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CHAPTER I 

THE CLASSICAL INFLUENCES IN TWENTIETH-CENTURY POETRY: 

THE EARLY MODERNS 

During the Renaissance, man Game to realize that the 

characteristics of his culture had been determined much 

earlier than he had been aware. New archeologioal discoveries 

uncovered the artifacts, documents, and literary masterpieces 

of Some and Greece, and ultimately the Renaissance man "became 

curious about these past cultures. Eventually, after 

struggle, he began to learn Greek (Latin had been preserved 

by the Church), and he pieced together the histories of Rome 

and of Athens. In the process, the Renaissance man became 

conscious of a kinship with the classical writers; the 

classical tradition was encouraged, especially in literature. 

With greater effort. Improved techniques, and a growing 

reservoir of knowledge, man grew more intimately acquainted 

with his past. The interest in Athens and Rom® reached an 

apex in the nineteenth century, "a century of scholarship" 

as Gilbert Highet calls it. Reaching an apex suggests that a 

decline is imminent, and supposedly the twentieth century is 

not as aware of the ancient past and especially ancient 

literature as was the nineteenth century. In spite of the 

decline, twentieth-century man still aspires for the same 



idealistic goals which the Greeks and the Romans desired. 

Among the goals are the desire for homonola. or concord, the 

establishment of one great world-wide "olty,M and the 

''hellenlmtlon" of a barbaric world*3" 

The scholar Is especially Interested in the past and 

perhaps should accept the responsibility of being the guardian 

of the past, particularly In an age which may appear to be 

less "enlightened" than the ages before It. Prom the past, 

and specifically the ancient past, the scholar or the student 

of history 

secures his freedom by keeping hold always of the past 
and treasuring up the best out of the past, so that In 
a present that may be angry or sordid he can call back 
memories of calm or of high passion, In a present that 
requires resignation or courage he can call back the 
spirit with which brave men long ago faced the same 
e-rlls. He draws out of the past high thoughts and great 
emotions? he'also draws the strength that comes from 
communion or brotherhood. 

The feeling of communion or of brotherhood was, and still Is, 

greatly felt by many writers. In a sense, these writers 

become scholars In their own rightj In their search for poetic 

expression, poets ransack the literature of the past for 

examples and models for their own poetry. English and 

American poets, of course, are no exception. 

1 
Gilbert Murray, Hellenism and the Modern World (Boston, 

195<0. PP. 57-58. 

^Gilbert Murray, Tradition and Progress (Boston, 1922), 
p. 13. 



The Influence of the classics is well acknowledged, 

especially by men such as Gilbert Highet, Gilbert Murray, and 

J. A. K. Thomson. Each has published works concerning the 

classical influence or the classical tradition In poetry, and 

all point out the existence of the "tradition" in English 

literature. The influence of the classics has existed for a 

long time and, in the opinions of the scholars, will not cease 

since the tradition is a necessary and vital part of 

literature. The classical influence may decline; it has 

suffered declines before in eras like the Dark Ages when 

men were ignorant of the ancient past and were unable to read 

the claaslG languages. However, the classical influence 

probably will not disappear entirely, but merely "go under-

ground" or become a secondary Influence.v Other scholars are 

more optimistic, ©specially those scholars who lived during 

the First World War. These earlier scholars, such as Viscount 

Bryce, believe that Greece and Home "are the well-springs of 

the intellectual life of all civilized modem peoples," that 

ancient classical literature is the common possession of all 

civilized people, that ancient history is the basis of all 

political, philosophic, and religious history, and that the 

classical writers "set before us a world superficially most 

% . A. I. Thomson, The Classical Background of 
Literature (London, 19^8),p. 266". 
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unlike our own." Even Thomson, who strongly believes in the 

Imminent decline of the classical tradition, acknowledges 

the fact that modern man is still as curious about classical 

history as were the Victorians. Nevertheless, there is a 

distinction between the importance of the ©lassies to the 

Victorians and to twentieth-century writers. 

Higher education in the nineteenth century was markedly 
if 

classical,-̂  Bryce, who had a nineteenth-century education, 

reveals that the classics were important in his dally life, 

and he is concerned that the delight and the strength of the 

classics might be preserved for the twentieth century. In 

spite of this interest, not only on Bryce's part, of course, 

but also on the part of classical scholars in general, Latin 

and Greek ceased to be a mandatory part of the common 

education. The modern languages and literatures, especially 

those of Prance and Germany, became more important. The 

struggle to learn Latin and Greek seemed foolish, and those 

who did learn the classical languages began to feel resentment 

because reading Virgil and Aeschylus did not "benefit" them.^ 

Highet finds the reasons for the decline of classical 

literature In the fact that science, industrialism, and inter-

national trade advanced rapidly, that the growth of universal 
4 
Viscount Bryce, The Worth of Ancient Literature to the 

Modem World (New York, 1917)»pp. 13-17, 

^Thomson, p. Zkk. 6Ibid., p. 25^. 



education through th® advancement of democracy caused many to 

frown on the classical aristocracy (supposedly th® classical 

scholars formed their own peculiar ©lite), and that the 

classics were badly taught,^ Hlghet also records the fact 

that even A. E. Housman, himself a classical scholar, in his 

inaugural address at London University admitted, perhaps 

ironically, that there was no Justification for classical 

scholarship, that such knowledge was not useful, nor was it 

applicable to daily life, Housman also inserted, however, 
8 

that classical study did satisfy man's desire for knowledge 

but in a materialistic world auch a satisfaction is regarded 

as eccentric. 

Even in literature, novelists and poets begin their 

apprenticeship by imitating French, German, English, Bussian, 

or American writers instead of using the classics as models. 

French literature especially attracted many English and 

American writers at the end of the nineteenth and the beginning 

of the twentieth centuries. However, many of those writers 

who are most influential are inadvertently, but perhaps 

unconsciously, perpetrators of the olassloal tradition. The 

process is characteristic, since throughout English literary 

^Gilbert Hlghet, The Classical Tradition (New York, 
195?). P. *93-

8Ibid.. p. i*96. 



history, the Greek Influence has been received through 

medieval Latin, Italian, or French translations.^ 

The idea of Greece, and of Home, captures the imagination 

of many writers* T. G. Tucker insists that English literature 

has depended more and more on Greece every generation since 

Chaucer, and he thinks that the Ideal for which English 

writers grope is the literary ideal of classical Greece.10 

Louis Haelelce uses "Greek" as an adjective describing what 

he considers "economical expression of an emotion which is 

11 

not egocentric." But English scholars and poets are not 

the only ones fascinated by the classical? continental 

symbolist and realist writers also re-interpreted, re-worked, 

and adapted classical themes and myths in their revelations 

12 

of life. Such adaptations, however, need not necessarily 

be innovations since each century and each individual views 

antiquity in different ways. As Werner Frlederick sees It, 
the neo-classicists tended to regard the literature of 
antiquity through their own eyes and to emphasize the 
Apollonian serenity, plasticity, and clarity which they 

9B. Ifor Evans» Tradition and Romanticism (New York, 
19^0), pp. 17-18. 

*°T. G. Tucker, The Foreign Debt of English Literature 
(London, 1907), pp. 40, W . 

11 
Louis MacNeice, "Subject in Modern Poetry," English 

Association of. London: Essays and Studies. XXII (1937), 157. 
12 
Werner P. Frlederlck, Outline of Comparative 

Literature (Chapel Hill, 195*0. p. 3^2. 



wanted to find in it. The romantics tended to emphasise 
the Dlonysl&n frenzy, mystery, and dark complexity which 
they wanted to find. Post-romantic authors . . . . 
restrained somewhat toy the discoveries of exact scholar-
ship, recognized that ancient literature embodies both the 
Apollonian and the Dionysian , . * . Almost any significant 
poet of the last one hundred years can be studied in his 
relationship to some lyric poet of antiquity , , . , *3 

Some twentieth-century poets, like poets throughout 

Western literary history, particularly are conscious of the 

classical expression and respond to it more readily than others. 

These poets especially acknowledge the modernity of the 

classics, G, S. Praser has stated that the feeling of 

modernity is really the feeling that the work "comes home" or 

speaks to one in one's own particular situation* of course, 

the situation varies considerably, often causing the affinity 

for ancient works to be drastically different from on© 
lit 

individual to another. The feeling of modernity in the 

ancient classics may also extend from the fact that one 

becomes interested in history for its own sake.*"* In essence, 

this growing interest in ancient history and, therefore, 

ancient literature helped bring about the nineteenth-century 

interest in Progress and Utopia, In the twentieth century, 

however, the poet generally is aware of an overwhelming 

feeling of estrangement or of alienation from his world, and 

13 Ibid,, p. 3*4-1. 
Ik 
G, S. Praser, The Modern Writer and His World (New 

York. 1953). PP. 29-30, 

•^Ibld.. p. 11, 
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he too becomes conscious of the "modernity" of the past.1^ 

Murray explains the occurrence and its result in Tradition 

and Progress. 

Man is imprisoned in the sternal present! and what we 
call a man's religion is, to a great extent, the thing 
that offers him a secret and permanent means of escape 
from that prison, a breaking of the prison walls which 
leaves him standing, of course, still In the present, 
but in a present so enlarged and enfranchised that it is 
become not a prison but a free world. Religion, even 
in the narrow sense, is always seeking for Sroterj 
for escape, for some salvation from terror to coxae or 
some deliverance from the body of this death.17 

Frequently, and quite naturally perhaps, the poet with his 

feeling of Isolation finds comfort not only In an escape to 

the idyllic past, but also in a denunciation, approaching 

in some cases an antagonism toward or a venomous attack on 

the attitudes, philosophy, and Ideals expressed in the 

literature of those writers who immediately preceded him. 

In order, therefore, to fully understand the early twentieth-

century writers, one should be conscious of what was happening 

in the literature of the latter nineteenth century. 

Many of the nineteenth-century English poets such as 

Tennyson and Arnold were classical scholars, but simply 

because they were Greek and Latin scholars did not mean that 

they were strict classicists. In general, the tenor of 

nineteenth-century poetry was romantic, not classical, and 

l6Ibld.. p. 32. 

^Murray, Tradition, p. 12, 
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the classical influences were limited to subject matter and 

allusions. For instance, both Keats and Browning used 

Apollo in a unique sense. For Keats, Apollo is the ideal 

poet who rises above egoism and vanity in order to develop 

social consciousnesst for Browning, the figure of Apollo, 

recurring in the early books of Sordello, stands for Sordello 

"in the harmonious but shallow completeness of the sere 
1 R 

artist isolated from his fellow men.tt But the classical 

is revealed not only in subject matter and allusion, but also 

in the search by some poets in the nineteenth century for 

the exact word, the perfect embodiment of the object discussed. 

Itself a task with which the classical writers were concerned. 

Keats, though of course a Romantic, was concerned with the 

correct word, but the Pre-Raphae1ites were as a group also 

overtly conscious of the search for the correct word and the 

precis© image. 

The Pre-Baphaelite poets could not ever be mistaken for 

classical poets; they were not indebted to Greece or to Borne. 

In fact, the Pre-Baphaelites were essentially Homantics.1^ 

Especially important influences on the Pre-Baphaelites were 

19 
•̂ Laurence Housman, 11 Pr e -Rap ha elitism in Art and Poetry," 

I2ZB1 Society of M t e r t M p fif the United Kingdom: Essays b£ 
nrevM Hands. XXI, n. s. (1933)71-3. 
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on 

Samuel Taylor Coleridge and, less obviously, Edgar Allen Poe. 

Grlgson records William Michael Bossettl's statement concerning 

the purpose of establishing the Pre-Baphaellte Brotherhoods 
"I will . . . take It upon m® to say that the bond of 
union among the members of the Brotherhood was really 
and simply this—1. To have genuine ideas to express; 
2, To study Nature attentively, so as to know how to 
express them; 3* To sympathize with what Is direct and 
serious and heartfelt in previous art, to the exclusion 
of what is conventional and self-parading and learned by 
rote; and 4-, and most indispensable of all, to produce 
thoroughly good pictures and statues,"21 

The Pre-Baphaellte poet siraght to make his reader see and 

feel what he wished the reader to see and feel, regardless of 

22 

the technique used. The Pre-Baphaelites were acutely aware 

of the fact that the poets before them blindly followed 

traditions; therefore, the brotherhood pledged themselves to 

using their own eyes and forgetting the tradition in order to 

comaunioate to their readers.When they did begin using 

their own eyes, they became conscious of details which they 
oh 

conveyed with freshness and intensity. 

Dante Sabrlel Rossettl was accepted as the leader of the 

Pre-Baphaellte Brotherhood. Primarily a painter, Hossettl was 

also a poet. He had been Influenced by Eobert Browning; the 
20 
Cornelius Weygandt, Time of Tennyson (New York, 1936), 

pp» 58, 6k, 
21 
Geoffrey Grlgson, The Harp of Aeolus (London, 19^8), 

p. 90. 

22Housman, p. 2k. 2^Ibld., p. k. 

2^Ibld.. p. 7. 
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fact that Browning was more Interested in Renaissance Italy 

did not seem to thwart Rossetti, who "believed, that the only 

true art was that which had been painted before Raphael. But 

feoth Browning and Rossetti were interested in details, 

especially those details which helped convey, either in 

painting or poetry, emotion,2^ Rossetti, though, was little 

influenced by the classical* In fact, William Sharp believed 

that work more opposite to the Greek spirit than Rossetti's 

could not be found. nevertheless, Rossetti did use classical 

subject matter} one poem is entitled "Troy Town," a ballad, 

which is written not In a classical style but as a medieval 

poet would have written a poem about the burning of Troy. 

He uses archaisms, also.2'' Rossetti influenced English 

poetry, but few look to him for classical models. 

Another Pre-Raphaelite was William Morris. Beers states 

that he loathed classical art and literature and that whenever 

he succumbed to the temptation of writing about classical 

legend or fable, he invariably re-interpreted the myth in a 
nQ 

medieval manner. £lje Life and Death &f Jason, according to 

Weygandt, is set In a rather English countryside, and the 

2^ 
Sir H. J. C. Grierson and J. C. Smith, Critical History 

of English Poetry (New York, 106), p. ^85. 

Cited in Henry A. Beers, History of English Romanticism 
In the Nineteenth Century (New York, 1918T, p. 301. 

27 
'Lafcadio Hearn, Pre-Raphae11tes and Other Poets (New 

York, 1922), pp. 16, 19-20. 
2 8 B eers, p. 315. 
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characters appear to be Englishmen instead of ancient Greeks 5 

Medea, especially, appears as an English country girl who 
29 

develops into an English witch-wife from some old folk-fable. 

Both Boesetti and Morris feel a reverence for the past, 

not necessarily the ancient past "but more characteristically 

the medieval past. In viewing the changes which the Industrial 

Hevolution had prompted, these Pre-Eaphaelites felt that man 

had desecrated the beauty of Nature; the same emotions recur 

in subsequent English poetry.-̂ ® The rejection of the 

present and the turning to the past in reaction to the 

frustration felt in the present is a precedent which the 

Pre-Haphaelites established for modern poets. And, in spite 

of the fact that the Pre-Haphaellte "revolt" was essentially 

a romantic revolt, there were evidences that the Pre-Saphaelites 

were not totally Bomantioj they certainly were interested in 

the conveyance of details as expression of self-discovery, 

and they treated their romantic subjects individualistically, 

but at times the treatment of the romantic '•sacred** subjects 

ma realistic or blasphemous. The Pre-Baphaelites felt the 

same restlessness and frustration that modern poeta feel. 

They, according to Pinto, "had instinctively foreseen the 

2%eygandt, p. 222. 

3°Fraaer, The Modern Writer, p. 13. 
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coming crisis and had tried to carry out an aesthetic 

revolution. . • . They failed because they underestimated the 

forces which were opposed to them and misunderstood their 

nature. 

Victorian poetry was dominated by Tennyson and Browning, 

of course, and they too chose classical subjects for their 

poetry. One of Tennyson's most moving poems is Pemeter and 

Persephone, which captures the reunion of the Greek goddesses* 

Browning also used classical•subjects, although not as much 

as did Tennyson, in the form of allusions to substantiate his 

historical and love poetry. The two chief Victorian poets 

were Influenced greatly by the classics since both, especially 

Tennyson, were good Greek and Latin scholars. The period 

between 18*K> and 1890 was actually dominated by the writing 

of these two poets. By 1885. however, both had written their 

major works and were old men. Although the artists who 

succeeded Tennyson and Browning published lesser works, to 

this study these later poets are perhaps more important than 

the leaders of the Victorian era. 

Miles states that Greek was the resource of the decadent 

poets of the "nineties,"^2 and characteristically the decadent 

-^Vivian de Sola Pinto, Crisis In English Poetry. 188Q-
19^0 (New York, 1951). P. 13-

Josephine Miles, Eras and Modes in English Poetry 
(Berkeley and Los Angeles, 1957 /» P# l w 7 
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poets would turn to classical lyrics since they were attracted 

to anything which they considered poetical.^ The Decadent, 

or Aesthetic, revolt, as the movement in the 1890's was 

tagged, was a violent reaction against everything Victorian. 

The influence of the French Aesthetes and Symbolists and of 

the Pre-Baphaelltas caused the Decadents to fervently advocate 

an "art for art's sake" doctrine of literary theory. Universal 

truth and beauty ware forgotten in an attempt to experience 

3lj, 

sensuous ecstasy as an end In itself. The Decadents, too, 

were primarily Romantics who were living during the decline 

of Romantic ideals. The English Decadents patterned their 

attitudes, behavior, and poetry after the French Decadents, 

whom they greatly admired. They, like the French, were 

perverse, artificial, egoistic, and curious as a result of 

decay and ennui, and they affected a blase attitude. In 

submitting to ©very temptation, the Decadent soul became 

surfeited, and began the search for new experiencesj the 

process led quickly into degeneration, which of course was 

frowned upon by the Victorian common man* Sach satisfied 

desire led to the uncontrollable need for discovering new 

desires, and the result was an Instability caused by physical 

maltreatment resulting in interesting, though abnormal, 

-^KacNeice, p. 1*1-6. ^Bush, Mythology* p. 397• 

-^Holbrook Jackson, The Eighteen Nineties (New York, 
1922), p. 64. 
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mental conditions. To themselves, as to the reading public, 

the Decadents did appear to be madmen bent on self-annihilation. 

