' lve lines in Giles his “Fan-Piece, for Her Imperial Lord™

Noh drama.
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1913 and 1914 Pound made friends with Wyndham Lewis,
ainter, novelist, and ideologue of harsh pictorial and verbal
ind with the youthful, rebellious sculptor Henri Gaudier-
He collaborated with them and with other artists in a
1rnal, Blast, which came outin June 1914, anpouncing in
lack letters the forming of a new movement in the arts,
reat English Vortex. Pound’s statement of Imagist princi-
ad appeared in Poefry magazine only fiftcen months
and he spoke of Vorticism in ways that made it seem
wous with his earlier revolution. His Vorticist pronuncia-
s differed from his Imagist ones chiefly in three respects:
' ght from Lewis a more strident tone of voice; he acquired
ew taste in the fine arts for the kind of work represented by
paintings of Lewis and the sculpture of Gaudier-Brzeska and
ein; and largely because of his association with modernist
nters and sculptors, he articulated his views on poetry in a
tly different way. Though Vorticism had an important
in Pound’s development he wrote no significant Vorticist
ms; unless we identify the Cantos as such.
Wyndham Lewis, Gaudier-Brzeska, and the other Vorticists
wakened,” Pound said, “my sense of form.” Their art was ag-
vely new and, in the case of Caudier-Brzeska, based itself
n-Furopean cultures—Egypt, Africa, and Polynesia. The
cists held that each art should develop the resources of its
medium or “primary pigment,” as Pound put it; a carved
 should look like a stone, not like a tableau vivani; a painting
uld not tell a story, nor music be written to a “program.”
_were foes to sentimental prettiness but did not therefore
for realistic “analyses of the fatty degenerations of life,” as
d explained, for their work was nonrepresentational.
u understand it will not look like you,” Gaudier-Brzeska
mphasized, chiseling at his bust of Pound.) Art was an expres-
oni of emotion (“certain emotions which I get from your char-
or,” as Gaudier had explained) by means of lines, planes,
Qrs, or, in the case of poetry, images. For although Pound’s
igist docirine still seemed valid, he now emphasized that the
mage is not mimetic. It is better thought of as a form produced
4n emotional energy, as iron filings shape themselves when
gnetized. It has a meaning, but the meaning is not “ascribed”
‘intended”: it is variable, so the Image may be compared not

O fan of white silk

clear as frost on the grass-blade,
You also are Jaid aside.

Here again two images, clearly and directly presented, ar
pare:d, and they have a further, more densely suggés ive an
tive interplay as elements in the larger comparison of the
::‘o Fhe fan. Other poems more or less similar were-_;‘ T's'a
Liu C}_l_’e,” *April,” “Gentildonna,” and “Alba.”
Reading Fenollosa’s “Essay on the Chinese Writte
ter,” Pound came on something else that was strorigl
ence the way he thought about poetry and the way he wro
the ideograph. Some Chinese characters, according to
}‘osa, are “simple, original pictures”; others are ¢ m
The ideograph for a ‘messmate’ is a man and a fire.” I . ne
fexample (from Pound’s Confucian “’I‘erminology"" 1045),
ideograph that combines the characters for sur; and
means, Pound says, “the total light process, the radiatio
tion, and reflection of light; hence, the intelligeﬁc
brightness, shining.”
Whatever the ideograph conveyed, it conveyed'
tl.lrough concrete instances. The character did not mer
nify the abstraction “bright”; it presented the sun and th
as examples, This was not only an advantage for poetry
in Pound’s opinion, an intellectual, almost a moral virtue
ought to be present in all thinking and expression. And the id
graph rouses mental energy, an activity of mind toward clarif
tion .and realization. Fenollosa held that whenever we enco
the 1dquraph (sun + moon), we do not understand it
conventional sign for a third meaning (bright) to which th
ef_fo.rdessly repairs. Instead, we educe the meaning b
ceiving “some fundamental relation” between the compo
parts. Pound must have seen that Fenollosa’s accountpo
1df:ograph—“tw0 things added together do not produce a
thmg’,’ but suggest some fundamental relation betw
Ehem —was one way of describing the effect of such pozé'
In a Station of the Metro” or “Fan-Piece, for Her Impe
Lord.” It offered another way of emphasizing that these .pP e

were not images in sequence but nodes of relationships syste-.
m dynamic interplay. B
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For line after line he laid clear, diracF, idlomf;cﬁl st:;fz:
to statement, spare image next 1o image. e Lo
he Froniier Guard” is spok(_m by a soldiffrlci)n e
iarches, fought over from time 1mn_1&m0r.1a ¥y
rder troops and the nomad Huns without:

to artthmetical numbers but to the letters—x, y, z
The Image is “a radiant node or cluster; it is what
must perforce, call a VORTEX, from which,: énd
which, and into which ideas are constantly rushing T
his terminology from sculpture, Pound thought of ¢
poem as “planes in relation.” If we view the first ]
Station of the Metro,” with all its associational; sem
emotional connotations, as one plane, and the sec
another plane, “planes in relation” seems a suggesti
describe the poem. '_
Pound now urged more than ever that poetry is.¢
presentation as opposed to “elaboration” and “dis
“The Image is . . . endowed with energy.” The Vori
cannot possibly “get a vortex into every poem,” byt
does, his words are maximally “charged.” “The
weakness,” he wrote Harriet Monroe in January 19
writers of the new school”~by which he meant
H.D., Williams, Amy Lowell, Fletcher, Masters, San
looseness, lack of rhythmical construction an E
secondly, an attempt to ‘apply decoration, to use wh
be a vortex as a sort of bill-poster, or fence-wash.”
Meanwhile, on September 22, 1914, T. S. Eliot pai
visit; a week later he brought “The Love Song of J. Al
frock.” “He is,” Pound immediately wrote Miss Mon
only American I know of who has . . . actualiy traine
and modernized himself on his own. . . . Itis such a e
meet a man and not have to tell him to . . . remember
(1914) on the calendar.” And Pound was now in active
spondence with Joyce, of whom he had first heard fro;
and whose short stories in Dubliners he had greatly ad
their “clear hard prose.” .
Late in 1914 Pound started redoing Fenollosa’s manus
translations of Chinese poems. The result made one ofhis f
volumes, Cathay (1915). Everything Pound knew about.
went into these versions of Fenollosa’s literal translation
had no idea how the Chinese characters might soun
spoken and was thus free to shape the rhythm and: §
seemed best to him. But he kept one feature of the origl
as Fenollosa presented it: each line is an integral -

"1 climb the towers and towers ‘
to watch out the barbarous land:

. Desolate castle, the sky, the V‘\iide desert.
There is no wall left to this village.