Their poetry* though, is significant besides being interesting, 

In spite of the rather drastic way they went about their 

reform, the Decadents were concerned with the artistic 

situation in England, Seeing lam©, ineffectual writing, and 

particularly poetry, led them to affect an egoistic dandyism 

which though artificial nevertheless called attention to 

Itself and was in its own way sincere# In accepting the 

Taersona. or mask, of the Decadent dandy, the poets of the 

1890's shocked all who came in contact with them.*^ 

The art of shocking was a French import also, and the 

shocking was carried on at an Individual and at a social 

level. The "individual shockers" frequently died young of 

diseases which could have been avoided by careful living? 

they also suffered maladies which, if they did not die young, 

led thea to coaalt suicide* They were innately addicted to 

caprice, were whimsical and irresponsible, were fond of 

experimentation, and were basically unconforming. All, of 

course, were not poets, but the main leaders of the individual 

shockers were Oscar Wilde, Aubrey Beardsley, Arthur Symons, 

37 

and Max Beerbohm. The "social shockers" were reformers and 

political revolutionaries with a well-developed social 

consciousness. They demanded changes in state policy, wider 

36Ibid.. p. 111. 37Ibld.. pp. 130-131. 
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limits to personal freedom, and better and more comfortable 

living conditions. The ohlef social shockers were George 

Bernard Shaw and Grant Allen, who had a foreign prototype In 

Henrlk Ibsen. 

The Decadent poets# oddly enough, were experiencing a 

spiritual awakening which led them to excesses of despair In 

search of sal vation-'from sin.**® In their need to shook they 

were only "broadcasting in Victorian England the soul-sickness 

(the French called it Mmal du slecleM) which all of Europe 

had "been experiencing for almost a century. After a wave of 

humanism, belief in Progress, Utopia, and the innate goodness 

of man, the Decadents brought to the attention of rather 

complacent readers the fact that a century of Progress had 

got them little but more frustration and more machines, that 

Utopia was as far away as it had been at the beginning of 

the nineteenth century, and that man had shown no signs that 

he was any less evil In spite of all the preachments concerning 

the underlying goodness of all men. The Decadents, in turning 

from the state, declared that the highest of all things was 

not politically united mankind but the individual self 

Literature quite naturally became the tool of the 

Decadents. The pros© became^saore epigrammatic and was 

charged with explosive ideas. The poets, perhaps influenced 

by the Pre-Haphaelites, began searching for unique words 

38Ikid-. P. 132. 39Xbid., pp. 132-133-
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which carried many connotationst they began to value personal 

style and to delight in "purple patches." A M the poets, 
if o 

too, were not above surprises in the form of paradoxes# As 

Jackson states, 
. . . surprise found expression in the use of strange 
words, the result of resurrections from old books or 
from scientific and technical sources, the jargon of 
special sections of humanity, and the slang of the 
streets. French words and phrases were also in great 
favour. Several of the most striking verbal effects, of 
the time were obtained by the transposition of words 
from one set of ideas to another, after, the manner of 
Baudelaire*s theory of correspondences 

The desire to shock is again apparent in the Decadents' use 

of strange words and exotic images. 

Another characteristic of the Decadents is the obscurity 

of their expressions, the reason being that they gloried in 

their complexity, These aesthetes became conscious of 

sugge st ivene ss, the shadowy approximation of the real object, 

essentially an impression of the object, and they tried to 

capture atmosphere and temperament as the essence of their 
k2 

creations. They were also interested in wit, and the most 

witty was Oscar Wilde. 

Decadence was the culmination of the art for art•s sake 

movement. As strong supporters of the individual vision, 

they were destructive, but without their destructive results 

the poetry which succeeded them would not have been the same. 

p. iio. 

^ I M d . , p. 144. 
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They were in a minority, but the minority was lively and 
Lrt 

energetic in spite of dissipation. J In denunciation of 

Victorian Romanticism, the Aesthetes called attention to 
kk 

classical models. Indeed# as Jackson implies, they were 

conscious of a muse, Cynara, who was 

a symbol of the unattained and perhaps unattainable 
joy and peace which is the eternal dream of man* The 
decadents of the Nineties, to do them justice, were not 
so degenerate as either to have lost hope in future 'pay-
or to have had full faith In their attainment of it. 
Coming late in a century of material pressure and 
scientific attainment they embodied a tired mood, 
rejected hope, beyond the moment, and took a subtle joy 
in playing with fire and calling it slnj in scourging 
themselves for an unholy delight, in tasting the bitter-
sweet of actions potent with remorse. They loved the 
cleanliness of unclean thinga, the sweetness in unsavoury 
alliancesj they did not actually kiss Cynara, they 
kissed her by proxy of some "bought red mouth." It was 
as though they had grown tired of being good, in the old 
accepted way; they wanted to experience the piquancy of 
being good after a debauch. They realised that a merited 
kiss was not half so sweet as a kiss of forgiveness, and 
this subtle voluptuousness eventually taught<them that 
the road called decadence also led to Borne. 

The English Decadents, like the French Decadents, 

frequently withdrew into an "Ivory tower" of irrational 

k6 

behavior and existence. Within the boundaries of this 

personal poetic world, the poets severed all connections with 

the outside world. Through this personal withdrawal, they 

learned to detach thesmllves also from their poems, and, 

^Ibld., p. 70. Allies, p. 1^5. 

^Jackson, pp. 65-66. 

Eraser, The Modern Writer, p. kZ, 
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therefore, in the opinion of one critic at least, "the poets 

of the 1890*s, though they are often called 'the last of the 

romantics,1 might also "be called the first neo-classlcs. The 

best of them . . . tended to have a passion for latin 

poetry. 

The dispensers of the French Art for Art's Sake and 
A 

Decadent Movements were Swinburne and Pater, Arnold, too, 

stimulated the Decadents' Hellenism? however, the most 

influential remained Swinburne, representing the troubled, 

Romantic element in Aestheticisia, and Pater, "who held up the 

Hellenic as being noble, admirable, and refined. Of the 

two, Pater's influence was more widespread, and he influenced 

many poets who succeeded him.^ With the French, Pater 

believed that the highest art form was musio, which "at its 

most exquisite, expressed the essence of ultimate reality 

more perfectly than any other art, and he saw all art as 

aspiring towards the state of music . * . 

Swinburne, a good Greek scholar, sympathized with the 

Hellenic spirit as he understood it, although many of his 

interests and his style were not classicals however, his 

knowledge of the classics was invaluable to him, and some of 

k?Ibid.. p. 189. 
kBt 
Enid Starkie, From Gautler to Eliot (London, i960), 

p. 68. 

Î-bld., p. 57• ^°XMd., p. 5^* 
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<1 
his beat works are concerned with classical subjects. Beers 

states that Swinburne could write easily In both Greek and 
Co 

Latin and that on© of his main interests was mythology,-' 

Certainly the titles of his poems, "Hysm to Proserpine," 

"Garden of Proserpine," "Hesperia," and Atalanta in Calydon. 

substantiate Beers' statement. Although Swinburne is not 

limited to classical Hellenism (he often indulged in 

romanticism or Hebraism or Oriental abandon), he did feel a 

kinship with the Greeks to whom he was Instinctively drawn. 

Among the Greek poets whom he admired is Sappho, but he also 

respected the Latin poet, Catullus. In his "Hymn to 

Proserpine," a tale about a Roman Epicurean living at the 

time when Christianity was declared the state religion by the 

emperor, Swinburne sensitively catches the despair of the 

Soman citizen forced to denounce his belief in the old religion 

and the old gods by re-creating the bitterness and scorn of 

the old man and his hope that Christianity will experience 

the same imperraanency that the older gods experienced? the 

old man is particularly upset by the fact that the Christians, 

repulsive barbarians that they are, are destroying the works 

of art and literature which should be cherished. In the 

"Hymn" Swinburne quotes Epictetus.-^ "Laus Veneris" re-

interprets the story of Tannhauser, who stays with Venus for 

-^Thomson, pp. 2^2-2^3. ^^Beers, p. 350. 

^%eygandt, p. 231. ^Hearn, pp. 151-161, passim. 
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seven years and who, upon his return to Rome for forgiveness. 

Is rejected by the Pope; after Tannh&user departs to return 

to Venus, the Pope's staff bursts Into "bloom, signifying that 

God, if not Christians, forgave Tannhauser. The story was 

shocking to Victorian Christians, who apparently were not 

aware that the tale was an old French legend dating to 153°» 

Atalanta In Calydon, published in 1865. is in reality a Greek 

tragedy; the style and lyrical passages influenced Gilbert 

Murray's translations.J Although, according to Grlerson, 

Swinburne did not add anything of importance in thought or 

form, he did utilize classical subjects, and he exerted 

<7 
influence on younger poets. If he did not create new forms, 

he did revive old French stanzaic forms such as the ballade, 

<3 

sestlna, and rondel. 

In 1891, Arthur Symons founded the Rhymers Club along 

with W. B. Yeats, Roll©aton, Lionel Johnson, Ernest Rhys, 

John Davidson, Le Gallleirae, Ernest Dowson, John Gray, and 

Wratlslaw.^ These poets rejected even more strenuously than 

did the Aesthetes the common Victorian life of money-making 

and creative stagnation. They pledged themselves to abstain 

from money-making and to write good poetry reflecting their 

cultivated emotions, which deliberately had no connection with 

•^Ibid., pp. 165-167. ^Grierson, p. 491. 

^Ibld.. p. ^9^• ^®Beers, p. 350. 

-^St&rkie, p. 108. 
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the Victorian public. For the Rhymers art was a religion. 

Perhaps only Yeats lived up to his pledge, for Dowson, 

Jo&nson, and, most of the rest were more self-conscious in 

their role as cultivators of the inner life in order to create 

60 
new poetic languages. The Rhymers were linked to the Pre-

Raphael!tes by Wilde, according to Grlerson, 

not in virtue of his early poems, full of echoes of 
Keats and Tennyson and Arnold and Rossetti and Morris, 
"but of these later things and the whole tenor of his 
cult of beauty, his dlaciplsship to Pater, and the 
doctrine of burning with a hard, clear, gem-like flame. 
In one way or another this was the conscious or semi-
conscious Ideal of such poets as Lionel Johnson, Arthur 
Symons, Ernest Dowson, and . . . W. B. Yeats * . . ,°1 

Xeats, a strong poet, did not revert to perversion or 

alcoholism In his search for a more universal and enduring 

art enriched by his own experience and by his unique creative 

62 

power. He, of all the Rhymers who were essentially 

Decadent, emerged froa Decadence and Aestheticism into 

Symbolism under the influence of the French Symbolists; he 

is, therefore, never classified as a Decadent. Of his 

association with the Rhymers, Yeats says, "We tried to write 

like the poets of the Greek Anthology, or like Catullus, 

or like the Jacobean lyrists, men who wrote while poetry was 

still pure. We did not look forward or look outward, we left 

that to the prose writers; we looked back. 
^Plnto, pp. ^Grlerson, p. 519. 

Pinto, pp. 21-22. 

JM. B. Yeats, assays and Introductions (London, 1961), 
p. ^95* 
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More characteristic ©f the Hhymers s i Arthur Syaons, 

who was influenced aore by Prenoh Decadence and by French 

Symbolism than by the classical writers. He published an 

artlole In Harper^ IfaMHUtln* In 1893 entitled "The Decadent 

Movement In Literature" which was merely a restatement of the 

theories of Gautier, Baudelaire, and Huysnaiift* Its importance, 

however, is that it Is the announcement to the English that 

Preach Symbolism was an lafXtwaott on the contemporary po«tf» 

He further discussed the influence of the Prenoh in a book 

entitled The SymboMit tfenrftawnft. in 

Ernest Doweon's poetry, influenced by Verlalne, is 

characterized by ¥agu#ne«s, gentleness, musicality, nostalgia, 

wlatfulness, and a slight sentimental sensuality* there is 

less huaanlty and versatility in his work than in other poems 

of the ahyaers.^ Bis most famous work, M[on 3ma Qualla Sram 

Bona,® Sub Heimo gmma, does sot reflect a classical 

influence, but as influena# of the Frenoh Decadents. 

Lionel Johnson also turned to th# Prenoh for aodels, and 

In an essay entitled WA Ifote upon the Practice and Theory of 

Verse at the Present Time Obtaining in Pranoe" published in 

I M Saaliei, S U M USS&OL M m m *» W l , h© finds that English 

technique, execution of detail, excellence of language, 

verbal precision and serious choloe of word for visual or 

^Starkie, p. 109. ^Pinto, p. 18. 
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audlal effect cannot compare to the more advanoed French 

teohnlque. Johnson was a fine and precocious scholar, but 

his poetry, like Dowson's, reveals a self-pity which would 

not be found In classical lyrics. Yeats discusses "both 

Dowson and Johnson In the following mannert 

two members of the Club are vivid in ay memorys Ernest 
Dowson, timid, silent, a little melancholy, lax In 
"body, vague in attitude? Lionel Johnson, determined, 
erect, his few words dogmatic. . . , His thought 
dominated the seen® and gave the Club Its character. 
Nothing of importance could be discovered, he would 
say, science must be confined to the kitchen or the 
workshop? only philosophy and religion could solve the 
great secret, and they said all their say years ago? 
a gentleman was a man who understood Greek. 

English Decadence subsided for many reasons. Many of the 

young Decadents died or committed suicide, but aside from this 

reason, England changed. The Boer Mar and the death of Queen 

Victoria caused an upsurge of patriotism verging on jingoism. 

The foreign influences, even in literature, appeared to be 

68 

unpatriotic and were therefore shunned. But as Thomson 

believes, the continuity of literature was not affected by 

the coming of the twentieth century; in fact, the smooth 

transition was - made possible because the literature did 

not change at all. One poet spans the change of the century, 

Robert Bridges, and certainly there are classical influences 

in his poetry. 

66Starltie, p. 38. 6?Xeats, p. 491. 

^Starlsle, p. 128. 
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At the end of the Victorian era, most poets rejected 

Romantic humanitarianism. Keats and Shelley had used classic 

myths to symbolize the cosing Utopia and the new heroic man. 

Swinburne accepted a rather mythic humanity as a pose, 

whereas Sossettl and Morris refused to become Involved except 

to express an abhorence for industrial England and to 

Immediately escape into the historic past* By the latter 

nineteenth century, however, classic myths case into their 

own right again, but in a slightly different manner* Under 

the influence of Max Miller, the study of etymology led to a 

scientific investigation of comparative mythology, thereby 
/Co 

drawing attention again to the ancient folk-tales and legends. 7 

He-interpretations of myths became almost faddish, as many who 

felt the urge to write began with this genre. Serious poets 

were stimulated to re-write myths like Bobert Bridges' dramas! 

The Be turn of, Ulysses {1890), Achilles in gcyross {I89O). and 

Deaeter (19G5)*7° The plays, except for Nero, were meant to 

be staged, but since they are defective in stagecraft and 

characterization, they are quite impossible to produce* The 

poetry is mostly Elizabethan idiom in blank verse, but the 
choral lyrics, according to Bush, are among the greatest 

of modern poetry.''1 One of Bridges' dramas, Prometheus the 

Plreeciver (I883), approaches the Greek tragedies more than 

^9Bush, Mythology. pp. 397-398. 

70Ibid., p. M O . 7 1 Ibid*, p. ^3?. 
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any of the other dramas, and It, like the others, has a 

prologue and a chorus. The dramas are linked to The; Testament 

of Beauty, and Prometheus the Firegiver, life© the Testament. 

ends with a shift In scene from Greece to Judaea? in "both, the 

overthrow of Zeus Is foreshadowed, and the n@w deity Is 

72 

predicted as ruling In mercy, truth, love, and peace.f In 

prosody, Bridges also was Interested In the classical! he 

attempted re-working classical meters to fit the English 

language* Some of his later poems reveal the resulting loose 

adaptation of an Iambic hexameter alexandrine line similar to 
SMS. uim* 

One other nineteenth-century poet was important at the 

turn of the century. Gerard Manley Hopkins, although he died 

quite some time before the twentieth century began, was an 

important influence on the early twentieth-oentury poets. At 

times his poetry sounded Miltonlc, or Keatslan, and at times 
7k 

Greek "In its stoat un-Roman sense of unreasoned power.Mf 

He disregarded when possible English particles, connectives, 

and sometime^ classical syntax in order to convey his 

impression of "one sentence as one word" in the Greek manner. 

The first major movement of the twentieth century was led 

by Sir Edward Marsh, who called his movement the "Georgian" 

72Ibld.. p. ^39. 

7^A. C. Ward, Twentieth-
York, 1957). PP. 142PTT 

7Sliles, p. 159. 

Literature, 1901-1950 (New 

75 Ibid. 
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but which is also known as the "Edwardian.The Georgians 

were not revolutionaries! they upheld Victorian poetic ideals 

which prevailed as the Decadent movement died out. They wrote 

of England and of the English countryside, but the movement 

was also a Hellenistic movement.^ Hardy, Bridges, and Teats 

were the dominating figures in literature during the 1901-191^ 
r j Q 

period. However, two relatively minor figures, Laurence 

Binyon and T. Sturge Moore, were influenced by the elassloal 

tradition. Two of Binyon'a poems are The Sirens and The 

Idols« "both of which, in Grlerson's opinion, are verse 

symphonies. The Sirens was suggested by Brown and Alcock's 

first transatlantic flight, and the subsequent poem is 

"expanded into a hymn to the spirit of adventure, which lures 

man on to conquer Nature and his fellow-men, to defy Space and 

the old opposition of Time, till he achieves the last conquest 

of all, to stand erect before utter calamity, and, having 

nothing, is free of all the Universe . . . If Grlerson's 

analysis is true, the Bomantlc qualities of the poem are 

obvious, but there are also elements of the classical ode 

which may not be overlooked. The Idols is also an ode portraying 

the false gods "whom man has projected out of his own terrors 

"^Grierson, p. 5^0. 

^Robert H. Boss, The Georgian Revolt: 1910-1922 
(Carbondale and Mwardsville, 1965), p. 11. 

^Grierson, p. 533. "^Ibid., p. 5^8. 
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and superstitions and blind desires, "before whom he lies in 

ahaina of his own forging till at a vision of beauty la 

ooesmoji things a spring of love wells up in his heart, and he 
Q A 

soea the phantasms as they are . . . ,rt The psychological 

overtones are inescapable*, but there are also reourrent mythic 

images re-calling such heroes as Prometheus or Hercules, By 

far the greatest influence on Binyon was Dante» whose giv^na 

Coaraedla Binyon spent ten years translating into true 

Baatesqu® $exm rim* and the resulting Harth Star. ( 1 9 W and 

Mediterranean Veraes refleot hie intense study of the Italian 
. 31 

poet. 

The title3 of T. Sturge Moore * a poeas-—Tha Vinedressers. 

Hit Ssiisgll SM Bill o£ the tan. iml& Ssssbssx.' 
To Leda. and Theaeus--refleot the Greek influence, and Hoore 

oertainly attempted revivifying and reinterpreting the Greek 

82 

syths ani legends. Moore•s purpose, however, was not to 

oonventionally retell the Greek: myths but to oreate his own 

original work using the Greek: figures as his characters and 

Greek themes for his subjects# In essence, Moore is a genuine 

jnythaaker by right of his lagasmity in creating original tales % 

hi3 myths are not pedantic, but living, lasagin&tive productions 

given great depth by Moore * s graphio visual technique, 

8 0 j s u . , p. 5^9. 8 1 m i . 
d 2iSU-. p- 535. 83Suah, Mythology, p. to6. 
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The mythological dramas picture characters straggling through 

crises which reveal their individual strengths and weaknesses 

in character, and the us© of myths is particularly suitable 

for such revelations since, as Bush observes, 

they favor the Isolation of essential things* and. having 
acquired traditional outlines, they make a familiar and 
substantial basis for the author's inventions and impli-
cations. These implications are sometimes so riddling 
and oracular that one hazards guesses at their precise 
"meaning" with more trepidation than confidence, and with 
a memory of the author's remark about the freezing 
effeot of explanations. An additional difficulty is that 
many generalized gnomic passages have no inevitable 
dramatic relevance but would be egually apposite in plays 
other than those they appear in.°^ 

Moore also re-situated the classic myths by using the 

Japanese H5 plays as models for Medea (1920) and Psyche in 

Hadea (1930), indicating his adventurous nature and the 

flexibility of his subjects.®-* 

A. B. Housman, a classical scholar with an international 

reputation, frequently indicated that he had a definitely 

unclassioal side to his nature. He seldom used myths as 

subjects for his poetry, yet classical idiom and allusion add 

much to his individual poems. Bush observes that To an 

Athlete Dying Young begins, perhaps, in Shropshire but 

concludes in a region similar to the Elyslan Fields, a 

shadowy place where even the earthly strong are weak, and that 

Bpltaph on an Army of Mercenaries is a bitter modern irony 

m Ibid.. pp. *j48~W9. 85Ibld., p. 451, 
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disguised by the lyrics and the atmosphere of the Greek world} 

86 
he also wrote Fragment of a Greek Tragedy. Housman, classical 

scholar thfct he was, seemed, to believe that poetry Is 

perceived by "physical sensation" and not by Intellect, and, 

as Thomson states, Mno classical critic, no classical poet, 

would have accepted that. He would have agreed rather with 

Dr, Johnson that poetry should always mean something.w 8 

Thomas Hardy1s novels are mainly Raallstic or Naturalistic, 

whereas his poetry Is Homantlc, the expression of disillusion-

ment which had been undercurrent in English poetry for some 

88 

time, The Dynasts, perhaps' the culmination of the central 

theme In Hardy1s poetry, is reminiscent of the Greek, however; 

in the poem, the Spirit of the Pities yields partially to 

hope, and in the Chorus of the Pities, hope becomes more 
go 

than mere suggestion. Although Hardy wished to dispense 

with Greek and Hebrew theology, the form in which The Dynasts 

appears suggests that of Greek poetry in spite of Hardy's 

attempt to create an original "supernatural system acceptable 
OA 

to modern minds . . . 

In 191^. the First World War began, and the poetry of 

the 191^ to 1918 period was dominated by soldier-poets such as 

Charles Sorley, Wilfred Owen, Julian Grenfell, Francis 
86Ibid., p. 1*75. ^Thomson, p. 262. 
88Grierson, p. 531. 89Ward, pp. 157-153. 
90 
Ibid.. p. I 63 . 
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Ledwldge, Hupert Brooke, and Edward Thomas* with the exception 

91 

of Owen, the war poets were mainly Sonantio and traditional. 

Brooke, one of the more well-known war poets, at first was 

influenced by the Aesthetes of the 1890*s, hut eventually he 

reacted violently to their philosophy and forcefully 

demonstrated his dislike for their "pretty poetry," One of 

his works, Menelaus and Helen, a sonnet-series, rejects the 

Bomantic view of classical heroes "by picturing "the perfect 

knight11 and "the perfect queen" as degenerating into a 

senility which is repulsive and disgusting.^2 

Shortly before and concurrent with the First World Mar, 

the Georgian Revolt took place in English poetry. The English 

public which had for a long time been disinterested readers 

became conscious of poetry, perhaps encouraged by the fact 

that the poetry was changing and becoming more palatable.^ 

The Georgian Hevolt was a spiritual revolution resulting in 

the poets' rejection of the ennui of the fin de siecle 
poetsi the Georgian denounced Flaubert, Ibsen, and Hardy in 

gk 

the process. The poetry of the Georgians was smooth, rural, 

shapely, ©motional, and intense, and the poets were especially 

interested in and modelled their poems after the eighteenth-

century Georgians.They declared themselves enemies of 

^Grierson, p. 5^2. ^2Ward, p. 1?2. 

^Ross, p. il. ^Ibid.. pp. 

9%ilea, p. 159. 
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brasslness and pedantry,*^. Because of the attitude of later 

poets toward the Georgians, they are often considered 

ineffectual, meek poets, but, as Bush suggests, the poets 

such as Lasoelles Abercromble, Gordon Bottoaley, John 

Drlnkwater, and Siegfried Sassoon, represented In Edward 

Marsh1s Georgian anthologies published between 1911 and 1922, 

do not fit on© precise mold and therefore cannot honestly be 

labelled according to the pejorative descriptions of those 

97 

who did not appreciate Georgian poetry,-" In general, however, 

much of their poetry reflected Pre-Baphaellte Bomantlclsm and 

rhetoric, in spite of the decision to promote freshness and 
og 

variety.' The poets who most disliked Georgian poetry were 

the Imagists who originated In T. E. Hulmes's Poets Club in 

1908, but in order to fully understand the Im&glsts, one must 

first be aware of the theories of the French Symbolists of 

the later nineteenth and early twentieth centuries. 

By the end of the nineteenth century, French Symbolism 

dominated the poetry of France.^ The English, however, were 

especially attracted by the Symbolists' poetry.100 Basically 

the movement was a constructive one which originated In the 
101 

French Decadent movement. Gautier, one of the leaders of 

^Fr&ser* p. 196. 

^Douglas Bush, English Poetry (New York, 1952), p. 189. 

98Ibld.. p. 190. "pinto, p. 15* 

100Starkie, p. 100. 101Ibld.. p. 81. 
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the Art for Art's Sake movement, established the tenets of the 

Symbolists In his novel, Mademoiselle de Maupln. published in 

1835i Gautier attacked the later Romantic writers who had 

102 
stated that poetry should have a moral or a useful purpose. 

Gautier also defined Decadence as being 

"art arrived at' that point of extreme maturity yielded 
by the slanting suns of aged civilisations « . • 
struggling to render what is most inexpressible in 
thought, what is vagus and moat elusive in the outlines 
of form, listening to translate the subtle confidences 
of neurosis, the dying confessions of passion grown 
depraved, and the strange hallucinations of the obsession, 
which is turning to madness . . . . The style of 
Decadence is the ultimate utterance of the Word, summoned 
to final expression and driven to Its last hiding place 
. . . ,"103 

The Decadent in both Prance and England was usually an aesthete 

who withdrew Into his own world of depravity and artificiality. 

There were, however, some "idealistic Decadents" who did not 

indulge In vice and sensual experience? the idealists tended 

to be mystical and religious, and they withdrew from the 

materialistic life, which frightened them, apparently, into a 
IQit 

dream-like world. 

The Deoadent movement was influenced by the philosophy 

of Henri Bergson, and particularly by his theory of the 

nature of Intuition and of the subconscious. In his belief 

1Q2Ibld., p. 27. 

"*"°-'Clted In Oscar Carglll, Intellectual America. (Hew 
York, 19^8}, pp. 185-186. 

104Starkie, p. 85. 105Carglll, p. 228. 
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that memory and. perception are the same, he Influenced the 

development of the "stream-of-consclousness1* technique In 

literature. 

Between the time of the Art for Art* s Sake poets and the 

establishment of the Symbolist movement In the 1880*s, a 

period of ten years elapsed, and during that time, the writers 

who were most prominent—Tristan Corblere and Arthur Hlmbaud— 

were essentially Iconoclasts bent on destroying what they 

107 

considered the "false gods" of literature* ' The Symbolists, 

however, instead of attempting reform of either literature or 

the social or political world, tended to retreat and to form. 

coteries of "secret" brotherhoods, writing only for each 
1 OQ 

other, completely disregarding the public* They believed 

in ideal beauty which could be realized through art. The 

leaders were Baudelaire, Verlaine, Mallarme', and Hlmbaud, all 

of whom accepted Symbolism as a kind of religion. Their 

symbols varied with each individual, and, as Chiarl explains 

the meaning of symbol, 
. . . one could define these symbols as a form of 
indirect, metaphorical speech meant to carry or to 
suggest a hidden reality. Therefore anything, 
phenomenon or trait, which bears witness to the super-
natural or universal analogy in the world, any sign 
which tradition has invested with a supernatural 
meaning or powerful emotional resonance, any allegory, 
any myth, fable or legend or poetic Image indicative 

1Q6Ibld.. p. 229. 107Starkie, p. 81. 

108Prled®rlck, pp. ^09-^10. 
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of the poet's mental and affective preoccupations* is 
used as a symbol, a correspondence or a means of 
suggestion. 

The symbols also frequently served as disguises for those 

110 

ideas which the Symbolists did not wish the public to know. 

Symbolist poetry is not narrative or descriptive but 

psychological and suggestive. The expression la one of 

"successive inner states" through a composition which 

resembles a musical composition in an attempt to capture the 
111 

precise emotion or attitude, In some instances, the 
result of such a process appears to be the account of an 

112 

hallucination or of a dream. Because the Symbolists were 

interested In psychology, they turned to psychologists for 

Information, and Freud was a major influence. The philosopher 

to whom they turned was Nietzsche, who agreed with them that 

the materialistic, shallow, sentimental values of the nine-

teenth century should be rejected, and who encouraged the 

Symbolists' self-conscious feelings of superiority by stating 

that men are different and unequal and that the superior 

should not allow themselves to be shackled by the Inferior. 

Nietzsche therefore supported the Symbolists in their 

^•^Joseph Chiarl, Symbolisms from Poe to Mallarme' {Mew 
York, 1956), pp. 47-48. 

* ̂ Edmund Wilson, Axel's Caatle (Hew York, 1931)• P» 20. 

***Chlari, p. 116. 

U2Cargill, p. 198. 
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rebellious individualism, their worship of intellectual 

superiority, and their mystical theory of knowledge.11*^ 

The Symbolists' pride in being isolated from the 

bourgeois led to the dominant theme of the Symbolists—the 

lonely struggle of sensitive, individualistic heroes lite 
Ilk 

themselves adjusting to society. Their poems, however, 

were hidden by symbols which were the earthly "correspondences" 
H < 

of their visions of a supernatural reality, v Their aesthetic 

experiences were spiritual experiences which took place in the 

subconscious where arts were undifferentiated, and the 

artist was obligated to present the concrete earthly expression 

of his vision of the spiritual ideeIt the Symbolists, because 

of their belief that the creation of art was centered in the 

subconscious, believed that all sensuous appeal could be 
116 

united in a new all-encompassing art form. The resulting 

poems reveal an emphasis on synaesthesia, but, perhaps, a more 

117 

important development was that of vers llbre. ' 

The interest of the Symbolists in the creation of a 

unified art form led them to an investigation of music, which 

they believed was more capable than words of expressing 

adequately their spiritual experiences. What the Symbolists 

11^Prle4eri©k, pp. 411-412. ^^Ibld., p. 410. 

115Starfcie, p. 86. ll6Ibid.. p. 9^. 

117Ibid., p. 98. 
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envied most in music was the power of evoking states of mind 
1 1 ft 

as opposed to language's Halted power of communicating ideas. " 

Music could express the fleeting, elusive, emotional experi-

ences more readily than language, and it oould be more 

suggestive, indefinite, and vague in expressing the inex-

pressible, The Symbolists1 aim was to take from music what 

poetry had lost when it became more interested in literal 

communication of ideas. The Symbolists all differed in their 

conceptions of music, but most agreed that Wagner's musical 

dramas closely approached the total art which they sought in 
119 

its use of decor, poetry, mime, music, and myth. ' The 

Symbolists' Interest in music is, according to Chiarl, nothing 

unique since 
the pre-eminent position of music in the liberal arts Is 
based on the position given to music by Plato, and, after 
him, by the Pythagoreans and by Aristotle. The meta-
physical meaning of music in the construction of the 
universe and of man, and its moral and political value 
In the education of the citizen are to be found in The 
Bgimbllo and The Tlmaeus. Quintllian deals with that 
theme, which oould be summed up as follows; Plato and 
the Pythagoreans teach us that the universe is musically 
constructed and that the human soul is similarly formed. 
Plato required music from his ideal statesmen and 
Lyourgus approved of it. Formerly the art of music and 
the art of letters were united, some even subordinating 
grammar to m u s i c . 1 2 0 

The interest in the creation of a composite art form and the 

practice of correlating the arts, especially poetry and music, 

118Ibld.. p. 95- 119Chiarl, p. 

120Ibld.. pp. 127-128. 
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are characteristic of the later nineteenth and early twentieth 

centuries, as they were <pf the Renaissance} the interest In 

new idiom and the interest in new hatrmony are closely related 
! 

when observed In the compositions of Schonberg and Bartok and 

in the poems of the Symbolists.^2^ 
| 

The search for new and individual patterns in writing 

led the Symbolists to meujiy different master®, among whom were 

the poets of the Italian Renaissance, Villon, the Pl^lade. 

the Elizabethan and Stuart poets, the Slglo de Pro poets, 

the Medieval poets, and the Baroque poets—Donne and Gongoraj 

but the poets to whom thO Symbolists turned to most often 

were the Soman Decadents-—Juvenal, Martial, Lucan, and 
1 PP ' 

Apuleius. The Interest in classical antiquity led Leconte 

de Lisle to rewriting myths in such poems as Nlobe. Helene, 

Venus de Mllo. the Pdbmeft antiques, the Iliade. the Odysee. 

and Less Brlnmres. Fustel de Coulanges, though not a poet, 

reflected the classical influence in his study of the structure 

of Rome in Jg, Cite Antique published in 1864.12^ 

Leconte de Lisle and Theophlle Gautier, along with Jose-Maria de Beredia aojl Sully-Prudhomme, were Parnassians 
J 

who believed in purging the mol from poetry, in restricting 

the poet's revelations to Implying his meaning through imagery 
j 

instead of exposing his own heart, in making a poem hard and 

121Friederiek, p. 415. 122Ibid., pp. M , 341-342. 

123Ibid., p. 342. 12^Ibld., p. 343. 
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cold, and in polishing the poem by making ©very detail sharp 

and c l e a r * T h e Parnassians were interested in non-European 

cultures, and frequently chose material and vers© forma from 

1 26 

older ages. They perfected style, abolished sentimentality 

as much as they could, and sharpened and hardened the poetic 
12? 

idiomj these contributions were furthered by the Symbolists, ' 
Gautler, of course, is also claimed by the Symbolists 

128 

and greatly influenced both Baudelaire and Flaubert. He 

published Bmaux et Caaees in 1852, and L'Art in 1857, but his 

most influential work was Mademoiselle de M&upln. in which he, 

especially in the preface, announced his revolt against all 

socially-accepted doctrines and principles suoh as Christianity 
1 29 

and Romanticism. y He too acknowledged the Importance of the 
Soman Decadents who had written at a time when language had 

1^0 

become "mottled with the greenness of decomposition." J Many 

of Gautler'a images are taken from the plastic arts instead 

of music since he wished to approximate "the physical beauty 

of form and line . . . which could be realized through the 

sense of sight1 he believed that poetry and sculpture had much 

in common, and many of his images are attempts at reproducing 

sculptural Images in words.Repeatedly, Gautler 
12^Ibld., p. 405. 12^Ibld. 

127Ibid.. p. 406. 128Starkie, p. 30. 

129Ibld.. p. 28. '^Clted in Jackson, p. 136, 

131Starkle, p. 28. 
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stressed the doctrine that art should be an end In 

Itself.132 

Flaubert, although somewhat sympathetic to the Romantics, 

also fSelt the Decadent and Symbolist Isolation from and hatred 

for his contemporary society which he depicted In Madame 

Bovary, L<Education Sentlmentale. and Bouvard et Pecuoheti he 

was, however, interested in earlier history and reconstructed 

the pagan world and the piety of the early Christians in 

Salamab^ and Lg. Tentation de Salnt-Antolne.133 Flaubert1s 

recognition of the modern world as ignoble, sordid, or tame, 

summarized in Trois Pontes, still Influences twentieth-century 

writers.1^ 

On© foreign influence, that of Edgar Allen Poe, was 

widely acknowledged by the Symbolists as a talent which they 

could admire and emulate. What particularly attracted the 

French Symbolists were Poe*a essays on literary theory—"The 

Poetic Principle" and "The Philosophy of Composition.tt*3-' 

Poe, like the Symbolists, was fascinated by the relationship 

of poetry to music? and, even though music was much more 

indefinite and suggestive for Poe than it was for the French 

Symbolists, his theory of music exerted great Influence on 

Mall&rm© despite some differences in the two poets' theories.*3^ 

132Ibld., p. 29. i33Wilson, p. 100. 