Bones white with a thousand frosts,

High heaps, covered with trees and grass.

& the terms Pound learned, probablz from th}flai Vor‘:;ll:1
hiere is no wall left to this village” and “Bones w t;: eri~
d frosts” are “planes in relation.” If we e\‘foke t et; )
hat he considered “efficient” prose, we might saylf 211
are carefully chosen and telling items, quickly ar.1d € early
The prose of Joyce’s Dubliners, Pound wrote 1n July
resents “swiftly and vividly.” Joyce “does not sciptt1men
" he does not weave convolutions. He 15b a realis -f o
st i it 1 he excells . . . because o
es. the thing as 1t1s . . . _ ‘ :
r1gorous selection, because of his exc@usmn of all unﬁecfiz .
tail.” In Cathay the factual, declarative sentences, the t
ent ;)r understatement of emotion, the 13,(:_1‘(. of 1?tg£re a(;
] jzati lusions to traditiona nes
or seneralization, the al .
; c1g.tstoms, and localities, all suggest an alien culture and
.t ) . . - e
1"91525 Lustra was published. Collecting poemshwélstgn ;2 utgd
' i ing Caihay), Lustra exhibite
ous four years (including ibited Pound
i he poems are brief ire
nized. For the most part t : . TS
vations on poetry and society. They incude ds?tg:;
asts (“Les Millwin”), epigrams adapted'or emulate ’ rhs
poets, fragments from Sappho, haEku, antd epitaphs.
v ’ ised i in “ ncounter’:
hey rely on the poised image, as in The

All the while they were talking the new morality

Her eves explored me.
And when T arose to go
Her fingers were like the tissue

Of a Japanese paper napkin.
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With its high spirits and terse style, Lustra make
browsing. But such poems are slight, and if his caree
at this point Pound would be remembered only as a refi
technique, a translator, and a latter-day Landor who
complished bits.

Pound had come a long way in the eight years sinc
in London. He had learned to look with scorn on the
verse” of England and America from 18go to 1910
quired principles of how to write and had, he could:ju
modernized himself in accordance with them. His influ
felt, his poetry imitated. If such “new” poets as Mast
burg, H.D., Aldington, and Fletcher, not to ment
Lowell, had shown themselves not up to the mark, th.
pensable. A “party of intelligence” was forming about
Lewis, Hueffer, Eliot, and Joyce. They were the bearers
civilization, the Lorenzo Vallas and Pico della Miran
second Renaissance (of the first Renaissance Pound ha
opinion). As Gaudier-Brzeska worked in 1914 at his sto
of Pound (it was, Lewis said, “Fzra in the form of
phallus”) and Pound sat as model in the studio under th;
arch, he felt that had he lived in the Quaitrocento he could
had “no finer moment and no better craftsman to filli

But there was no money and there was the war, an
two facts, of which the meaning was remorselessly enlarged
clarified in the next few years, there is a key to much of'l
later writing. At first it must have seemed that the war
need not last long) would temporarily slow the Vorte
Lewis and Gaudier-Brzeska gone off to the trenches, b
tainly the Vortex would not be dispersed. But in June.
Gaudier-Brzeska was killed—“There died a myriad,
later wrote, “And of the best, among them.” While he wa
poverty had forced the young sculptor to work in a studio:
Putney Viaduct, the trains passing overhead, the floor mud
had lacked money to buy the stone he needed for his work
was done,” Pound said of Gaudier-Brzeska’s sculpture lat
“against the whole social system in the sense that it was
against poverty.” Eliot was soon in hardly better case. |
seemed, was poor as a churchmouse. Also, there wer
frustrations in trying to get their work published, as Poun
forts were defeated by the dullness, laziness, timidity, and venal

. opinion) of the literary and publishing estabhshmentci
Tarr was repeatedly rejected. ‘When U_lysses appeare

y The Little Review, copies of the magazine were cqnﬁs—
and burned by the Post Office Department; ltS‘EdltﬁrS
brought to trial. If one believed, as Pound dm‘{, that
: literature was indispensable to the }.1e.a.lthy functu.:urungf
ind (“I mean it maintains the precision _and clarity od
not merely for the benefit of 2 few dilettantes 211(11
of literature,” but maintains the health pf thought‘outlm. de
circles and in non-literary existence, 1n general individ-
‘communal life”), it was impossible tp accept an economic
m which impeded it, which, because it valued proﬁts, not
| énship, hindered fine and serious w\{orkmansmp of every
with usura,” he wrote in his splendid chant twenty years

CGanto 45),

hath no man a house of good stone
Each block cut smooth and well fitting
Stone cutter is kept from his stone
weaver is kept from his loom
WITH USURA
wool comes not to market
sheep bringeth no gain with usura
Usura is a murrain, usura
blunteth the needle in the maid’s hand
and stoppeth the spinner’s cunning.