1 3 4 M ' i35Ibld., P. 17. 

13^Chiari, p. 100. 



41 

Poe, In his essay entitled "The Bationale of ¥ers@,M states 

that, In music, melody Is the aost Important single creation, 

and. In spite of the fact that Poe believed the aost Important 

act of creating poetry to b® versification, the primitive 

rhythms which he achieves In his poems are what many other 

poets consider the most unforgettable and most valuable 

13? 

contribution of his poetry. 

Poe greatly influenced Charles Baudelaire, who welcomed 

Foe's idea that poetry should not be morally didactic. 

Literally accepting Poe1a principle, he used prostitutes, 

hoodlums, and eccentrics for characters.1*3® Baudelaire, as 

disgusted with the Romantics as any other poet of the Art for 

Art's Sake or Symbolist movements, did not, however, support 

the Hellenic revival but instead advised that poets turn to 

the modern world In search of b e a u t y . H e believed that 

music, of all the arts, had the power to express the spiritual 

or transcendental experience, and he attempted making his 
poetry approximate music which, to him, was a more essential 

blei 

lfcl 

ikn 
quality of poetry than thought. His poetry resembles that 

of the Latin Decadents to whom Gautier compares him. 

Baudelaire was concerned mainly in his poetry with the 

137Ibid.. p. 112. 138Cargill, p. 185. 

139Starkie, p. 3*K l4°Ibld., p. 36. 

^^Cargill, p. 185. 
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spiritual and moral ennui of an age which inspired discordant 
i lip 

emotions and aspirations. 

Strfphane Mallarm/ was the leader of Symbolism.1^ His 

best-known work is L'Apres-Midl d'un Faune. the reminiscences 

of a satyr who recalls those nymphs whom he has attacked. 

When told that Debussy was composing musio on the inspiration 

of the poem* M&llarme" insisted that he had already done it. 

Poe's theory that music be a part of poetry certainly 

influenced Mallarme', although he did not believe that music 

in poetry should be an indefinite quality but a perfect fusion 

of music and word. Foe also led Mallarm^ to serious study of 

English, and Mallarm/ eventually visited England, after which 

he returned to Franoe to teach English. Another poet who 

impressed Mallarme' was Robert Browning, whose obscurity 

Mallard envied, and certainly there are similarities in the 

frustration and futility which the faun expresses and that of 

"Andrea del Sarto." 

Paul Verlaine was also a leader of the Symbolists, but 

eventually he disappointed the Symbolists because thinking 

and metaphysics meant little to him. Also, he took little 

interest in the spiritual concepts which preoccupied most of 

1^2Prlederick, p. **15. ^Starkie, p. 91. 

^Chiari, p. 131. l45Carglll. pp. 195-196. 

1^Ibid., pp. 201-202. 
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the Symbolists. His best poems are those which express the 
\Lo 

experience of sensation. ' He was convinced that poems 

should be read aloud, not seen on a page, and he also believed 

that strict prosody had little value, which led him to using 

the vers impair, a line with an uneven number of syllables 
1 kg 

which enhanced the musioality of the language. ¥erlain@, 

like Poe, believed that life consisted of a dream-like 
1 iiO 

existence, and this idea also was expressed in his poetry." ' 

Verlaine, in his scorn of sense, eloquence and logic, which 

he called "mere" literature, inspired the Dadaists and the 
i <n 

.Revolt against Literature in the twentieth oentury. v 

The poetry of Arthur Hiabaud is associational and 

obscure as a result of startling images, individualistic 
1 

usage, and "supralogical" development. His prose poem Une 

Saison en. enfer and his Illuminations influenced twentieth-
1 Kp 

century prose poems. Rimbaud believed that the poet should 

accept the role of a visionary or a prophet and thereby 

regain the role of vates which the poet had lost since the 

decline of importance of the priest-poet of the Greeks. 

In the creation of Axel, Bimbaud, in Wilson1s opinion, offers 

the modern poet a ohoice in the roles which he may play. 

^Starkie, p. 8?. l48Ibid., p. 88. 

^Cargill, p. 13?. 15°Ibid., p. 188. 

1^1Priederiok, p. kl6. 1^2Ib31d. 

^^^Vlde. letter to a friend, cited in Wilson, pp. 270-271. 



If one chooses the . . » way of Axel, on© shuts oneself 
up in one's own private world, cultivating one's private 
fantasies, encouraging one's private manias, ultimately 
preferring one's absurdest chimeras to the most astonishing 
contemporary realities, ultimately mistaking one's 
chimeras for realities. If one chooses the . . . way of 
Rimbaud, one tries to leave the twentieth century behind— 
to find the good life in some country where modern manu-
facturing methods and modern democratic institutions do 
not present any problems to the artist because they 
haven't yet arrived.*5^ 

Such a choice appealed to those poets who were In a quandary 

about their position in society, ana frequently the choosing 

of Axel's way led to an existence in an ivory tower completely 

withdrawn from all outside communication, 
% 

Huysmans, in A Bebours. creates the perfect Decadent in 

Dess Essointes, a maniacal hyper-aesthete with diseased tastes. 

He too found much to be admired in the Latin Decadents who, 

according to Baudelaire, wrote in a language which was quite 

fit for the expressions of the French Decadents. Lucan is 

tolerated, whereas Horace and Virgil are viewed with contempt; 

Petroniua and Apuleius are very admirable.1-^ Although Des 

Esseintes Is the perfect Aesthete, Huysmans is suspected of 

presenting a satire instead of a sympathetic reproduction of 

the French Decadent. 

Of the other Symbolists, Bemy de Gouraiont, admired by 

Pound, who translated some of his works, also believed that 

^Ibid., p. 287. 155Cargill, pp. 196-197. 

156Ibid., p. 197. 
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the best creative activity was the subconscious. Tristan 

Corbiere influenced many Anglo-American Symbolists and contrib-
1 (53 

uted to the development of English symbolist idiom. Jules 

Laforgue came close bo being the true example of the Decadent 

in his original and daring imagery, his fantastic usage and 

striking neologisms, and. his us© of irony} his style Influenced 
1<9 

Wallace Stevens, Archibald MacLeish, and Ezra Pound. He 

concentrated not on the ideal but on the everyday life, the 

"quotidien," thereby accepting Symbolist ideals but adjusting 

them to his own use} Laforgue, like other Symbolists, was 

interested in music, not symphonic music but the common music 

similar to 

The French Classical Revival was encouraged by Jean 

Moreas and the Scole Roaane, which included Ernest Raynaud, 

Maurice du Plessys, Raymond de la Tallhede, and Charles 

Maurras. Moreas, whose real name was Papadiamantopoulos, 

reverted to a classicism which had been modified by Byronlc 

Romanticismj his interest in Renaissance literature and his 

revival of archaisms caused his poetry to be somewhat obscure 
*f 

in spite of the freedom of expression which he achieved. " ~ 

The poets who attempted reviving the classics in France 

1^7Ibld., p. 224. 158Frlederiek» p. 4l$. 

159Ibid., p. 417. 160Starkie, p. 146. 
l6lIbid., p. 144. l62Carglll, p. 211. 



l±6 

thought that Prance as a nation oould only fulfill her destiny 

by acknowledging her Graeco-Homan heritage. In literature, 

Koreas and others looked to the Renaissance of the sixteenth 

century and to the "abortive Renaissance" of twelfth-century 

Provence for Inspiration, but their poetry reflected a 

classicism which was artificial, "watered-down" and out of 

16% 

touch with their age. J 

As Decadence declined in England immediately before the 

First World War, so did the French Decadents and Symbolists 

decline in importance because they failed to relate to every-

day life and concentrated on unattainable idealism and 

artifice. Some poets turned to Celtic and Teutonic myth, 

whereas others like Moreas turned to the classics. Paul 

Valery emerged as an important poet of the early twentieth 

century, and his theory of poetry, unlike that of the 

Symbolists, consisted of an interest in poetic creation as 

intellectual exercise1 he particularly wished to use an art 
16 *5 / 

form like music devoid of all ©motion. J Yalery is frequently 

compared to Mall&nae but is more intellectual and imaginative 

than is Mallarmdf. The difference between the two poets may 

be compared to that between a watercolorist and a sculptor 

since Mallarae^s poetry seems delicate in comparison to the 
/ I66 / 

marmoreal quality of ?alery»s poetry. To Valery the poet 
l63Starkie, pp. l6^Ibid., p. 144. 

l65Ibld., p. 168. l66Wilson, pp. 71-72. 
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Is an intellectual Juggler who distinguishes thought from the 

creation of art although "the latter Is seen as a formal quirk 

of the thinker's mind, indulged in rather as a mathematician 

might amuse hir.self with chess p r o b l e m s L a J e.un.® Par que, 

according to Wilson, represents a new genre in literature; 

the story concerns a young Pate, just bitten by a anake, who 
1AR 

sinks into a revery which explores the human consciousness. 

Wilson also states that 

the things that happen in "La Jeune Barque" and in Paul 
Valery's other mythological monologues—the Narcissus, 
the Pythoness and the Serpent of the rich period of 
poetic activity which followed immediately upon "La 
Jeune Parqua"—are never, on the one hand, quite 
Imaginable as incidents which are actually taking place 
and never, on the other hand, quite reducible merely to 
thoughts in the poet's mind. The picture never quite 
emerges} the idea is never formulated quite. And for 
all the magnificences of sound, color, and suggestion 
which w© find In these poems stanza by stanza, it seems 
to me that they are uneatisfactory-fegoaus© they are 
somehow not assimilable as wholes. * 

Valery's poetry constantly shifts from the visible world to 

an Intellectual, abstract realm, and the contrast and conflict 

resulting from the antagonism between the freedom of the mind 

and the limits imposed by life led Valery to create some of 

170 

the most original poetry In modern literature.' 

Valery, like the Symbolist poets, escaped into a private 

world which caused his work to be obscure and difficult. 

^^John Bayley, Romantic Survival (Pair Lawn, New Jersey, 
, pp. 51. ^9• 1957) 
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l68Wllson, pp. 70-71. 169Ibid.. p. 71. 

Ibid-. P. 75. 



The French poets, Ilk© their English counterparts, abhorred 

the world created by a utilitarian society and the Industrial 

Bevolution, a world dominated by the middle class, with whom 

they had little sympathy. Eventually the Decadents and 

Symbolists gave up hope of ever regaining or of creating a 

niche for themselves in the modern materialistic society 

whloh oared little for poetry,1''1 

The importance of the French Decadents and Symbolists 

in relation to English poetry was one not only of influence 

on English Decadents, but also one on English Symbolists and 

Imagists of the twentieth century, The English, like the 

French, sought to expurgate the narrative and reflective from 

poetry in an attempt to create pure poetry. The difference 

between the French Symbolists and the English Imaglats, however, 

is that the French looked to music for models, whereas the 

English turned to painting.1''2 Without admitting the influence 

of the French Symbolists on the English poets of the latter 

nineteenth century and the early twentieth century and without 

a knowledge of what the French Symbolists accomplished in 

their poetry, one apy well consider modem English poetry 

obscure, unreadable, or Incomprehensible since, as Friederick 

states, 

when the Anglo-American poetic revolution against 
Romanticism finally occurred around 1912, the Imagists, 

1^1Ibld.. p. 268. "^Grlerson, p. 553* 
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influenced considerably by the parnassians, ©specially 
Gautier, formulated a new poetics which Is essentially 
the same as the paraassian poetics: poetry should be 
clear* cool, chiselled, objective and. should use as its 
principal device sharp and evocative images.1^ 

^•^Friederick, p. 406. 



CHAPTER II 

THE IMAGI3TS 

The English classical revival began In 1908 with the 

establishment of the Poets Club by T. E. Hulmej In the same 

year, a pamphlet entitled Pour Hoel was published. The Club 

lasted until 1912* with Hulme as its leader. The posts who 

comprised the group constantly changed•, all, however, were 

interested in bringing innovations into English poetry.1 

The poets became interested in form, craftsmanship, and 

2 

technique, all typical concerns cf classicists. 

The precursors of the group had been Dorothy Wordsworth, 

Walt Whitman, Stephen Crane, and Ford Madox Ford,^ and the 

creed of the new group of poets was based through the Prenoh 

Symbolists on the theories of Bdgar Allan Poe. Ezra Pound, 
h, 

himself a member, eventually named th® group the Itnaglats. 

Besides being influenced by Poe and by the French Symbolists 

whom they strongly resemble, the Imagists were descendants 

of th© Pre-Baphaelit® Brotherhood who also believed that th© 
•̂ St&rkie, p. 156. ^Bayley, p. ^9. 

%oxle Meale Falrohild, 1880-1920 Gods of a Changing 
Poetry. Vol. V of Religious Trends In English Poetry. 5 vols. 
(New York, 1962), pp. 42?-^30. 

Il 
Grterson, p. yb6. 

50 



51 

visual Image contributed much to poetry. Although there were 

also connections with the Decadent®, "both English and French, 

the Imagists, Instead of concentrating on individual with-

drawals into ivory towers, attempted creating precise and 

economic expressions "of a new sort of consciousness for which 

the traditional techniques were inadequate."-' 

The connection between the English Imagists of the first 

two decades of the twentieth century and the French Symbolists 

is the strongest connection the Imagists have with another 

literary movement. Gilbert Hlghet classifies two Imagists, 

Ezra Pound and T. S. Eliot, as Symbolists with Stephane 

Mallarme, Paul Valery, and James Joyce. Pound and Eliot 

eventually disassociated themselves from the Imaglst movement 

when it began to decline in importance, but the influences on 

their poetic theory and practice when they were Imagists 

colored their later poetry greatly. Indeed, many Imagists 

who are less well known than Pound and Eliot verged on 

Symbolism themselves. 

The Symbolists and the Imagists both used the Greek world 

as a decorative background of metaphor and allusion from 

6 

which they drew images. The materia,! which they used was, 

however, disguised until it became merely Ma hint, a nuance, 

a grotesque, a parodic reminiscence, a phrase repeated in a 

^Finto, p. 152. 

6Highet, p. 516. 
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dream, a poignant echo.'^ To these poets, Greek and. Latin 

literature is a storehouse of wisdom which stimulates 

imagination and consoles wounds incurred in the confrontation 

8 

with the modem world. The return to myth and legend is 

comforting, but it is also to 'be expected since in becoming 

inter@st@d in man's deeper mind, one looks to primitive tales 

and discovers profound significance illuminating the unknown 

portions of the soul,^ 

Beside® being entranced by the classical world and 

classical literature, the Symbolists and the Imagists sought 

to use classical patterns as guides, but the results frequently 
10 

are distorted and fragmentary replicas of the original model. 

The discipline of the classical forms sometimes appears to be 

too much for the modern poets, but their admiration and use of 

classical myth never loses its important place in their 
11 

symbolism and imagery. Greek mythical gods and heroes 
symbolize spiritual attitudes, and the stories of the gods 

and heroes interpret spiritual experiences, beliefa, and 

12 

aspirations. The difference between the classical writers 

and the Symbolist poets (including Pound and Eliot) lies in 

the fact that the modern poets 
7Ibid., p. 51?. 8Ibid., p. 518. 

9Ibid., p. 5^6. 1QIbld.. p. 5<A. 

11Ibld.. p. 507. 12Ibld.. p. 510. 
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leave much to the imagination. But do the Greek poets 
ilso not leave much to the Imagination? Tes, but the 
Gmeks state the essentials, and allow the hearer to 
supply the details. The symbolist poets do not state 
the essentials. Instead, they describe the details, 
which, although not central, are so vivid as to haunt 
the mind. *• 3 

The influence of the classical writers and of the classical 

world of the Imagists and the later English Symbolists cannot 

be overlooked. In order to sea the influence clearly, the 

distinctive characteristics of the movement should be known. 

Many of the Imagists were Americans who had exiled them-

selves to Europe. The reason these expatriates escaped 

America can be traced, In Pairohildfs opinion, to the fact that 

of all the Western nations, the United States had become the 

"land of machine civilization "Par excellence," thereby causing 

the artist to feel an even vaster alienation than did artists 

in other countries. America cultivated Philistinism and 

materialisms there was an antipathy toward intellectuals and 

artists, and more pressure was exerted on citizens to conform 

to the national spirit of team co-operation through the 

facilities of mass education which led to a "larger, stupider, 

and more aggressively antiaesthetlc reading public than anywhere 
1 k 

else in the world." In retaliation, the expatriate tended to 

exaggerate the evils of the American democratic society and 
15 

to forget a more congenial historical American civilization.' 

13Ibid., p. 502. ^Falrohlld, p. 538. 

15Ibid. 
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The American expatriate ironically felt a greater attachment 

to America while living in a foreign country than he did at 

home, and the American materialistic skills which he abjured— 

competitive drl^e and professional expertise—were put to 

16 

excellent use in his own craft. The Imagists were icono-

clasts who refused to imitate fuzsy-headed Romantics and 

soft Georgians, and who turned instead to the more rigorous 

ancient Greeks and Chinese for models. They tried to achieve 

the hard, clear and brilliant instead of the soft, indefinite, 

and vague which had appealed to the nineteenth-century poets. 

The Americans clearly saw that the twentieth century could 

not compare with the civilizations of the past, which was more 
17 

alive than contemporary life could ever hope to be. 

The Imagists, Interested in painting and sculpture, tried 

to Incorporate the qualities of visual art in their poetry. 

They attempted releasing poetry from conventions and traditions 

by concentrating on the fresh image which they perceived in 

their confrontation with modern life, but, because words are 

old and their meanings largely fixed, their attempts were 
1 s 

limited. The Imagists began to realize that their expressions 

could not communicate to the general public; therefore, they l6Ibld. 

^Stephen Spender, The Struggle of the Modem (Berkeley 
and Los Angeles, 1963). pp. 216-21?.' 

l8Ipld.. p. 190. 
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farmed a ooterie of the self-chosen elite who were concerned 

with preserving art from the barbaric, vulgar, commercialized 
1Q 

middle classes. 

As the ne. coterie began practicing their art, they 

formulated a doctrine enumerating their standards. To them 

the image was the most important part of the theory and the 

practice; Spender defines "image" as being 

, . . the immediate visual reaction of the sensibility 
of the poet to an event which strikes him with felt 
force, . . . The liberating impulse of the imagist was 
the Idea that any image was authentic to the extent that 
it realized itself in the mind of the attentive and 
aware reader. Here there was the example which gave 
authority not only to the outrageous Imagery of Joyce 
and of the early Eliot . . . but also to a new idea of 
what was meant by "work" in poetry. Work was not 
hunting around for rhymes and filling up metrical lines, 
but the kind of concentration in performance which remains 
faithful to the moment in which an idea, visualized, 
first purely occurs and assarts its claim that it Is 
capable of further definition.20 

Further, Imagism emphasized the writers1 perceptions of 

experiences which appeared as images, and the forms used were 

Judged on whether they realized and liberated or subdued and 

91 
inhibited the image. In order to perceive the true image, 

22 

the poet must suffer both isolation and rejection. The idea 

that the artist must be estranged from society was not new 

tolthe English and, especially, the American poets since the 

themes of Hawthorne's "The Artist of the Beautiful" and of 

"^Pinto, pp. 151-152. 20Spender, p. 111. 
21lbid., p. 131. 
OO 
John P. Kermode, Romantic Image (London, 1952), pp. 1-2. 
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Henry James* "The Lesson of the Master" conoern the same 

concept of the artist*s alienation from a practical and. 

unaesthetio society. The Image to James Joyce was the "epiphany," 

and his term perhaps conveys the element of mysticism and 

incomprehensible wonder which accompanied the reception of the 

true imagej for some Imagists such as Pound, Hulme, and others, 

this unexplainable phenomenon conflicted with their emphasis 

of hard, dry, accurate depiction of the subject of their poems, 

"but for a few of the lesser poets, the "epiphany" ideally 

21 

suited their natures. ^ 

For th® Imagists, as for Rimbaud, the "I" is transformed 

"by the elimination of the subjective self-consciousness which 

inhibits the reception of the Image. As Spender states, 
the modern Imagist attempts to operate upon the "I" 
by transforming the action of art into acting experience 
directly upon the sensibility, thus short-circuiting it. 
This is, 1 have suggested, what survives from the 
Imagist method, which is more important than its 
programme of having poetry consist of nothing but 
images. . . , The justification of the systematic 
disordering of all th© senses in order to attain the 
unknown, is that it cuts out that which is consciously 
the poet or man of letters who writes "I". Instead, the 
nerves and brain become mere instruments on which 
experiences write. 

For the Imagists the "I" could, with the proper manipulation 

of material, treat any object, even machines, in a poetic 

manner, but the Imagists failed to tell how to treat such an 

object or how the process would relate to the traditional 

2^Pairchild, p. '+51. 2^Spender, p. 140. 
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presentation of poetic material. The loagists1 "Manifesto" 

otherwise was sound within its limitations, but neither* the 

Imagists themselves nor the poets whom they contradicted 

believed that >.ae Imagists were anything other them destroyers 

of the old tradition who were preparing for the establishment 

of new forms and methods of poetry.Zj the result was, to 

some, an unintelligible streaia-of-consciousness technique 

which did not incorporate classical simplicity and clarity, 

but the Imagists themselves insisted that they were essentially 

classicists opposed to Romantic poetry. 

Among the Imagists, mainly dominated by the American 

expatriates, who attempted as had the French to correlate 

iau3ic, painting, and sculpture with poetry, and who were to 

the general public esoteric, were P. 3, Flint, James Joyce, 

and D. H. Lawrence. The real revolutionaries attacking the 

"hopeless ineptitude of current English taste," however, were 

26 

Ezra Pound, T. 3. Sliot, Herbert; Head, and Hi chard Aldington. 

Since the classical influence on Pound * 3 literary theory and 

poetry is the subject of later chaptars, it is not necessary 

to go into great detail tracing the general outline of his 

work in this chapter, but his position in the Imagist group 

and his relationship to other Imagists must be stressed. 

O if 
-'Cleanth Brooks, Modern Poetry and the Tradition {Chapel 

Hill, 1939)» P. 72. 

^Fraser, The Hc>d®rn Writer, p. 193• 
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Pound was closely associated with T. S. Eliot during 

the more productive years of the Imagist movement. They were, 

In Spender's terminology, "revolutionary traditionalists" who 

s&w In Ulysses the true tradition for modem poetry, and they 

studied past masterpieces In starch of this true tradition 

which had been submerged under sentimental, ineffectual 

27 

Romanticism, In the search for images, the two poets allowed 

the Image to determine the form, which was suitable? their 

poems, especially Pound's, reveal an astounding knowledge of 

past formsi some were extremely obscure forms which had not 

been used for centuries. The purpose of the study was to 

develop an individual style and form. Too, Pound and Eliot 

never were as prone to isolation as other Imaglstsj although 

they hated the vulgar, commercialized society they lived in, 

they really were more Interested in reconciling society and 

bringing about a reunion of society and art than were H. D. 
pO 

Aldington and Hulme. In their attempt, however, they lost 

readers by presenting too vast a range of allusions to past 

civilizations which the readers had never heard of, and they 

used Idiomatic diction which did not sound "poetic" to readers 

accustomed to reading Edwardian, Georgian and Romantic poetry. 

The Idiomatic diction, of course, allowed Pound and Eliot to 

write about the commonplace in contemporary life, but again 
Spender, p. 222. 

2®Praser, The Modern Writer, p. b2. 
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readers generally felt that such subject matter was not "poetic." 

Perhaps the most incomprehensible quality about Pound's and 

Eliot's poetry was the ironio nostalgia which they expressed} 

a society just emerging from Victorian ideas of progress 

could not understand a discontent with present life nor the 

desire to escape into the past.2^ The readers needed time to 

catch up with Pound and Eliott some never made it# During their 

Imagist period, the greatest contribution of Pound and Eliot 

was their expressions In Idiomatic diction of the laofc of 

current Ideas available to poets and the condition of society 

30 

which created an aesthetic desert.J 

Pound*s Influence In Imagism was his untiring searoh for 

new forms and new techniques.-^* He also led the attack on the 

Georgians, whom he felt received undue attention for their 

innocuous poetry. He developed the static image into a dynamic 

image which he called an "idea In action." However, in spite 

of the invigorating leadership which he offered, one Imaglst 

upstart, Amy Lowell, began taking the position of leadership 

away from Pound. Amy Lowell had learned to discard the Keats-

Tennyson style from her poetry and had published In Pound1s 

Imagist anthology, but the second anthology, Soâ e Imaglst 

Poets, was published in Boston by Amy Lowell. The second 

2^Spender, p. 213. ^°Ibld., p. 251. 

-^Friedertek, p. ̂ 19. 
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anthology did not include poems by Pound, who In retaliation 

32 

began calling Iaagism "Amyglsm."^ Pound completely dis-

associated himself from Imaglsm and proceeded to develop 

along more individual lines. 

The Sltwells—Edith, Osbert, and Sacheverell—had begun 

to experiment on the same lines as the Imagists, They too 

used vers llbre. although not exclusively, and they believed 

that poets should write in the idiom of their own time, not 

the idiom of the last century. Form and idiom, then, were to 

be suited to and be the expression of the twentieth century. 

S 11th Sitwell's early poems contain hard, bright images which 

objectify her subject} she did not care for abstractions. 

She concentrated on conveying her sensation of the objects' 

appearances however. As Ward explains, 
objects and scenes are often robbed of their visual 
quality, in order that they may be given a sensation 

Lty. The reader is expected to receive an impression 
of things—not through descriptions that enable him to 
recognize them as things known by sight, but by an 
application of epithets designed to revive the sensations 
previously experienced in contact with similar objects, 
or in similar circumstances . . . .33 

The value of Imaglsm was that It opened the common world 

to the poeti it, in essence, released poetry, allowing poets 

to discuss what they had never discussed before.^ The 

Imagists were primarily housecleaners preparing for a new type 

32 

People (New York, 1951)» P 
Arthur Hobson Guinn, The Literature of the American 

" ' * . W2. 
-^Ward, p. 193. ^Spender, p. 113. 
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of poetry, but except for Pound and Eliot, who later developed 

their own individual techniques, the Imagists were not great 

p o e t s . T h e Imagists also reunited prose and poetry in their 

Insistence that form, rhythm, and rhyme are secondary to 

i m a g e . T h e movement also stimulated others to similar or 

related experiments. The Surrealists extended the technique 

of de-inhibition beyond the Imagists' mere creation of the 

37 

image through the use of word and form. According to 

MacNeiee, the Surrealists, by not controlling their media and 

thereby becoming "a modest registering machine," put into 

practice the theory which Plato states in Ion.3® The 

Surrealists attempted recording the various states of the 

mind, such as reverie, dream, trance, delirium, and even 

insanity. The first Snglish Surrealist was James Joyce, 

whose Ulysses had inspired Pound and Eliot in their Imaglat 
"5Q 

period.J7 

Another movement which evolved from Imagism was Vorticism, 

led by Pound and Wyndham Lewis, who put into practice the 

artistic theory of Gaudler-Brzesfca. The Vorticists substituted 

the word "vortex" for M Imagebut essentially the two groups 

were quite similar. The Vorticists, taking the aesthetics of 

T. E. Hulm® seriously, attempted to impose order on the chaos 
3-*A. H. Quinn, p. 86k, -^Spender, p. 116. 

37Ibid., p. 113- 38MacNeice, p. 152. 

39, Grlerson, p. 566. 
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which the destructive tendencies of Imagism had provoked, but 

In general they failed since those Involved In the movement 

still felt the urge to destroy the Influence of the nine-

teenth century. ' The term "vortex," according to Kermode, 

reveals the influence of Yeats; as he says, 

I Imagine the origins of Vorticlsm will not be fully 
understood until the Pound-Yeats relationship is better 
known, but it is not unreasonable to guess that the term 
derived in the first place from the Empedoclean 
vortex which attracted Yeats because it provided a 
magical symbol of the resolution between antinomies like 
concord-discord, life-death, stillness-movement. The 
Vortex is the Image In movement, though paradoxically 
still . . . . This appealed to Yeats because of his 
fascination with oscillation between opposltes, to 
Pound because he had abandoned simple Iiaagism (which 
gave concreteness but. not vitality and action) and to 
Wyndham Lewis . . . . 1 

The Vorticiats concentrated on establishing a creative rather 

than a destructive force in modern art, but again the 

Vorticists created a coterie of the elite and did not attempt 
Lo 

to reach the public. 

In spite of the fact that Pound was recognized as the 

leader of the Imagists, others insisted that T. E. Hulme was 

the leader and that Pound had stolen Hulme1s ideas. Hulme, 

in his Poets Club which met in a Soho restaurant, worked out 

the theory which evolved Into Imagism; he detested smoothness 

in poetry but admired compact, functional writing.^ He also 

attacked Humanism and contended that philosophy should revert 

^Fairchlld, p. ^Kermode, p. 133* 

^2Falrchild, p. ^ A . H. Qulnn, pp. 861-862. 
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to Scholasticism and art to Egyptian and Byzantine hieratic 

and geometrical art? he rejected the Romantic idea that man 

is basically good and. getting better, and he saw man as 

imperfect and the world as an ash-pit relieved only by 

ifrif, 

occasional oases. 

Hulxae believed that man was a highly organized chaos on 

the verge of reverting to prisitivism at any moment} the world 
l$K 

and society had been mad© from ennui and disgust. J In his 

statements he rejected as naive the philosophy of the 

Romantics, and he cleared the way for a now poetry which 

would take over in England after Romanticism had been blasted. 

The philosophers who had influenced Hulme were Cusanus, 
lj.7 

Bergson, and Husserl, as is revealed In Hulme1 a "sociopolitics." 

The change which he locked for in politics, religion, and 

philosophy was evident to a lesser extent in the changes which 
kft 

he demanded in poetry. Although Hulme looked at poetry as 

a philosopher and theorist and not as a critic, he wrote 

poetry himself and greatly influenced those poets who met 

with him in the Soho restaurants or in his apartment. He 

attempted imposing logic on poetry and seemed more interested 

hit 

Pinto, pp. 152-153• 
E. Hulme, Speculations (London, l$2k), pp. 227-228. 

jttf 

Alun B. Jones, The Life and Opinions of T. S. Hulme 
(Boston, i960), p. 35• 

^Michael Roberts, T. E. Hulme (London, 1938), p. 209. 
**8Ibld.. p. ?1. 
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in finding an image and than expressing It without making ugly 
kQ 

noises than In using words as "counters.tt * Peeling that 

poetry m the nineteenth century was .ineffectual, Hulme stated 

that the good poem, the strong poem, should contain a new 

analogy and should startle, or shook, the reader, the desire 
<0 

to shook being a carry-over from the Decadents. He 

suggested that poets look at the world, not as they had been 

taught, but as they themselves could see, and then the poet 

should persevere until he oould express what he had actually 

seen*^ 

To Hulme, subject was irrelevant, but accuracy and 

detachment were extremely Important j words had been .made 

meaningless by overuse and the precise new word should express 

the emotions, If there were any, accurately„2 Hulme looked 

to a new '•classical" poetry, meaning a poetry which would 

express "a belief In objective ethical values.Han's art 

should express his sense of limitation and imperfection by 

hard, geometrical surfacesi poetry was not excluded from this 

dictum. Hulme himself acknowledged the fact that to believe 

that either Romanticism or Classicism was the ultimate theory 
**9Ibld.. p. 223* 50Ibid,, p. 207. 

51Ibid., p. 209. 

52Babette Deutsch, Poetry (New Xork, 1951), 
p. 80. 

-^Roberts, p. 58. 
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by which to pattern art was a fallacy since "both interrelate 
Kll 

and both are Inseparable.v As Hulme explains It, 

. . . there are the two views, then. One, that man is 
Intrinsically good, spoilt by circumstance; and the 
other that he is intrinsically limited, but disciplined 
by order and tradition to something fairly decent. To 
the one party man's nature is like a well, to the other 
Ilk© a bucket, The view which regards man as a well, a 
reservoir full of possibilities, I call the romanticj the 
one which regards him as a very finite and fixed 
creature, I call the classical.55 

To Hulme, Romanticism was the deification of man, and man was 

not worth it,-' Hulme believed, too, that he was witnessing 

the decline and decay of Romanticism and that soon classicism 
<7 

would become predominant,-" 

The classical art which would supplant the Romantic and 

Humanist art would be not an imitation of the past but an 

expression of the religious view of the world.^ Although 

poetry will express the religious attitude, it will not be 

a religion in Itself, unlike the art of the past, and, as he 

observes, 
the effect of rhythm, like that of music, is to produce 
a kind of hypnotic state, during which suggestions of 
grief or ecstasy are easily and powerfully effective, 
. . . Thla is for the art of chanting, but the procedure 
of the new visual art Is Just the contrary. It depends 
for Its effect not on a kind of half sleep produced, but 

^Hulme, Speculations, p. 236. 

55; 

57-

^Ibld., p. H7, ^Ibld.. p, 118, 

Ibid.. pp. 121-122. 

-^Roberts, p. 58, 
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on arresting the attention, so much so that the succession 
of visual Images should exhaust one.59 

Hulm© does not feel that the exact description of finite 

objects could "to© adequately expressed In prose since poetry-

is a sensuous, concrete language whioh, unlike prose, forces 

th® reader to feel the object described as if he were actually 

seeing it,^° 

Hulme did not fully explain the nature of the coming 

classical revival since he did not know whether it would be a 

vital or a formal movements he was not even certain that th© 

movement would be recognized as being classical since in all 

likelihood it would be much different from past classical 

periods beeau.se Romanticism had made such an impact on 
61 

literature, Hulm© was mora concerned, as he put it, with 

"the maximum of Individual and personal expression" of the 
62 

poet than with "the attainment of any absolute beauty." The 

classical poet, always mindful of his limitations, 

. . . aust be free from th® prosaic vision that we us® 
for ordinary purposes. The merit of his work depends 
partly on the technical skill with which he communicates 
what he has seen, partly on the accuracy of his intuition, 
and partly on the proportion that he establishes between 
it and other intuitions.»3 

-^T. E. Hulme, Further Speculations, edited by Sam Hynes 
(Minneapolis, 1955)» p. 73• 

^°Hoberts, pp. 65-66. 

61 

Hulme, Speculations. p» 125. 

Hulme, Further Speculations, pp. 71-72. 

^Boberts, p. 212. 
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The classical subject matter which Hulme approved was that 

which was ordinary, perfectly human, and never exaggerated$ 

the hero of necessity should be a man, not a god. Metaphors 

and Images should be fresh, not for novelty, but to keep 

readers from passing over words which they had become accustomed 

to reading as "counters." In order to be vivid and exact the 

metaphor and the image should be new and unexpected, and the 

images, essential in intuitive language, should startle the 

reader by drawing attention to similarities and differences 

in an unusual manner,^ 

Since the world in Hulme1s opinion is "an ash-pit of 

cinders," whatever unity exists is similar to n% kind of 

66 

manufactured chess-board laid on a cinder-heap," One 

comprehends the world through the processes of the "imagination" 

and expresses what the imagination comprehends through the 

processes of "fancy." ( The classical poetry which Hulme 

advocates would be an expression through fancy, since emphasis 

upon mere imagination is the Romantic method which generally 
68 

discounts fancy. As Roberts explains "fancy," it is "not 
only a grasping of sensuous similarities . . . It is also a 

69 

grasping of obscure relationships and associations," 7 

Ab. 6 

Hulme, Speculations, p. 127. ^Roberts, p. o?. 

^Hulme, Speculations. p. 219. ^Roberts, p. 68. 

68Ibld.« p. 70. 69Ibid.. p. 221. 
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The new metaphors which startle the reader into perceiving 

70 

the same truth about the world are metaphors made from fancy,' 

Although Hula® disapproved of Romanticism, he did not 

entirely discount the methods of the Bomantlcs. As Fairchild 

observes, " . . . the basic motive of his 'classicism1 was 

desire to preserve romantic power-experience by purging it 

of enfeebled romance and enthroning it within an art-world of 
71 

contrahuman disengagement and abstraction.Mf The execution 

of such a task is, perhaps, impossible, but the theory did. 

have historical importance. In looking to other artists, 

Hulme commended Hossetti's fusion of the physical and the 

spiritual. Whitman1s theory that all things are poetic, and 
72 

the French vers llbrlsts' techniques of expressing the ordinary. 