' id not stop with complaint and invective; .he lookfed
"ur’;grc: way to refinedy the ssstern. Not that he vmthhelc.l in-
e. A direct line runs from his experience and rhetoric ;ln
se vears to his terrible fulminations from Italy during td'fi
ond World War. His targets in the 10408 Were no longer 13 ?
” publishers, and the “cultured” publ'lci they were baltn v&:rcs1
their political tools (in Pound’s opinion), Rooseveht i‘l-lf
chill. But at bottom they were the same targets. The L -
ence was that after thirty years he thought he had sPottid the
re essential and underlying evils and had a cure, if only the
orld would listen. The hurts and angers of Pound in the yearz
om 1914 till he left England in 1921, results.of _the e?otmcilév
ype and energy he expended, mark the beginning ol an u

ely disastrous development.
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vé been speaking of the poem almost as though it were an
nal work by Pound, but of course it is not—or not quite. Itis
siation in which Pound sometimes closely follows the origi-
imetimes rearranges, modernizes, makes it more graphic,
ins on it. The fact thatitis a translation strongly influ-
sponses to it, whether or not one knows the Latin origi-
aders who can trace the changing relation between the
4l'and Pound’s version may find the experience not only
able but indispensable for appreciating Pound’s inten-
nd his artistry; they may, on the other hand, find it a
No one is likely to conclude that Pound closely rendered
Propertius’ language or his general effect. Readers who
© know Latin are possibly more ready to accept Some fea-
f its style because they approach it as a translation. One
ers whether in 1917 and 1918 Pound himself would have
illing to adopt in his own person the bold, flowing rhet-
f the opening of section Vi

H}s _10gopoeia reminds us of Henry James In-.
_rt'armmscently described James’s conversation ;J,nd=th
ities he noted significantly resemble stylistic e,ffecfg 1
to Sextus Propertius™: “the long sentences piling the
in eclaborate phrase after phrase, the lightnif in
pal'lses,.the slightly shaking admonitory gesture'g' .
wait a }1ttle, wait a little, something will come.”” Wm
Pound’s “Homage” as in James’s conversatio‘n is th
the found, unexpected epithet that sheds a né'w

Speaking of the borin i '
oets wh b i
Propertius remarks, 5P o e o ImR‘?‘_ﬂ

Out—wez}mers o_f Apollo will, as we know, continue’
their Martian generalities.

nses I]Ie I) W .”
su

ex phraS 5 Ile Sp ==
I} t e, t LI ()kEIl wil-a-wait a ].ltt].e bef

When, when, and whenever death closes our eyelids,
Moving naked over Acheron
Upon the one raft, victor and conquered together,

Marius and Jugurtha together,
one tangle of shadows.

May a woody and se
- questered place cover me with its:foli
Or may I inter beneath the hummock e o

of some as yet [‘wu-a-wait a little’] uncatalogued

And so, out of James, Laf igi '
s . » Latorgue, the original Pro
many other voices, Pound builds the talk of his own-pPrb )

Taki . ) .
aking him at his most ardent in section II, we have, iz

opening line, seems to have thought of his poem as heuristic translation,

, a transiation that would direct attention to some qualities
e original, while also rendering equivalent effects in con-

Me happy, night, night full of brightness,
porary English.

a Latinate construction of the initial phrase, followed by a la
Eza{nm‘ar that is pure Pound out of Chinese. The n v
b I%;:si in f}postrocllahe to the “couch,” a typical bit of Lafor
icality, and ends in a Latina fan 1
£ a te and Jamesian frouvg
. 31 v
delectations,” that beats a Laforguian retreat from - m i

POUND'S MODERNIZATION: THE SECOND PHASE

o the older generation of readers in 1916 much of Pound's
tra might have seemed condensed, unpoetic, and disagree-
But it would not have seemed formidably difficult, and the
je may be said of “Homage to Sextus Propertius.” Between
g1 and 1920, however, Pound wrote his first seven Cantos and
gh Seluyn Mauberley. In parts of these works he adopted for
“frst time the extraordinarily compressed, oblique, learned,
tical, allusive siyle that still bafties most readers. In 1922
ot used a somewhat similar style in The Waste Land. Although
_styles of both poets changed continually thereafter, and

Oh couch made happy by my long delectations.
The underlying emotion breaks through such defenses;
Though you give all your kisses, you give but few

and the defenses are immedia :
g ! tely, though onl :
(“shift my pains”!)—and broken again:g Y partly,

Nor can I shift my pains to other,
Hers will T be dead.
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although many of the subsequent Cantos are not difﬁé
‘least two decades readers associated Pound and:Fl

‘obscurity” in poetry. e

From the moment he conceived the

Cantos as his major undertaking, the poI:;n Izglrl(l;lj }‘1’16: :
hoped to live in history as a great poet. The o geri.ln
Cantos were first printed in Poetry magazine in 1911) :T'g
been worked on at least since 1915, and bits of theZn m
from much earlier., These so-called Ur-Cantos differ
from the three that now begin his long poem. They comm
as a chatty monologue. Pound is the speaker Robeit Bros
the hearer, and long poems-—their materials’ forms, styl
how and where to begin them—the subject. :sz a r’otcz::
the work he has in hand Pound refers to Brownjrﬁ)g’s.'lea
obscure poem on the thirteenth-century troubadour: Sors

0 use the first person forced Pound to write passages of
ntensity. Successive revisions of the Ur-Cantos progres-
iminated the speaker and advanced toward an objective,
mally compressed presentation, in which the principle of
g ssion 18 juxtaposition, not transition. It was not in the
g three Cantos, however, but in the fourth that Pound
od this in a way that satisfied him. He had been working

ourth Canto since 1917; when he published it in 1919, it

Palace in smoky light,

Troy but a heap of smouldering boundary stones,
ANAXIFORMINGES! Aurunculeial

Hear me. Cadmus of Golden Prows.

a considerable extent this style was only a return to princi-
£ writing he had previously formed and a ruthless applica-
¢ them: Here the “image” was again the poet’s “primary
ent,” the medium in which he thinks and expresses himself,
the “meaning” was embodied in the image, not expressed
ively; the image was set before the reader with maximum
nomy, using “absolutely no word that did not contribute to
resentation”; nature, as Fenollosa had pointed out, is
ut grammar, and an elliptical or lapsed grammar, as it was
ously to be studied in both Chinese and French symboliste
oetry, afforded speed and intensity (for example, it promoted
Jden juxtaposition); the reader was to be made to think, to go
ough a process of perceiving and relating, working toward
ed insight or realization; poetry was not “mimetic,” it con-
ed reality not by “representing” it but by buijlding a structure
f parts (“planes in relation”), whose relation created an emo-
1 and a meaning; the emotion and the meaning were not “as-
bed” or “intended” but “variable,” capable of changing from
der to reader.
Because these were Pound’s views in 1915, when he began
posing the original or Ur-Gantos, he must have been of two
nds as he wrote them. On the one hand, “the FIRST require-
ent” of a long poem, as he remarked twenty years later of
ayrence Binyon’s translation of Dante, “is that the reader be
¢ to proceed”; on the other hand, to compose Verse of less
n utmost intensity troubled his conscience. His dissatis-
ons with the Ur-Cantos were much exacerbated because of

Hang it all, there can be but one Sordello!
But say I want to, say I take your whole bag of tricks,”

Letin your quirks and tweeks, a i
, and say the thing’ ~for
Your Sordellp, and that the modern zvorld geanarion

Needs such a rag-bag to stuff all its thought in;
Say that I dump my catch, shiny and silvery

As fresh sardi i ippi i
CObbles?ar ines flapping and slipping on the marginal

Thrs, uncompressed, talky style was totally at variance
Pound’s I_magist and Vorticist principles, which at this ti
felt were z‘nappropriate for a long poem. The Ur-Cantos are
alw*flys.‘r}us accessible. The conversation with Browning. fad
perlo'd‘lcally into a strearn of memories and associationsg. )
transitions require mental agility. Allusions to historic.
graphlcal, literary, and autobiographical lore and phras
foreign languages are not always explained or translatltjed N
theless, for his long poem Pound had given up the “'i'n
_method,” as he put it, and his decision to appear in the o
its speaker or thinker was of special importance. Asin “IE')IO 1
to Sextus P?opertius,” whatever came into the poem was.{né
on m.the mind of the protagonist, “Pound.” This mode of‘g 1
entation tended both to hold the diverse materials togethe !
to justify the transitions; the heterogeneity and the dis;gconfin

have a psychological verisimilitude, and build up our se

the protagonist. £
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Ei: rf;l:lillor.lshlp w1tll1 Joyce and Eliot. In 1917-1919
Zur}i)Ch : ns iacrlll;asté?;s;n:l ;;Gerontion”; Joyce sent U

stalirme
;:)I;e]sefasb mgster_works, they caus:ctls.hiBrrf Cr?llllli(]z I:;;if
hade hfm::ffngr:? cilése\lr:;}é (;]ual(iities of modernized style
tear he returned, as he workig ozxﬁﬁzlgl(zlftd ok
; : , h Can

SVP;IES n?(fr?i own mode'rpization, and en'lphasizetg.’“-tjE
pen more Jr(l)compromls}ng way. He also displayed e

o i yce and Eliot.
mor};e;ls glegf Ot: j(;lyce of the Ur.—Cantos in March:1g

S make tfe)-r were published, Pound wondered
i e of it.” Probably, he guessed, they:

i brgu. }.lt.ht_o ciiind favour.” One sees how the th
Joyee brov agn is doubts to a focus. Nine months la .
s o :sc.rlpj mstallmt_:nt. of Ulysses; he found in
pressio ,Con .nsng, and r'apld juxtaposition and was
prther cc Ence that his Ur—gantos were encumbere

e Su.dde slaw' literary a_mllusmns, sometimes in forei

guag ;S enly inserted into the text, they o ened

agination what Eliot called a “vista”; for examp};e‘ .'

‘slide into and blend with another; in the fourth Ganto,
imilarly superimposes the troubadour legends of Ca-
nd Peire Vidal on the cassical myths of Philomela and

September 1918 Eliot published in Today 2 review of Joyce
riefly compared his work with Pound’s Cantos. (Eliot was
ng to a cevised version of the Ur-Cantos which had ap-
d in the American edition of Lustra, October 1 g14.) His re-
revealed an attitude toward the Cantos which may have
further communicated in person, may in fact have been
5 also:
_ uses allusions suddenly and with great speed, part of the
eing the extent of the vista opened to the imagination by the
 lichtest touch. Pound . . . proceeds by a very different method
: a rag-bag of Mr. Pound’s reading. . . . And
a positive coherence; it is an objective and

1 appearance, it is
thing has . . .
autobiography.
‘comparison was 1ot favorable to Pound. Where Joyce
ed vistas, Pound seemed 1o stuff in odd rags of his reading.
e brought off his effects “suddenly and with great speed”’;
as no mention of such virtues in Pound. “Autobiog-
iy’ could hardly come as a compliment from one who in-
d that poetry was or ought to be impersonal.
Pound eliminated the first person completely from his
\irth Canto. “Palace in smoky light”: it begins with a sentence
gment, and one is there, present at the burning of Troy or in
mind of someone who sees or imagines it. The second line
plains and elaborates with a second image: “Troy but a heap
mouldering boundary stones.” The poetry is moving fast, en-
rcing the rigorous selection of detail Pound had praised in
ce, rendering, as in Joyce, the flow of consciousness; sud-
rly, without transition, three allusions enter the field:

ANAXIFORMINGES! Aurunculeial
Hear me. Cadmus of Golden Prows.