He looked to what he called the new "mechanical artM which was 

not merely a reflection of a mechanized society but "a result 

of a change of sensibility which is . . . the result of a 

change of attitude which will become increasingly obvious."^ 

The new mechanical art will make it impossible to portray the 

heroic and noble in epic-form* instead what will be important 

will be the poet's impression, since it has become "definitely 

and finally Introspective and deals with expression and 
^Hulme, Speculations, p. 137. Fairohlid, p. 

^Hulme, Further Speculations, pp. 91, 97* 68, 

73, 'Hulme, Speculations, p. 109. 
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communication of momentary phases in the poet's mind . . . 

Of necessity the new expression of the poet will not rely on 

meter since meter inhibits the perception of the image which 

is the most important element of the new classical poetry, and 
this new verse resembles sculpture rather than music? 
it appeals to the eye rather than to the ear. It has 
to mould images, a kind of spiritual clay, into definite 
shapes. This material . . . is Image and not sound. 
It builds up a plastic image which it hands over to the 
reader, whereas the old art endeavoured to influence him 
physically by the hypnotic effect of r h y t h m . 

Each word should be an image which is hard, definite, and 

personal.^ 

Huliae's own poetry was not imaglstloj he wrote poems 

simply to Illustrate, not always successfully, his theories. 

His own diction and syntax had not been freed from the Influence 

of the Victorian Homantlos. The forms which he chose were 

the Japanese tanlca and haiku and the French vers llbre.7/ 

lis own poetry points out the limitations of his theory, 

since, as he had chosen to be a painter In words, he limited 

his poetry to literal descriptions of tangible objects, but 

there are a few striking* metaphors such as his describing 

the moon as a child's balloon caught in the sails of a ship. 

The restriction of poetry to the superficial and logical 

eliminates the necessary abstract and perceptive quality which 

' Hulme, Further Speculations, p. 72. 

75Ibld.. p. 75* 76Ibld.. p. 79. 

77Jones, Huliae. p. 53 • 
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most poets enjoy. Perhaps had Hulme not "been killed In 

Flanders In 1917, he might have refined his theory. As it 

was, he Influenced those young poets who listened to him, and 

they in turn determined the development of twentieth-century 

poetry. The primary achievement of Hulme and those who 

practiced his poetic theory was that of ridding poetry of the 

stifling influence of decadent Romantic ism. However, in 

spite of zealous opposition to such an idea, Imaglsa might 

have developed without Hulme. 

Ezra Pound took over the task which Hulme had set for 

himself, "but Pound disliked Hulme1 a insistence on the 

necessity of metaphysics in poetry, Regardless of the charges 

against him, Pound insists that he would have developed a 

similar theory without the help of Hulme, and, therefore, 
OA 

Pound looks to Ford Mad ox Pord as the "Father of lEiagism." 

The accusation of some critics that Pound stole his Imagist 

theory from Hulme Is inaccurate since Hulm© after entering 

the war lost Interest in his poetic theoryj Pound, therefore, 

should not be falsely accused of stealing Ideas which had been 

left abandoned and which he felt were significant in the 

development of his own and other Imaglsts' poetry. It is 

true, however, that neither Pound nor Hulme had much use for 

each other personally, even though Pound proved useful to 

"^Ibld., pp. 52-53• ^Roberts, p. 208. 

80Kermode, p. 121. 
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Hulm© as an excellent "public relations man." Hulme, himself, 

was rather irritated by Pound, thinking him a comedian, but 

Hulme indulged and patronized Pound because, in his opinion, 

the young American poet had not fully accepted the theories 

which he was advocating. The Influence of Hulme on Pound 

was significant in that Pound quieted down his poetry a 

great deal after he met Hulme and began to experiment with 

different forms and different tones of voice. There were, 

however, other Influences on Pound which were not at all 

related to Hulae, influences such as Penollosa, the medieval 

Italians, and the Provencal poets. 

Among the Imagists was "H. D." (Hilda Doollttle), whose 

poems are frequently considered the most nearly perfect 

Imagist poetry. The Greek influence on H. D. is considerable? 

she has written a drama, Hjppolltua Temporizes, published In 

1927i the form of which is classical. Also, H, D. translated 

Euripides' Ion.^ Her translations are important in determining 

the methods by which she re-creates the Greek world in her 
Rk 

poetry. H. D.'s use of Greek literature is more than mere 

theme and form; it is instead '•something suggestive of a 

mystical affinity, or, to the fanciful mind, a reincarnation."^-* 

The Greek provides a mask for H. D.» but the Greek which she 

Jones, Hulme, p. 33. ^2Xbld. 

^A. H. Quinn, p. 864. ^Bush, Mytholofgy. p. ^97. 

®-*Glenn Hughes, Imaglsra and the Imaglsts (New York, 1931)» 
p. 112. 
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turns to Is colored by her own thought, making It not the 

true Greek spirit of the past "but one which she makes her 

86 
model of the Greek spirit. The result Is a romantic 

attachment to Greece but also a new kind of sophisticated 

87 
prlmltivism, ' Her favorite model Is Sappho, but "the Greece 

she dwells In has no real connection with the Greeoe of 

88 

historic actuality," Through her poetry, H. D. expresses 

the oppression which a sensitive mind feels when confronted 

with the ugliness and barbarism of the modern world which 
89 

has no use for beauty. 7 

Many of H. D.'s themes concern love, which leads to her 

use of the figures of Eros and Aphrodite. Because of her 

emphasis on love, sh© is not concerned with representing 

mythical characters and situations with fidelity.90 Even her 

translation of Ion forces the Greek play to become an Iraagist 

play full of vague cries and bright I m a g e s . H e r poem At 

Sleusls compares a twentieth-century psychoanalyst to the 
goddess of Eleusla, both performing the ritual of the 

go 

Mysteries. The Look-Out presents the poet, called lynoeus, 

^F&lrohild, pp. ̂ 63-^6^. 
8?3ush, Mythology, p. 505. 88Ibid. 89Ibid. 
9°Ibld.. p. 502. 
91 

Louise Bogan, Selected Criticism (New York, 1955)» p. 62, 

92Pairchlld, p. ^63. 
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as toeing the look-out on a Greek galley rowed by members of 

the "Philistine public"; Lynceus sees and feels everything 

with excruoiatlng pain while the rowers envy him his "easy 

job."93 

H. D.'s Greece is one whioh she finds after following 

the work of Moreas, the Latin Decadents, and Ovid, resulting 
Qii 

in a definite "Decadent" tone in her poetry, Greece to her 

is a dreaa world containing ideal beauty, but her method of 

seeking and expressing beauty is definitely Mun~Greek." She 

also resembles the Yletorlan Hellenists in her search for 

the "Ivory tower" which they eventually gave up. As Bush 

states, "hear Greeee, the paradise of beauty and beautiful 

loves, is essentially the Greece of Pater and Wilde. 

Riohard Aldington, H. D.'s husband, In his early works 

reflects the same intention and technique which his wife 

revealed in her poetry, but his poetry was softer and 

contained more Victorian weariness and nostalgia than did 

H.D.•s. Greece to Aldington was a "symbol of the beauty of 

nature and art, of freedom and amorous n y m p h s . O n e of his 

poems, Chorloos. reveals the influence of Swinburne In the 

melancholy regret, satiety, death, and eternal sleep whioh 

is similar to the themes in Swinburne1 a The Garde,n of 
Q7 
, Aldington's Images, however, shows that all his 

•^Xbld., pp. 465-466. ^Cargill, pp. 246-247. 

9^Bush, Mythology, pp. 505-506. 9^Xbld., p. 468 . 

97S6id. 
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poetry is mot entirely Greek; the poetry presents an ugly 

London* a picture of filthy peace, to which was added 

. . . a greater ugliness, and, as the poet had con-
trasted the statue of Eros and Psyche with the grime of 
Camden Town, so his Images of war were mingled with 
visions of "beauty and th© women of Hellas,1' the sea 
and ©lire gardens, fauns and "naked wanton hama-
dryads . 

In 4 Fool JL * the Forest;, published In 1925» Aldington presents 

one character spilt into threes the narrator Is a modern 

artist who struggles to relate himself to th® world, but the 

other two characters comprising th® total being—the Conjurer 

and Messfietln—are monsters representing th® Intellectual and 

imaginative sides of the one person. Th© three visit Athens, 

and while they are there, they discuss Greek culture. The 

Greeks possessed the perfect harmony of mind and senses which 

led them to accepting life by enjoying it but with disciplined 

senses of beauty. In contrast the twentieth century is 

depicted In the conclusion of the story as unbalanced and 

diseased. Mezzetln, through the Conjurer's blundering, Is 

killed in the war? the Conjurer is then thrown into the Thames 

by the artist who, now that both his Intellect and imagination 

are destroyed, becomes one of the middle class comfortably 
OQ 

living in suburbia. 

Greece is the image which Aldington uses to present his 

love of beauty and desire for pagan freedom, although 

98Ibld.. p. 469. "ibid., pp. 469-4?0. 
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saturated with melanGholy.*00 His conception of Greece Is 

generally emotional and sentimental. As Bush states, 

altogether, Mr. Aldington is a sensitive romantic rebel 
who has found in Greek poetry, as any selective reader 
can find, support for his own temperament. He is 
superior to many such rebels in being-aware of 
disharmony and confusion in hiiaself, 

T. 8. Eliot, although not generally recognized as an 

Imaglst, did have, nevertheless, an "Imaglst period," During 

that time he was greatly influenced by Ezra Pound, who edited 

The Waste land, wjjic# Eliot published in 1922, The close 

relationship between the two poets who began their careers as 

Imaglsta is reflected in their poetry of the tine of their 

friendshipi Pound and Eliot both wrote a poem entitled "Portrait 

of a Lady," Pound's characteristically being entitled "Portrait 

d 'une Peauae." There are some similarities in Hu&h Selwyn 

Hauberley. published by Pound in 1920, and The, Waste Land by 

Eliot. The techniques of The Waste Land—the evolution of free 

association, the studied banality of phrase, ana the delib-

erately pedestrian rhythms—had been foreshadowed in Eliot's 

1 OP 

The Love Song gf J. Alfred Prufrock, published in 1917. 

Eliot brought together two disparate traditions, that of the 

French Symbolists and that of the seventeenth-century English 
103 

Metaphysieals. J Eliot, like Pound, uses scraps of passages 

100Fairchlld, p. 468. !01Bush, Mythology, p. **70. 

102Grlereon, p. 5^7. 103Wilson, p. 93. 
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In his poetry from those poets whom he has studied. He 

also has used prose works, as Is seen In his finding in 

Jessica Weston's From Ritual to Romance and Frazer's The 
1 Q< 

Golden Bough sublet material for The Wait# Land. 

One of the chief subjects of The Waste land Is that the 

classics may b# a consolation for those who hate the twentieth 

century. In order to make twentieth-century brutality and 

cruelty endurable one must turn not to philosophy or politics 

but to legends and myths, to mystical, haunting words, to 

beautiful poetic phrases, to graceful, musical sounds, and to 

pictures beyond intellectual comprehension. Eliot chooses as 

the archetype for the artist Philomel** the ravaged, mutilated 

woman who was transformed into a faightingale, her cry of pain 

becoming music. Hlghet states that "the transformation was 

the work of the Greek spirit, which has provided for . . . 

both comfort in facing the vlleness of life, and stimulus to 
1 O/ti 

soar, although wounded, above it." The Waste Land Is an 

expression of the emotional starvation of the artist In a 

world become desolate, sterile, and puritanical.107 The poea 

becomes a literary medley, again reflecting the influence of 
4 AO 

Pound. ' The medley is one of 
. . . cross-currents, switch-overs, throw-backs, and 
quasi-automatic tags of . . . a serious and horrified 

^•^Svans, p. 200. 10^Plnto, p. 170. 

106Highet, p. 519. 107Wilson, pp. 104-105. 

108Ibld., p. 110. 
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attempt to represent (without satire and without 
sentimentality) the gloomy cross-currents, the half-
exposed strata, the ruins and dying roots of that 
civilization which the Freudians spend their time 
dissecting and which the Marxists hope to alter,10? 

Besides the figure of Philomela, the Tiresias figure also 

represents the plight of the poet who in gaining wisdom and 
110 

understanding "becomes blind and helpless in daily life. 

Eliot*s plays reveal the influence of the classics. The 

Family Reunion Is an interpretation of Aeschylus1 The 

Sumenldes in which the Furies avenge themselves on an English 

family "because the father and the son both want to get rid of 
111 

their wives. !l?he Elder Statesman also reflects the influence 

of Greek tragedy, being patterned after Sophocles' Oedlpua at 

Colonus.112 

After their Imagist periods, Pound and Eliot developed 

along individual lines, but both continued to dominate 

contemporary poetry, which may be traced tack through the 

Georgians and the Decadents to the Pre-Raphaelites with a 

considerable influence of French Decadent and Symbolist 

poetry. The classical Influence is apparent, though the 

emphasis may be only secondary. Modern poetry, including 

that of Pound and Eliot, eventually shifts attention from the 

external to the internal, from criticism of the twentieth 

century to the exploration of Ideas or of levels of consciousness 
"^HacNelce, p. 148. *~°Highet, p. 515. 

•k^Carglll, p. 271. ^^Spender, p. 252. 
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forcing the world to become "a menacing evil on the fringe of 

a universal dream, a transforming ecstasy of love, or a 

compelling and timeless orthodoxy.1,1 

The revolt against Romanticism initiated a new theory-

based on the idea that poetry-writing was a deliberate, 

114 

consoious process, not the result of self-intoxication. 

For this reason, modern poetry takes on the attitude of the 

classical poets, who also recognized that technique, form, and 

intellectual consciousness was a part of writing poetry. The 

intellectual process, however, is used to make the past 

contemporary with the present because the modern poets, such 

as Pound and Eliot, feel more comfortable in the past than 

in the present world which they h a t e . T h e anxiety about 

the state is a common anxiety, and much of the poetry which 

the modern poets turn to is poetry which expresses this 

anxiety. However, an equal amount of their poetry reveals an 

attempt to escape? this poetry produces nostalgia, for the 

"classical styles in settled communities with fixed instil 

tutions. 

Stephen Spender explores the idea of the modem poets* 

nostalgia for the past. He believes that the driving force 

behind the nostalgia is a self-correcting force which demands 

113Ibld.. p. 224. ll4Ibld.. p. 48. 

11^Ibld., p. 46. ^Ibld., p. 146. 
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that the poet constantly seek the truth, which results In a 

demonic Intensity In the poetry. Nostalgia, too, was also 

prevalent in the nineteenth century, especially in the poetry 

of the Aesthetes of the 1 8 9 0 * T h e nostalgia for the 

past, most generally the past of classical Greece .or of 

Henaissanoe Italy, plus the hatred of the twentieth century 

have provided modern poets with a tradition which counter-

acts the miserable spiritual conditions resulting from the 

118 

Industrial Revolution. Whereas the Victorians who felt 

the nostalgia for the past attempted to reform the present 

to match their vision of Utopia, the twent1eth-century 

idealists became tired and only asked for escape into the 

idyllic olassioal past because they realized that Utopia could 

not be attained in a spiritual desert. Spender explains the 

escape into the past as being a unique development: 
the Renaissance used to be regarded as a rebirth of the 
classical European spirit as the result of the th«n 
recent discovery of masterpieces of classical antiquity. 
The modem nostalgia is not so much a rebirth as a burial 
of the contemporary world under the heaped-up memories 
of the past. The modern nostalgic feels that an 
irreparable break has taken place between the past and 
the present, in society and in man's soul. The dubious 
material gains of progress have been made at the price 
of stupendous spiritual loss.**9 

The homesickness for the past led modern poets to attempt a 

transformation of techniques, ideas, appearances, and material 

117Ibld.. PP. 212-213. 118Ibld.. p. 209. 
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in order that modem man through the medium of a rejuvenated 

modern art, resembling the hieratic art of the ancient past, 

might himself "be transformed through the revolutionized 

120 

appearance of the urban industrial civilization. The 

modern world would fee made beautiful by technology under the 

direction of artists*- Of course, the beautiful dream was 

never actualized, and some of the artists, the chief of whom 

was Pound, turned to totalitarian ideologies, such as Fascism, 

in hope of obtaining the dream, That, too, proved futile, 

and the artist was condemned to being a ghost haunting the 
1 pi 

past but living In an industrialized, fragmented present. 

The nostalgia for past cultures felt by modern poets was 

directed toward classical Greece and ItaaXsaaatss /Italy. In 

feeling the kinship with two great artistic civilizations and 

in feeling the nostalgia of wanting to return to such a 

civilization in spite of knowing that such a return is 

impossible, modern poets may seem to lack self-criticism, a fact 

which Spender explainsi "the projection of onefs aesthetic 

self into a time not one's own leads to a dismissive attitude 

towards one's own time, and therefore to a total disregard of 

any current standards by which one's own work might be 

criticized."122 
120Ibid., pp. 206-207. 121Ibid.. p. 212. 

122Ibid., p. 221. 
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Some critics, in spite of the fact that modern poets are 

enamored of the classical past* Insist that the twentieth 

century is not classical. Thomson states that the classics 

have rivals In the sciences and the modern languages. 

Twentieth-century literature. In Thomson's opinion, Is 

definitely antl-classical.12^ Bush, however, recognizes the 

Isolated artist's longing for Greece, but he also observes 

that the Greece of the twentieth-century Hellenistic revival 

is not "the Greece of Aeschylus or Socrates hut a romantic 
1 gli 

mirage." In spite of the fact that Hulme, Pound, and 

Eliot violently opposed Romantic poetry, the "classleal" 

poetry which they encouraged could not escape the influence 

of Romanticism. The modern Classicist, however, is aware of 

the long history of art because of a classical education which 

is not available to all readers or to all poets even, and in 

his self-appointed task of preserving the tradition he has 

exiled himself from society because the public generally 

cannot understand his interest in nor his allusions to the 
ij>< 

classical past. J The poet interested in the past, in the 

mythology of the various folk-cultures and especially the 

mythology of Greece, feels frustration when he realizes that 

the tradition may be lost because of indifference or destroyed 

because mythology is no longer important to the common man. 