Anaxiforminges” (“lords of the lyre”) is the first word of a
em by Pindar. © Aurunculeia” has its provenience in Catullus,
o writes of her marriage; a later passage in the fourth Ganto
ssociates her name with a marriage rite. In connection with the
1l of Troy and the mention of Cadmus, founder of Thebes, the

—God, he said quietly. Isn't the sea what Algy calls it: é' €
: Y

mother? The snoter
een sea. : . _
ponton; g The scrotumtightening sea.. Epi

?}i:r’l’on deinburne speaks thus of the sea in “The Teis
“Wine;-d aa;}( ) ;;’x't to "‘fthe scrotumtightening” comes Hom
in swift j i S
dentaled sonority. Juxtaposition and equally vowele
Pol::llrllflt Wasi also reading Ulysses, and in May and June
“Mr Eﬁggsdsadrglre ;; “Sweeney Among the Nightingalég
o unday Morning Service” the “swi o
subjective beaut e “swift alterna
. y and external shabbi -
d d 1) 1ness, s ual ‘
( 1\1/[ alriess that he commented on in a review of ?oyczr;t:?ﬁls 1
o g} 11918)f E’ound could also note the allusions at the e _
sud delilf ’ g Sweeney A_mong the Nightingales,” allusion
- ofAy rew Sweeney .mto relation with the myths of Or:
the d E amemnon. (Eliot said that the “bloody wood” ref;
this aﬁaj . Of'Orpheus, though no unaided reader would
sion in the poem.) These myths are telescoPed On
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. . d
| : rception, phrasing, an
cluster of allusions may suggest the rise and fall of ve fine, local successes of percep

and war, heroism and marriage, public order and rheto -
biously hollow rhetoric, given Pound’s view of Pindar Like a fish-scale roof, b roof in Poictiers:
private rites and lyric sincerities of feeling; and it ma Like the church o
or alternatively blend together Troy, Thebes; an
Homer, Pindar (poet of Thebes), and Catullus; Hele
Aurunculeia. In short, the method is amazingly oblique
sudden vistas open in too many directions at once. On
stands more or less why Pound wrote this way, but'the pa
remains quirky, without imaginative effect. It is not'm
there are too many possible implications but also th
sions have no adequately sustaining context. The passag
posed out of parts or fragments too briefly presented to
much effect by themselves. Hence the passage emphasiz
throws all the work on the relations between the parts;
relations are not coherent.
If the fourth Canto was not always successful poe
was much in it from which other writers might learn. W
take for just one illustration a passage that comes slight]
on and renders the suicide of Marguerite, wife of the lord
Chateau Roussillon in the twelfth century. Pound does not
that “she threw herself out of the window” but pr_és
scene from the point of view of a watcher. The action i
into sequential phases and the narration arrests itseif i
of seemingly secondary significance. These convey th
fixed attention of the watcher and obliquely create the scen
vivid, shadowless clarity. The versification embodies the r y
of the action and emotion: '

‘Sm.ok;a hangs on the stream,

The peach-trees shed br%ghtlieav
drifts in the evening hazée,

SO‘{‘ﬂd The bark scrapes at the ford,

Gilt rafters above black water,

Three steps in an open field,

es in the water,

Gray stone-posts leading.

the revision of Canto II was finally accomplished, one

i in the near, .
Olive grey mfar, smoke grey of the rock-slide,

. \ hawk
.pink wings of the fish h_aw
satmonp! cast grey shadows in water,

The tower like a one-eyed great goose .
cranes up out of the olive-grove;

4. of the water off Chios in the Aegean,

i i llows
is a wine-red glow in the sha .
There 2 a tin flash in the sun-dazzle;

ch. for what they are, could not be bettered.

i incredible
' tting through an mer
ing these years Pound was ge th oy
Dfrllitlgof worlZ He seized all opportumtlei to tout nf;);“jaz <
o Lewis, Epstein, and Gaudier-Brzeska. “Les jeu t, e
10;:1 them, sent him their poems, and ?e took P?::;al?sm phe
: : ey into literary jo s,
Firm even fingers held to the firm pale stone; sensitively. Forced by lack f)f money o e I iowing
e served as both art and music cTiuc ff)r t C«(e) New? a; T
il of he slome Roder ows under the name of B H. D}1las, o S cellaneous
Caught in the full of her sleeve, O e revicwed S e i bat(i . e miclneons
e "’ S i rticles on “Elizabethan ,
e S ays—including five a _ . Classi s, rench
S'",E?; nry james, a sixty-one-page discussion 0 moH e
. tse__s}c()me of which cut seriously 1nto }_us“tnl‘r}e‘b :}:1 ag o the
bet art of two months reading for his “Eliza ed an Clas
?’rir]i) the British Museum. Over two hundred an v p

And she went toward the window,

the slim white stone bar
Making a double arch;

1f this resembles musatis mutandis the style by which Ernest He
ingway made himself famous in the 1gz0s it is partly beca
Hemingway learned from the same masters as Pound and pai
because Pound was his master. Throughout the fourth
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j t Eri
Mauberley, Pound projected and co.nfront.ed N\[Jvhi) o
1callsa “nf’:gative identity.” He saw himself in 1 311 amizf;
n’lf he wanted to reject. Given the psychologlca Igil s
sjtuation, it is easy to understand that ‘éh;l pozm leygcou1d
inter ’s attitude towar auber
to interpret. Pound’s a . _ ud
ﬂltenced b)}f) such defense mechamsms as censocrlshlps,tzf)ble
.}l'and overcompensation. It is amblvalent_ an unm Oné
: between wide extremes. In the opemng’ poe n one
‘ge sure whose career, Pound’s or Mauberley’s, 18 €

1 the character-
lv determine whether
nor <an one of view or from that of the

items appeared in magazines between 1917 and:1g
the same period he also published five books.
Meanwhile he was absorbing the economic theories’