12^Thoiason, pp. 253-25^* 12^Bush, Mythology, p. 532. 

1Spender, p. 12**. 
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The frustration generally turns into "bitterness* and the poet, 

because he felt the historio past, la criticized for being 

obscure and sometimes Is persecuted for his attempts to 

revivify the ancient past. Among such poets, Ezra Pound is 

a leader? therefore* the remainder of this study will be an 

investigation of the classical influences in both Poundfs 

literary theory as expressed in his individual criticism and 

in several of his major works, The Homage to S«xtus Propertlus, 

Hugh. Selwyn Mauberley, and The Cantos. 



CHAPTER III 

LITERARY THEORY AMD CRITICISM 

Ezra Pound is a difficult and controversial writer. In 

order to understand him, one must first recognize and accept 

his eclectic nature and realize that he, more than any other 

poet of the twentieth century, is responsible for the literary 

movements and thought which have formed modern poetry. He 

has stated that at fifteen he knew "pretty much what I wanted 

to do."1 Being an adolescent, and apparently a perceptive 

adolescent, at the turn of the century, Pound was aware of the 

literary tradition. With the aid of such teachers as William 

Shepard at Hamilton College, Pound was quickly introduced to 

classical writers, Provengal troubadours, and French Symbolists, 

Upon his arrival in London in 1908, he was especially dis-

appointed in the literature of the Georgians, the reason being 

that he was acutely aware of the great poetry of the past. 

Being the person that he was, Pound proceeded to "set the 

critics straight" and to evangelically promote a revolution 

against the Georgians. T. S. Eliot has said that "Mr. Pound 

is nore responsible for the XXth century revolution in poetry 

than is any other individual."2 

",l1 '"'t1 '' 1 1 ' " 1 "" -•••-1 1 1 . .1 " ' 
Ezra Pound, "How I Began," from T. P.'s Weekly, cited in 

Noel Stock, Poet in Exile: Ezra Pound (New York, 196*0, p. 5. 
2T. S. Eliot, "Introduction," The Literary Essays of Ezra 

Pound (Norfolk, Connecticut, 1954), p. xi. 
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But Pound did not revolt against poetry onlyj he found 

muoh In twentieth-century culture which needed reform. In an 

"Envoi" written in 19^6* Pound has this to say: 

Prince, in this circus of three rings, 
Hell, heaven and earth wherein is nothing clear 
Void, mix*A and loose up to the stratosphere, ~ 
Pity th® young who have not known these things* 

In this poem, as in others, Pound links the twentieth century 

to past ages. What Pound discovers in the twentieth century 

is a mechanically and technologically oriented culture which 

negates the world of the spirit. It is an age when "individuals" 

should not exist, and Pound, "because he is an individual, is 

"th© voice of 'private judgement', lost, and crying out in 

the twentieth century against a bewildering sea of matter and 
ii 

fact." He saw something of Imperial Home in the modern 

world, and several of his early poems, not the least of which 

a r s Homage to Seztua Propertlus and Hugh Selwvn Mauberley. 

reveal his view of London, the metropolis which was the Home 

of the early twentieth century. Even the art of poetry 

suffered from chaos which "will endure until the Art of poetry 

has been preached down the amateur gullet, until there is 

such a general understanding of the fact that poetry is an 

^Ezra Pound, "Envoi to a ballade unwrit re a past age, 
1. e., Verlaine's, " Quarterly lie view of Literature. V (19^9), 
201. 

L 
Stock, p. xi. 
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art and not a pastime . . . . P o u n d ' s century relates 

directly to the previous Victorian century and to Confucian 

China in that both, too, are societies of prosperous commercial 

classes 

for whom dishonesty and cheating are almost the worst 
possible offences a man may commit. For the Confucian, 
as for the Victorian husband of comfortable means, the 
sly thief is not a sinner whose act of perfect contrition 
may place him among the blessed, but an unmentionable 
cad who has pollutad the social workings and 1® best put 
out of mind Just as soon as the administrate® details 
can be settled. The Confucian idea of society, like the 
best secular ideas of our own time, is one in which a 
certain type of social honesty and frankness rank far 
above charity and chastity. Charity is tolerable, so 
long as it doesn't hurt, and chastity is nobody's 
business, so long as It doesn't get into the newspapers? 
if it does it becomes an occasion for lust and polite 
regret, and perhaps for a certain amount of social 
manoeuvering•o 

In light of these rather depressing facts about society's 

materialism and false propriety. Pound developed the idea that 

"civilization is individual."'' And since civilization is 

individual, each individual becones his own teacher in 

discovering the historical scop© of the society in which he 

lives. Somewhat later in his life, after Pound left London 

and was considering moving to Italy, he appeared to be driven 

by a restlessness which approached being panic. Charles Herman 

-'Ezra Pound., The Literary Essays of Izra Pound (Norfolk, 
Connecticut, 195*0, p. 10. 

^Stock, p. 259. 
7 
Ezra Pound, Make It Hew (London, 193*0. P. 315. 
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In his biography of Pound speculates on the meaning of the 

unrests 

Perhaps he was running from something—himself, most 
probably. There Is a hint of frenzy In the Paris 
records and memoirs, and what'does not appear in most 
of them, in addition to his London repertoire of 
assorted accents, exclamations in foreign languages, 
strange cries and catcalls of Anglo-Saxon words which 
Ford and Aldington almost alone have hinted at. And 
there were outbursts which literally terrified some of 
his friends. Perhaps he was runnlngofroa the acceler-
ating "bustle and din of modern life. 

In addition to the bustle and din of modern life in post-

war London, Pound may have also been escaping from the tag of 

failure which had been attached to Imaglsm after Amy Lowell 

took over, thereby encouraging a type of mediocrity not much 

better than the Georgian mediocrity which Pound had been 

combatting; but mediocrity was necessary in Pound1s opinion, 

because "only the mediocrity of a given time can drive the 

more Intelligent men of that time to 'break with tradition'n 

resulting in a revolt In literature.^ The problem with the 

Georgian poets of the first decade of the twentieth century 

was that they lacked original observation and an honest 

vocabulary. Pound, seeing their overall failure, proceeded 

to promote the kind of writing that would supply this lack. 

In 1912, Pound, with Hilda Doollttle and Hlchard Aldington, 

outlined the three principles of the laaglst movement: 

O 
Charles Norman, Ezra Pound (New York, i960), p. 273. 

^Clted In A. Bronson Peldman, "The Critical Canons of 
Ezra Pound," Poet-lore. LVII (Summer, 1953)« 230. 
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1. Direct treatment of the "thing" whether subjective 
or objective. 

2. To use absolutely no word that does not contribute 
to the presentation. 

3. As regarding rhythms to compose in the sequence of10 
th© musical phrase, not in sequence of a metronome. 

The movement was christened wImagism,M and th© poets following 

th® doctrines, whether closely or rather loosely, were called 

"istagists." Pound, their acknowledged leader, defined "image" 

for thems 

An "Image" ie that which presents an intellectual and 
emotional complex in an Instant of time. I us® the term 
"complex" rather in th© technical sense employed by the 
newer psychologists, such as Hart, though we might not 
agree absolutely in our application. 

It la the presentation of such a "complex'1 instanta-
neously which gives that sense of sudden liberation; that 
sense of freedom from time limits and apace limits; that 
sense of sudden growth, which we experience in the 
pressure of the greatest works of art." 

However, Pound as leader,of the Imagists was indebted to 

T. E. Hulme, whose poetic theories, along with F. S. Flint*s 

theories concerning French Symbolists, are almost indistln-

1? 

gulshable from Pound*s. Hulme thought that twentieth-century 

man was entering a new Classical age, that man was ceasing to 

think of himself and of his possibilities as being infinite, 

and that man was learning to understand his finiteness and. 

limitation through art and philosophy, the art being clear, 

10Pound, Mg,fa ££ jgw. P. 335. nibld.t p. 336 . 
12 
A. B. Jones, "Notes Toward a History of Imagism: An 

Examination of Literary Sources," South Atlantic Quarterly. 
LX (Summer, 1961), 282. 
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precise, and descriptive."^ Likewise, Pound related the 

modern skeptical age to that of Apulelus* "The sceptical 

age hungers after the definite, after something it can 
l|i 

pretend to believe." Whereas Apulelus saw miracles and 

the humanlzation of th© gods, Pound saw mechanical inventions 

and the decline of Christianity. Therefore, Pound thought 

that modern poets must find the precis® object to point to 

in order to conjure up some universal meaning which had not 

been known before. The object considered, however, is not 

ugly since "there Is no violence, sin, or crime in the world 

of the Imagists—just the sharp edge of loveliness, longing, 

and the gentle pain of breathing.When, in 1913, Pound 

became Ernest Fenollosa's literary executor at the request of 

Mrs. Penollosa, Pound became aware of the importance of the 

image In Chinese poetry. The image functions as a metaphor. 

As Penollosa says, "Metaphor, the revealer of nature, is the 

very substance of poetry. The known Interprets the obscure, 

the universe is alive with myth,H and the metaphors pile up 

in a language like geological strata. Since the metaphor 

"^Robert Pack, "The Georgians, Iiaagism, and Ezra Pounds 
A Study in Bevolution," Arizona Quarterly. XII (Autumn, 1956), 
251. 

iJl 
Ezra Pound, The Spirit of Romance (Norfolk, Connecticut, 

1952), p. 15. 

^Pack, p. 261. 

M
 l6lrne®t Penollosa, £&& Written Cfry^fi; && & 
Medium for Poetry, edited by Ezra Pound (San Francisco, 
1936), p. 23. 
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is the chief device of poetry, poetry Is more concrete than 

prose, "poetry only does consciously what primitive races 

did unconsciously.""5"? In the choice of metaphors and objects, 

the poet must be aware of the harmony produced in the 

juxtaposition of object© resulting in a delicately harmonic 

blending. 

With the development of Imagism came an increased concern 

for technique, a discipline in an art form which opposed the 

chaos which had been the result of ineptitude and laziness 

in the Georgians. However, Pound was not content with 

technique alone. He knew that a Chang® was necessary; yet 

what he offered, Im&gism, was not the full answer, and when 

the movement was debased by poetasters - such as Amy Lowell, 

found, realizing that a change In form and technique was not 

sufficient, denounced Xmaglsm* What Found had done was to 

break the hold of the Tennysonlan-Georglan poets la order 

that a more substantial and definitely modern poetry might be; 

written. The Imaglsts succeeded in reforming technique, but 
1 B 

they failed in not discovering an important theme. In a 

comparison, Imaglst poetry Is not necessarily superior to 

Georgian poetry because of the lack of intellectual and 

philosophic themes{ the Imaglsts present only what may be 

perceived through the senses, and certainly the senses do not 

17Ibid. l8Pack, p. 25k. 
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constitute all of the human experience. Regardless of the 

failure which the Imagists suffered. Pound had made it clear 

that poetry must change from the Georgian style, He thought, 

for a while, that the change would toe to Imagisia, "but after 

even the leader "became discontented with the movement, the 

Imagists disappeared. 

The outgrowth of Imagisia, for Pound, was Vorticism, a 

movement which he organized with the help of a French sculptor, 

Gaudler-Brzeska and an English painter, Wyndham Lewis. The 

Vorticlsts sought to unite all arts under one aesthetic 

theory, tout even this idealistic movement failed to establish 

the necessary theory for the arts. Out of the failures of 

Imagisia and Vorticism, however, came influences which in 

theaselves affected Pound—the influences of Chinese ideograms, 

sculpture, painting, and music. After his associations in 

artistic movements. Pound finally discovered what he meant 

when he declared that civilization was individual, for he 

was hot ever again a memtoer of a "chartered" group of artists. 

To toe sure, he had many followers, tout he never again set out 

to estatollsh a movement for the salvation of the artsi 

instead, he proceeded as an Individual seeking to Influence 

Individuals through his writings, conversations with other 

artists, and innumerable letters to his followers and friends. 

As a revolutionary, Pound attacked "the Idolatry of a great 

artist toy unintelligent critics, and his Imitation toy 
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19 

uninspired practitioners." 7 In the process* however. Pound 

himself was Idolized and attacked. 

In the role of individual artist and teacher communicating 

to other artists and those curious about art* found turned to 

criticism# He had already published The Spirit of Romance, a 

collection of original criticism on the Greek classicists, 

Provencal troubadours, Dante, Spanish dramatists, and French 

Symbolists. With Make It Hew. Culture. and those essays which 

T. S. Eliot collected In The Literary Essays of Bzr^ Pound, 

Pound made clear his literary principles, and he sought 

zealously to convert others to his cause, just as he sought 

diligently to find publishers for those artists who, he 

thought, deserved recognition, artists such as 1, S. Eliot, 

Hobert Frost, and James Joyce. Eliot relates the fact that 

every change Pound promoted 
always struck him as being of instant urgency. This is 
not only the temperament of the teachers it represents 
also, with Pound, a passionate desire, not merely to 
write well himself, but to live In a period in which he 
could be surrounded by equally Intelligent and creative 
minds.20 

Pound himself was aware of his role as teacher-critic. He 

never apologized for his skeptical view of the American 

educational system, and perhaps he was Justified in light of 

his experiences at Wabash College. Speaking always as one 

19 
'Eliot, "Introduction," Literary Essays, p. xi. 

2 0 S M . . p. sil. 
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American discussing a common problem with other Americans* 

Pound complained, that what he found faulty in the system did 

not result from what the system had done to him, "but that the 

system did not accept the responsibility of preparing the 

21 

student for living in the twentieth century. Pound»s 

sympathy is with the student, and the "blame for the miserable 

situation is pinpointed in the college president. Teachers, 

too, rarely accept the responsibility for making ideas live, 

and they also fail to help students 
understand the process now going on . . . enveloping . • 
an individual in a social order, and quite unlikely to 
be very "new" in themselves however fresh or stale to 
the participant. . . . An education consists in "getting 
wis#" in the rawest and hardest boiled sense of that bit 

of argot;22 

Colleges fail to educate the student, and, therefore, the 

colleges reject their responsibility to their nation, sine© 

"the function of the teaching profession is to maintain the 

HEALTH OP THE NATIONAL MIND.'*2-3 And teachers neglect their 

responsibility of first examining their osm consciences in 

order to perceive truth, to reject laziness and prejudice, to 

demand the facts, to acquire and transmit knowledge which 

extend from a direct confrontation with the material, and to 

21Pound, Literary Essays, p. 62. 

22Ezra Pound, Culture (Norfolk, Connecticut, 1938). 
PP* 51-52. 

2^Pound, Literary Essays, p. 59. 
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combat the stultifying system; above all* the teacher should 

"be curious and encourage curiosity in his students. 

In Pound's opinion, the critic is a teacher, a specialist 

in teaching literature, and, for critics, there are added 

requirements, namely that the critic must refine his sense of 

25 
nature and artifice and develop a native passion for beauty. 

The critic may not arrest his own education nor the development 

of his minds instead, he must assume his role as Odysseus 

journeying through the literary experience. In order to 

fulfill these requirements, the critic must never be content 

but continuously search for perfection, a perfection, according 

to Pound, which cannot be discovered in one language only. 

In spit© of Pound's definite emphasis on the scholarship of 

the critic, he is willing to admit that the poet may not 

necessarily be aided by the scholarly pursuits 

of course, no amount of scholarship will help a man writ© 
poetry, it may even be regarded as a great burden and 
hindrance, but it does help him destroy a certain per-
centage of his failures. It keeps him discontented with 
mediocrity.26 

Pound, the poet, but especially the critic, sought to make 

his native language a polyglot of at least nine foreign 

languages, because he was not satisfied with the limitations 

of English. 

2 W , pp. 61-62. 25Peldman, pp. 235-236. 

2^Pound,"How I Began," cited in Stock, p. 6. 
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As a critic, Pound is definitely an original scholar. 

He will have little to do with Aristotle, preferring instead 

that each critic approach each work in a new and personal 

encounter. Eliot has been quoted a g 3ayihg that the twentieth 

century will be known as MThe Age of Ezra Pound," and ho also 

directs young poets to Pound's critical writings as being 

profitable study. In his introduction to Pound's Literary 

Essays. Eliot states that the collection 

will show (1) that Pound has said much about the art of 
writing poetry in particular, that is permanently valid 
and useful. Very few critics have done that. It will 
show (2) that he said much that was peculiarly 
pertinent to the needs of the time at which it was 
written; (3) that he forced upon our attention not only 
individual authors, but whole areas of poetry, which no 
future criticism can afford to ignore. And finally (what 
will matter less to him than any of the foregoing 
achievements) that he has shown a more immediate and 
generous appreciation of authors whose work one would 
not expect him to find sympathetic, than is generally 
known. 

Pound's criticism is forceful, as his personality is forceful 

in itisi wlttiness, eclecticism, erudition, and self-confidence. 

He is, however, not the maverick he would lead people to 

believe he was, since Swinburne, Anatole Prance, and others 

also believed that criticism was not art nor science but the 
jO 

adventure of the soul among literary works. Even as a 

critic. Pound is playing his role as Ulysses. 

2^Sllot, "Introduction," Literary E3says, p. x. 

^Feldman, p. 231. 
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Some critics have accused Pound of "being interested only 

in the craft of writing and not in the philosophy of execution 

nor th© theme embodied in the writing.*^ However, Pound did 

prod English poetry out of th® stagnation he found in London. 

Pound also accepted his role in "the correction of taste" in 

his evangelical promotion of Dante, Homer, Villon, and 

Propertiua. Pound respected "th© tradition," and it was not 

merely a good writing tradltioni subject matter was involved, 

too. But, since Pound was rather bohemian, his objectionable 

personality blinded some critics who were apparently deafened 

too, thereby only hearing part of th© message. Nevertheless, 

some critic® who reacted adversely toward Pound were willing 

to accept his good suggestions. Pound opened up for those 

critics, as he revealed to other readers, areas which, though 

present before, had never been examined, areas such as French 

and American prose fiction and people such as Stendhal and 

James* He drew attention to the Srabollste poets of the late 

nineteenth century, and h© broke down the time barriers so 

that the works of Homer, Catullus, Propertius, Ovid, Dante, 

Arnaut Daniel and other troubadours, along with Villon, could 

be examined as modern works were being examined. Pound, 

indeed, was th© innovator of much of modern literary criticism. 