H. C. Douglas, whom he met in 1918 and whose i
ings started to appear in articles in the New Agein 1g1
taught him what he was very ready to learn, that
simple expedient, the State Dividend, could eliminate
the irrationalities of the economic system and pro
and more secure life for all mankind. Douglas argu
value of a product (Pound thought, among other thin T __ Pound’s point )
own products and of those of Eliot, Joyce, and Lewis) w on is made from Po tta(g( the age that has no praise for
be measured by what it cost to produce or by the demand he poem seems to 1 anship such as Mauberley's but it
but by the degree to which it ministered to a “definit eled and dehlcate_ workm ic reserve of judgment toward
and sane human requirement.” From now on Poune seems o mainiain antg Onend the introductory poem
ments stressed how “art of maximum intensity” wa _ __workmanslﬂp- dIn haetever ,toward a career such as
nently valuable by this criterion. But though he adopt ablishes no atatude W

of Douglas’ views, the particular ideas were less importa berley’s. ogresses, however, we are 1o longer
the general fact that Douglas helped substantiate '] the first seque.nceI? g Igld’s at'éitude to Mauberley, for }_16
dawning conviction of the fundamental, omnuipresent:in h cor}cerned Wl_th Ouk on the age. He portrays venal writ-
of the economic system. Henceforth a just and rational es maln}fy a saliric atfac . makes allusive, invidious juxtaposi-
seemed to him the indispensable basis for any hope of a and la-di-da patronesses; culture with that of the ancient
ton” or Vortex. Bankers and financiers increasingly fig of twentieth-century

archvillains in the theater of his imagination. A bank

mote the real wealth of the people, for example, the Ba
Siena, founded in 1624 to lend money “to whomso can:he
it USE it,” but for the most part bankers and financiers manip
lated for their own gain. They brought about depressio
order to be able to collect loans in deflated currency e
plotted wars for profits. Bank interest added an artificial 08t te
production. For the next forty years Pound read and w

often on economic history and theory, and the subject was ne
far from his mind.

The pianola “replaces”
Sappho’s barbitos;

i i i usury. But
ywd cries straightforward invective agamst war tangpounzrs ut
. .'ough most of the second sequence the object 0

o . 1

lsion is Mauberley himself, and this agtlst }(')f thv&c:l %Zeélg Srlz'::ga;n
i g i ?” Poun

n (shall I “give up th intaglio metho e before the

i liy timid,
Ur-Cantos) is presented as sexually i1 _ e the
'gelg}ie(izzlkslzougd’s aggressive, reforming energies), and in re
eat from life:

Firmness,
Not the full smile,
His art, but an art
In profile.

HUGH SELWYN MAUBERLEY

In 1920 Pound composed and published Hugh Selwyn My
berley. These two sequences of poems in quatrains explore
life, character, times, and works of a poet in London aroun
1920. The relation between Mauberley and Pound is comp

only of escapist reveries.

e s plin S - his old teacher at the University

‘In a letter to Felix Schelling,
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of Pennsylvania, Pound dismi =

“mere su};face -..a (:tlj.i;lsymilisiirgie Maui);g‘ey Sequenes er:a syncopation based, he said, on the Greek poet Bion. In

But he had handled the form and tezx‘;tl‘lr‘e efflm.ﬁ-a “Pers neral the versification of the Mauberley poems reflects not

quence begins: ectively. I Iv his disgust with the free versifiers but also, as he explained,
' distaste for the slushiness and swishiness of the post-

Ililor three years out of key with his time, burnian British line.”
O; Stro;e_to resuscitate the dead art : 1 other ways also Pound cou
poetry; to maintain “the sublime” uences marked new and importan

" In the old . o . .
' sense. Wrong from the start— ' ation. While Eliot and Joyce had been inspecting the
«" of the twentieth-century mind, Pound had hitherto

bustling about in the past, resurrecting Rome, China, the
lian Renaissance, medieval Provence, and medieval Japan.

1d justly feel that the Mauberley
¢ advances in his own mod-

No, hardly, but seeing he bad been born
In a half savage country, out of date;

gent resolutely on wringing lilies from the acorn;

a : - . . .

paneus; trout for factitious bait. i had to be sure included sketches of contemporary soct
pes and manners in Ripostes, Blast, and Lustra, but the Mau-

Here again are . . L
developg:d in th; ?Susiﬁ(jg:nilué?r:niid 'jux'iﬁlposmons- he h ey sequences made up his first long poem dealing with the
inevitable defeat of Mauberley;s aspirati OS nlm]% ies the huh ndern world directly. (He told Schelling that the Mauberley se-
bait,” a fish attracted to an artiﬁcialpﬁ . “Trout for f: : ences were an “attermpt to condense the James novel.”) In
tion in a different light as it com ¥, presents the sam Monsieur Verog, Brennbaum, Mr. Nixon, and Lady Valentine,
stinctive, gullible, and hooked ﬁsgaggzg}aumr}lley to a blindl not to mention Mauberley himself, he assembled a gallery of
delicately contrived, unnatural fly. The Ie artde emulates't niemporary portraits, as Fliot had in Prufrock, Aunt Helen,
these quite different “planes” ory‘ or apsed gramimar bri . 1. Apollinax, Burbank, and Sweeney. In transcribing what he
with utmost speed. The Mauberlg spectives into relation| lled “moeurs contemporaines,” the nuances of contemporary
verbal play and irony Pound hag -‘::iquence Eflso“exp 101_; ial behavior, he had used an objective and impersonal
Sextus Propertius” but had not yet Vezfteriid in “Homage method, as opposed to the “autobiographical” method Eliot had
Cantos. In 1920, The Waste Land not yet ured to employ. . dverted to in discussing the Ur-Cantos. While expressing his
sequences were the most ample eXhib};tiowmtte-?’éhe Mauber] eelings about the cconomic system, social mores, and literary
ized style in poetry. n available of mo orld of England, he had kept, as Eliot did, an ironic distance
“ﬂPOUI.ld Wfote in quatrains because he was disgusted wi nd control.
Sto:ppilr;ess dOEI_contempor?ry free verse. As he later told
ceege’gd m&;nfa 1otda§reed in 1917 that the “dilution” had pr THE CANTOS
Pound recom;:r?dedsznéf iloun;ercun«'enf must be set goin
quatrains in Emaux et Camé;i zfl?eria;(?; I:Eii(t)frse anf} polishe Pound’s Cantos were composed over roughly fifty-five years,
popotamus” and, later, his other poems in qu atwr_ote The HIP-' and the poem was finally left unfinished. Because most of the
lowed with the Mauberley poems. Th quatrains. P.O une. lantos were composed after the 1g20s, the notice of them here
. These examples might h preliminary to a fuller discussion in the second volume. The

had some effect against free . _

soon had far greatci‘ importan:: :Islele::(;lt Eliot's The Waste La og completed Cantos and “drafts and fragments” of eight addi-

The deepest influence of Pound’s tﬁmmg‘p()ets back to meter ‘{ional ones have a total of roughly 23,000 lines. The figure may

other poets was probably in the high st . dlgorous quatrains o) be compared with the 10,465 lines of Paradise Lost or, perhaps
gh standards of workmanship more relevantly, with the 439 lincs of The Waste Land, which

Se. P Ild m 1921 g
h.e set f()I Slallza]C VEYSC lkIId i some parts he gI af[e(i IIItO ; o
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on his bathtub, and he endows the ideographs with

langwidge.” Since the style of much of the Cantos is no
g energy as he translates them:

cult th_an that of The Waste Land, the poem requires a

commitment of attention and time. :
. Perhaps the most striking feature of the Cantos is the P

tion of many different historical cultures: ancient

Day by day make it new
cut underbrush,
pile the logs
t‘wentieth~century Europe and America, the Middle Agés T o
times and places are exhibited in concrete samples. The
passages from the letters of John Adams, laws from an
China (“In doubt, no condemnation, rule out irreié. :
d.ence”), translations or adaptations of poems from .d
tlme.s and cultures, extracts from the accounts of med
Venice (“g lire 15 groats to stone for making a lion™) and
are ane'cdotes of what such figures as Sigismundo,Mél‘ates
Cpnfucms, Yeats, Baldy Bacon, So-Gioku, and Corpora .
dld. or said. Such concrete cases embody values, and Pou
believed that from so large and varied an accu’mula:
readers would gradually and tacitly form a sense of
permanently valuable. Because these values were concretel
presented, they would be formative and productive in a way tha
abstract argument can never be. Viewed in this light, the ch
are the most ambitious educative effort that an},r po:e |
undertaken in the twentieth century, :
"The values highlighted in Pound’s multiplied and rec
exam-ples might be generalized as sincerity and produ ti
The ideal of sincerity reflects, as he handles it, a Confucian am
b1enc§:, though the Cantos do not associate it only with.China
The sincere man has clarified his intellect and will. He is im
with persisting truths of nature and human nature and ju
and acts properly in relation to them. His way of life hasJ‘Sa !
order, at.nd continuity with human tradition. Pound puts speci
emphasis on sincerity in relation to language. He interprelt)s thy
Confucian ideogram of sincerity as, “the precise definition
the word, pictorially the sun’s lance coming to rest on the e c1 €
spot verba.lly. The righthand half of this compound meg st
perfect, bring to focus.” Another ideogram is interpreted: “fid:
ity to the given word. The man here standing by his wo.rd--’
for productivity, Pound’s heroes get work done. By wor
means especially clearing out the deadwood and promotin
growth. He praises the Chinese emperor who wrote MAK

is creative figures such as Malatesta and Adamms are, like him-
If, phenomenally busy, carrying on multiple projects at the
e time. He gave a natural sanction to productive work. For to
s imagination (as to Dante’s) there wasa deep, mysterious con-
on, which he expressed in juxtaposed images, between
ding a state, like the first Chinese emperors, building a
mpio, like Sigismundo Malatesta, or writing @ poem and the
damental creatvity of nature, which he thought of as a
eneralized sexuality and symbolized in the goddess Aphrodite
in other myths or mythical embodiments of sexuality.
he Ur-Cantos dwelt on the problem of organizing a long
em in the modern world. When Pound saw Eliot’s completed
Waste Land he reflected ruefully on his own inability to
veate similarly integrated wholes: “Complimenti, you bitch. I
wracked by the seven jealousies, and cogitating an excuse for
vays exuding my deformative secretions in my own stuff, and
ver getting an outline. I go into nacre and objets d’art.”
rether or not the Cantes have an overall form, as contrasted
h formless ongoingness, like a railroad train, has been much
ebated. Those who find a governing form disagree in
scribing it. Those who do not, may or may not think it
matters, Speaking of W. C. Williams in 1928, Pound argued that
ajor form is not a non-literary component. But it can do us
harm to stop an hour or so and consider the number of very
jportant chunks of world-literature in which form, major
rm, is remarkable mainly for absence”; and he goes on to cite
the Iliad, Aeschylus’ Prometheus, Montaigne, and Rabelais. If
there is no “major form” in the Canios, there is certainly an
cremental recurrence of phrases, allusions, persons, historical
rents, and myths, and as these references accumulate they tend
adually to become both clearer and more weighted with
mplications. Thus, any part of the poem is richer and more
meaningful if it is read in the context of the whole.
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or parts of lines. As the years passed, he
structures of concrete, het-
» For example (from Canto

The method of presentation is for the most: assages, lines, ibe these
“planes in relation,” the juxtaposition of concret asingly tende,d Lo déf?.iin © s
The method prevails on the large scale—Cantos and sec geneous materials as TIACORTADS-
of Cantos are juxtaposed with each other—and als
vidual Cantos. For example, Cantos 8-11 present the ]
condottiere Malatesta, whom we see amid the welte
tivities as soldier, ruler, man of culture, and patro'
and artists. He is creating his Tempio, the church of San
cesco at-Rimini, which he redid in Renaissance style asa
ment to himself and his mistress. The Tempio was an amb
work of art, carried out over a period of years despite enemi
hardships, distractions, and the age—-which Pound cong
florid period unpropitious for art. Nevertheless, the Tem

rain also is of the process.
© What you depart from is not the way
and olive tree blown white in the wind

" washed in the Kiang and Han

. . . .
i ss will vou add to this whiteness,
wha whitene ’ what candor?

ing this ideogram, one must keep in mir}d thaE thfa Pf:;:l z:ie
nti d be no narrative or logica -
continuous, that there nee . ical trans.
i Obviously we are not to _
from one line to the next. : o thinto
. in i China. The images 0
trees washed in rvers of he |
s blown by the wind, making the whitish unflers1des g}lﬁam
ipple, and of being washed in the sacred rivers of IC éna,
i - - n_
two separate suggestions of cleansing or ?mr}{ic’azllo:t.]rl nW }fen
s ius: “After Confucius’ death,
us, Pound quotes Mencus: ‘ deat
c(ezre: was talk ((l)f regrouping, 'I'sang declined, saying: Wa}shegl
h El ’ —S Op ,
leached in the autumns suns
he Keang and Han, b : pe;
'.twhitengss can you add to that whiteness, v_vhe}t cand%lllr. .
at the whole, complex ideogram 1mp}1es is 1n}posst1 21 o
phrase, but it speaks of a spiritual quality which is n% urThe
n, yet at the same time is achieved only gradually. e
r-(')c,ess of this achieving is the path or wl;ay, and t{lz Ecll“eo;:;)ings
| i jon that comes with the natura
cludes the purificaton ¢ : | undergomgs
and i i tual quality or natu :
d sufferings of life. The spirt . hat (B
lizes i i i h terms as rectitude or s1 v,
alizes itself is suggested 1n suc O e e
i i irtues are contemplated in
the form in which such vir ; s
£ Athens and republican Rome {olive tree, candor) and of a

ent China.

in the style “Past ruin’d Latium”
The filagree hiding the gothic,
with a touch of rhetoric in the whole

was, though unfinished, a magnificent achievement
Sigismundo Malatesta, Pound juxtaposed (Canto 12) a-mod
soldier of fortune, Baldy Bacon. The contrast highlights ¢
degeneration of the type in the modern world, for alth
Baldy Bacon has an engaging picaresque unscrupulousn
a financial manipulator, building nothing:

Baldy’s interest
Was in money business,

“No interest in any other kind uv busnis,”
Said Baldy.

Then Canto 13 presents Confucius. There is no attempt to
ulate Confucian ideas systematically; instead, Pound relat
simple, factual style the sage’s sayings and doings. As in 1«
the gospels, one must infer the whole ethos from the fragr
given. Immediately after this come Cantos that picture the
ern world as a filthy and obscene hell through which the-
tor makes his difficult way. These so-called Hell Cantos are th
matically comparable in some ways to the Malatesta Cantos
both groups one sees a man struggling against the pulluating
sistances of a corrupt age and society—the good man amie
muck, as Pound might have put it. The situation correspond:
Pound’s view of his own activities at this time. "

Similarly, within particular Cantos, Pound juxtaposes sue

LATER LIFE

Pound’s later carcer belongs to thefperiod ;;)vg;d;: s;l:l}g
' is hi wor

d volume of this history. But a few
Cc?lilt itvhere. After living in Paris from 1921 to 1923, 1lie (ti;r;
moved to Rapallo, Italy, where he made his home until the
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f memory,
e whole poem. They are poems ©
nding back to his early years in London and they arlv:? a f;l;ni
ation of his ideas and ideals. They r.each their ¢ 1)§nadit
eﬁd of Canto 81, where Pound speaks with a new protun y

his own immediate experience:

of the Second World War. He continued to aid avar ection of th
magazmes and writers—for example, E. E. Cummin
Bunting, and Louis Zukofsky; he studied music, orgahiz
certs, tried to learn Chinese, and took all occasions to propa
his ideas on economics and currency reform. He was fav
impressed with Italy’s Fascist government, though he ¢
necessarily think fascism the right path for other countr
developed an attitude of hero-worship toward Mussoli
“Boss” had found his Canios “entertaining” (the Boss remar
at their one interview), which was more than could be saj
most sgi-disané literati. Besides, “T don’t believe any estim
Mussolini will be valid unless it starts from his passion. fy
struction. Treat him as artifex and all the details fall intopl
One of the things he felt “Muss” would construct was a cit
system along the lines Pound advocated. By the mid-1930
greater bulk of his writing was on political and economic top
though Cantos were still accumulating. Toward the end of th
thirities he was taking a keen interest in American politics a
was trying to influence it through his articles and cor
dence. He felt that the drift toward war resulted from. T
ignorance and profiteering. His own ideas, if adopted; w
bring peace and economic well-being. He worked desperatek
put them across. :

In 1939 Pound visited the United States for the purpgse
educating Roosevelt (whom he did not see) and member
Congress. When the war broke out he was back in Italy and
strove through letters and other writings to keep the U
States from entering the war. He regarded himself as an A
can patriot and Roosevelt as an unscrupulous misleader of
people. From 1g41 to the end of the war he broadcast regula
over the Rome radio, his talks conveying for the most pa
economic message, though he also quoted poetry, engaged nn
erary reminiscence, and fulminated against America’s par
the war. At the end of the war he was taken into custody by
United States Army and kept for six months in a prison ¢z
near Pisa. At first he was in a cage, without shelter from raj
heat, or dust. After his health broke down, he was transferred
the prison hospital. Here, with his world in ruins, and (so
his mental condition allowed him to appreciate his actual
tion) in fear of hanging, he wrote his eleven Pisan Canto

vest well remains, )
What thou fo the rest is dross

What thou lov'st well shall not be re'ft from thee
What thou lov'st well is thy true heritage.

d was brought to the United States to stand

: a '
o L hiatrists Teported, how-

“for treason. The examining psyc -
fglrat Tj was legally insane, and he was not brought to trial

' iited to a mental institution, w_here he

Zi:? i;chrfe;atshifrct)?erxlln;:atrs. He translated the Qonfucmn A;ii

.195 1), The Classic Anthology Defined by Confuc;us E) 1r 25(4%11‘:05.

hocles' Women in Trachis (1950) ancf-l compose n:l re Cane
nds had long been working fox his r.elez}se, a;ln . dict:zn (he
ted States government agreed‘ to dismiss © ehtgnnved ent
inst him. He returned to Italy n 1958, wh}elzre e
er fifteen years, dying in Venice in 1972 att ebage e fbout
en. He was the last of the major poets wheo had broug

‘Modernist revolution.