He sought to rejuvenate writing by examining the past master-

pieces as new models and by ignoring conventional categories. 

29 Pack, p. .263. 
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His view of history and traditional literature contrasted 

sharply with the critics of his age because he did. examine 

the specific work in his criticism. For him, past literature 

was the literature of the present, not material for an 

©zeroise In philology. 

Pound* s critical theory, however, Is not systematic, and 

one might easily become discouraged in trying to discover 

what Pound really did say. He frequently is abstruse, 

especially in his discussions of the relationship of poetry 

and music. He la generally dogmatic, and at times, when he 

discusses music and economics, his facts and Information are 

wrong. Nevertheless, Pound did contribute greatly to modern 

criticism in his Insistence on the "unsentimental" education 
30 

of the critic. His most important contribution, perhaps, 

is his demanding that critics look at the specific works, an 

idea which has greatly influenced subsequent critics, 

especially the New Criticsi the thought, in essence, is 

comparable to the insistence of modern science that scientists 

rely on observation through experimentation.^ The importance 

of Pound's criticism lies in Its correcting the misinformed. 

As Eliot says In his "Introduction" to the Literary Essays: 

-̂ °Feldman, p. 

•^The correlation between poetry and science perhaps 
occurred to Pound as he worked with Fenollosa's notesi vide 
Penollosa, p. 28, "Poetry agrees with science and not logic," 
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Much of the permanence of Mr. Pound's criticism is due 
simply to his having seen so clearly what needed to "be 
said at a particular timet his occupation with his own 
moment and Its needs has led him to say many things 
which are of permanent value, but the value of which 
may not toe immediately appreciated toy later readers 
who lack the sense of historical situation.-32 

For Pound, the critic was an individual who must say 

what he thinks in order to focus the readers gaze at a work 

of art. Hever forgetting the fact that each reader is or 

should toe a critic in his own right, Pound, in various places, 

delineates the role and function of the critic. The critic, 

in general, is "boring, and he is many times a nuisance, as 

indeed* many considered Pound, However, Pound warns readers 

to "pay no attention to the criticism of men who have never 

themselves written a notatole work."-^ The critic must have a 

groundwork of moral training through studying tooth Oriental 

and Western writings, toy which he will develop a moral 

passion for beauty and art. The critic's most important 

task is that of publicizing art and attracting an audience 

for good artists# Hot only is the critic a publicity agent, 

tout also a competent interpreter of literature. The critic's 

first duty is to classify a work in a historical perspective, 

determining if the work is that of a past age, that of the 

present, or a revolutionary work foreshadowing the future. 

The critic is enabled to make his decisions "because of his 

^2Ellot, "Introduction," Literary 

33pound, Hake It N©|j, p. 337. 

p. xi. 
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intensive study of raaaterpieoes of all ages, his tools for 

his examination bein^, of sours®, XanguasaB* In Pound * s 

opinion, the greatest evil a critic aay commit is the refusal 

to assert himself slnoe the oritio is not bound to being 

objeotivej indeed, criticism is a highly subjective procedure. 

Pound urges oritios "to beeoae showmen, advertisers, even at 

the risk of vulgarity,n but the problem is that the critic 

is in danger of simply gurgling with ^lee over a work whioh . 

he likes, by no means an example of valid criticism,-^ 

Besides being a publicity agent, certainly not a very 

exalted function, the oritio is a prophet predicting new 

mode® of composition. The artist, of course, if he is a 

siaster artist, will be aware of the trends of art and will be, 

too, a prophet of sorts. The critic is not only prophet 

but also the guardian of literature insuring that good 

literature is enooura&ed. The critic understands other 

cultures, a function mad® easier by the critic's knowledge 

of foreign languages, the result being a unity with the rest 

of mankind,-^ The oonsoientious oritlc punishes or publicly 

condemns the wicked artist, that is, the artist who lies; 

however, at tinea it is difficult to discover what Pound 

^Peldaan, p. 232. 

•^Pound's own unity was marred by his prejudices, 
especially those prejudices whioh were a result of his hatred 
of usury. 
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considers to be truth and what falsehood.-' The critic. 

however, should not necessarily be an armchair psychologist. 

Also, the oritlc should not "be afraid of the ugliness which 

may appear in literature. Above all, the critic should 

"V? 

laintain a sense of proportion and perspective.-" His belief 

that art does not exist in a vacuum led Pound to deviate 

from his role as textual critic and artist, stating that 

students of criticism should study economics and history, 

since in order to understand the arts, the critic must under-

stand the culture producing them. Connected with the subject 

of economics is Pound's preaching for the relief of poverty-

stricken artists through public means, X* JL*» government. 

Regardless of the fact that Pound became enamored with 

economics in his criticism as he did In his poetry, he made 

significant contributions to criticism. He failed to win 

the literary world to his way of thinking in many instances, 

but in spite of his own abstruse and at times slovenly 

critical dicta, he did make an impact on twentieth-century 

criticism. 

One of Pound's critical tenets was a militant aversion to 

rhetoric since he thought it to be "the substitution of 

sentiment for o b s e r v a t i o n . I f a critic, or for that matter 

•^Feldman, p* 2^3* ^Jones, "Notes," p. 27^. 

-^Paok, p. 25^. 
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a reader, could not observe and, therefore, could not under-

stand fully, Pound suggested that he leave the work alone In 

order not to mislead someone else. Through his own unique 

observation, Pound suggests that criticism may be divided 

into five categories: discussion, translation, parody, music, 

or new composition. "The function of criticism is to efface 
En 

itself when it has established its dissociations." 

Criticism should alao serve as a gun-sight for artists and, 

through the process of what Pound labelled "ezcerment," 

should order and weed out what artists have already produced 

so that repetitions might be eliminated in order that future 

generations might not waste time in performing obsolete 

tasks. Feldman finds in the principle of excernment a 

definite impressionistic dogma, and he also believes that 

"in the first analysis the canon of 'excernment* reveals 

itself as a venture of individual caprice to become universal 

principle, the attempt of an anarch to impose order, order 
ko 

without law." Excernment takes on the characteristics of 

the theory of evolution in that artistic selection, like 

natural selection, is advocated. However, Pound does not 

pursue the idea of excernment beyond his mentioning the 

word and defining it in lake It Hew. Pound's own method of 
39Pound, Hake It Hew, p. 3. 40Ibid., p. 11. 

^Ibld., p. 5. ^2Feldman, pp. 231, 229. 
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critical analysis as revealed through his Individual criticism 

perhaps embodies what he attempts to advise. First, he 

briefly reviews the principal characters and action* secondly, 

he quotes from the work, and, thirdly, he interprets, raises 

questions, and estimates the artist*s method and the content 

of the work. The proeess quite obviously is closely connected 

with the work itself and Is not reliant on outside sources. 

Pound's chief contribution to crltioism may well be this act 

of liberating the work and forcing the critic to deal solely 

with the work of art itself. 

Pound's critical ability enabled him to construct unity, 

order, and beauty from the chaos which existed in his life. 

This ability, however, helped him in his discussions of art 

also, and although Pound stated that he did not think 

criticism to be his chief function, the greater amount of his 

prose is concerned with aesthetic theory. In Pound's theory 

of art, one art form interprets another, and the origin of 

all the great arts is in the ancients.**-* Again, in the field 

of artistic theory, Pound's eclecticism is revealed. Art for 

Pound is an extremely individualistic process, and is# there-
UL 

fore, a type of anarchy. Art also "never asks anybody to do 

anything, or to think anything, or to be anything. It exists 

as th* trees exist, you can admire, you can sit in the shad®, 

^3Pound, Literary Essay a. p. **35* 

^Peldman, p. 229. 
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you can pick "bananas, you can out firewood, you can do as you 
k< 

jolly well please," J Art Is beyond the reach of both science 

and history in the expression either of vital ecstasy or 

tedious obsolescence. Art traditionally deals with beauty, 

and beauty, for Pound, is that which "reminds one what is 

worth while, . . . Xou don't argue about an April morning, 

you feel bucked up when you meet it. You feel bucked up when 

you come on a swift moving thought in Plato or on a fin© line 
h*? 

in a statue," ' For Pound, however, ugliness does have Its 

place in art. Ugliness Is referred to as the diagnosis In 

art, whereas beauty is the hygienic cure. Satire, in his 
kg 

scheme, may be compared to surgery. In Pound's opinion art 

is suspended between ohaos and what he calls mechanics, both 

of which are wrong since one disrupts all order and the other 

restricts the progress of order.^ "The spirit of the arts 

is dynamic. The arts are not passive, nor static, nor, in a 

sense, are they reflective, though .reflection may assist at 

their b i r t h . A r t Is necessary for those whose lives have 

no design and no articulation; in such a situation, only art 

can pinpoint the relationship of the irrational elements 
^Pound, Literary Essays, p. k6. ^Peldaan, p. 230. 

^Pound, Literary Essays, p. ^Ibld. 
IjrQ 
'There may be a contradiction here, since Pound does not 

reconcile his hatred of mechanics and his demand for technique. 
«5Q 
Pound, The Spirit of Romance. p. 222. 
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of life,-** And good art can never be Immoral If It Is truthful 

and precise* whereas "bad art, that which lies, can never b© 
<2 

anything but immoral. Art's function Is that of relating 

the truth about life and man to man. 

The great artist in Pound's opinion Is not made, but Is. 

However, the potentially great artist may choose to develop 

himself into a good artist, or a flawless artist. As Pound 

has said, "Artists are the antenna of the race, . . . it is 

the business of the artist to make humanity aware of Itself 

, . . The artist, therefore, need not necessarily teach 

or delight, only move his audience to greater understanding. 

The bad artist, Pound believes, should be condemned as 

negligent physicians or inaccurate scientists are condemned. 

Because Pound himself was a poet, his comments concerning the 

artist generally refer to the poet. In light of the fact 

that the artlat should move man to understanding himself, the 

poet should accept the responsibility of being the interpreter 

of the times summarizing that part of the historical tradition, 

no matter how obscure, which enlightens the contemporary 

situation. The poet is a discoverer "either of life itself or 
Kll 

of the means of expression."^ Through the function of the 

discoverer, a more general role of Interpreting the meaning 

~^Ibld.. p. 218. ^2Pound, Literary Essays, p. *l4. 

53Pound, Make It Nei, p. 

-^Pound, Literary Essays, p. 56. 
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of life or a more specialized role of experimenting with means 

of communication may to® taken on toy th© poet. Whether the 

poet chooses to toe an interpreter or an experimenter (and 

Pound himself was tooth), th© poet "should master all known 

forms and systems of metric."^ Pound's demands that th© poet 

toe quite familiar with metrics pose a stringent standard for 

determining which poets are great poets. The process requires 

discipline, l&toor, and adjustment, especially as the post 

matures. A3 Pound remarks, 

It is true that most people poetize more or less, toetween 
th# ages of seventeen and twenty-three. Th© emotions 
are new, and to their possessor, interesting, and there 
is not much mind or personality to to© moved, ks the man, 
as his mind, toecomes a heavier and heavier machine, a 
constantly more complicated structure, it requires a 
constantly greater voltage of emotional energy to set It 
in harmonious motion. It is certain that the emotions 
increase in vigour as a vigorous man matures. In the 
case of Guido ZCavalcantj/ we have his strongest work at 
fifty. Most important poetry has toeen written toy men 
over thirty.5" 

In th© long run, the continuation of the emotional nature 

typical of late adolescence and early adulthood is what "makes 

the poet," tout discipline* or control, must also toe part of 

that emotional nature.-^ Poetic geniuses also discover and 

express what they emotionally experience. Pound classifies 

poets as inventors, masters, dlluters, good poets of a good 
cQ 

style, toelles-lettrlsts.and starters of crazes.-' The quality 

55Itoid.. p. 9. 56lki4.. P. 52. 

57Itold. 58Itoid.. PP. 23-2**. 
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of the artist's work is of less value as th© artist is classed 

lower on the classification scale. The real-art of writing 

poetry, not the popularized process, is a task for masters 

and Inventors. Great poets are either masters or inventors 

depending on their particular ability. Master poets, however, 

are those great poets who "seldom make bricks without straw? 

they pile up all the excellences they can beg, borrow, or 

steal from their predecessors and contemporaries, and then 

set their own inimitable light atop of the mountain."-^ Th© 

reward for the true poet is that, as the true record, he Is 

enabled to "heave hi® out of himself, out of his personal 

limitations, out of the tangles of heredity and environment, 
/C a 

out of the bias of early training, of early predilections." 

Because of inept poets, Pound believed that the twentieth-

century poetry which he found in London was chaotic and that 

the problem could only be solved by a knowledge of technique 

both, as he says, on the surface and in content.*** 

Paradoxically, It is only through the strict adherence to 

technique that the freedom, the ecstasy of the poetic expression 

is achieved. The poetic expression is the record of life as 

it is. Pound declares that "poetry is about as much a 

•criticism of life* as a red-hot iron is a criticism 

Pound, The Spirit of Romance. p. 162. 

Pound, lake It New, p. 25?. 
6l 
Pound, Literary Essays, p. 10. 
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of fire." Since poetry In essence Is truth. it answers that 

undefinable desire which all people experience just as the 

Eleusinlans' needs were answered by the mysteries. Poetry, 

like the mysteries, should not be spoken of except among the 

initiated. Poetry is like the mysteries which "can not be 

revealed. Pools can only 'profane them. The dull can neither 

penetrate the seoretun nor divulge It to o t h e r s . T h e 

greatest poetry besides being unfathomable to outsiders also 

cannot be classified as "Classic" or "Romantic" or 

"Elizabethan." Instead, the greatest poetry has in common 

certain qualities which transcend the restricting classifica-

tion.^ Since the function of art is to create ecstasy, "the 

finer the quality of this ecstasy, the finer the art; only 

secondary art relies on its pleasantness." v The greatest 

art is the result of exceptional talent which also Is 

66 

fortunate, the result being, in actuality, a miracle. Great 

poetry is the best of good poetry, and one of the requirements 

for good poetry is originality In expression. Generally, the 

originality of expression is more likely after a great age of 

translation since there are wider ranges of experience for the 

poet to draw from. A poet may benefit from this extension of 

^Pound, The Spirit of Romance. p. 222. 

^Pound, Culture. pp. 

^Pound, The Spirit of Romance, p. 13. ^Ibld., p. 82. 

^Pound, Literary Essays, p. 56. 
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his poetic experience, but the mastery of art will demand a 

lifetime of work. Because of the short outs afforded 

succeeding poets, the experimenters, like ©sqperimenters in 

science, should record their findings. 

It is tremendously important that great poetry be 
written, it makes no Jot of difference who writes it. 
The experimental demonstrations of one man may save 
the time of many—hence my furore over Arnaut Daniel— 
if a man's experiments try out one new rime, or dispense 
conclusively with one iota of currently accepted 
nonsense, he is merely playing fair with his colleagues 
when he chalks up his result.5? 

In an article entitled "Credo" written in 1918, Pound 

states that he believes that rhythm must be employed in order 

to enhance or make clearer th© emotion which the poet wishes 

to achieve. The rhythm should be interpretative and original, 

so original in fact, that the rhythm may not be copied by 

another artist. In Pound's opinion, the Florettl of 

St. Francis of Assisl fulfills the requirements excellently. 

Pound believes that the best symbol a poet may use is the 

natural object and that technique is "the test of a man's 
if C| 

sincerity.n He also believes that form may be solid like a 

tree or fluid like water depending upon the purpose of the 

poet.^ Technique, the execution of what one proposes to do 

in the most efficient manner, and style, the subjugation of 

details to the artist's will, are also Important to the poet's 

purpose. Poetry at a height of rhythmic and metrical 

67Ibid., p. 10. 68Ibld., p. 9. 69lbid. 
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brilliance is closely related to music. In fact, poetry Is a 

composition of words set to music, and poetry dies out when 

70 

the music to whioh it is set is eliminated. The music, 

however, should enhance or make plainer the meaning of the 

words, not distort them. Poetry, likewise, may be likened 

to inspired mathematics which gives the equation for human 

emotion. For a less scientific mind, poetry is like a magic 

spell. Poetry may also be a centaur since "the thinking word-

arranging clarifying faculty must move and leap with the 

energizing, sentient, musical faculties,w71 Nevertheless, 

Pound always returns to the fact that the musical phrase is 

the key to poetry since music develops the ear and a sense 

of tisalng. The influence of the musical phrase rids poetry 

of terms such as "trochaic" and "iambic" (although Pound 

could use them well) since the terms are inadequate "when 
72 

applied to syllabic metres set to a particular melody,"' 

For Pound, prosody may be defined as "the articulation 

of the total sound of the poem."7-^ What Pound is combatting 

in his redefinitions of traditional literary terms and by his 

emphasis on the musical phrase is the heavy swat on alternate 

syllables).7^ The length of silence between the "swata" is 
j ̂  ̂  ̂  _ _ ^ , , . r . 

7°Ibld.. p. 437. 71Ibid.. p. 52. 

72Pound, Make It New, p. 56. 

7^Pound, Literary Essays, footnote #1, p. ^21. 

7^Ibld., p. 72. 
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as Important as Is the "swat," In spite of his rather liberal 

attitude toward meter, Pound, in essays written before his 

greatest encounters with music, is definitely opposed to vera 

I think on© should write vers llbre only when one "must," 
that Is to say, only when the "thing" builds up a rhythm 
more beautiful than that of set metres, or more real, 
more a part of the emotion of the "thing," more germane, 
intimate, interpretative than the measure of regular 
accentual verse? a rhythm which discontents one with 
iambic or set anapaestic.75 

However, he is more lenient in a subsequent essay written 

after his encounter with George Antheil and the music of 

Stravinsky and Schonberg. 

No one is so foolish as to suppose that a musician using 
"four-four" time Is compelled to use always four quarter 
notes In each bar, or in "seven-eights" time to use 
seven eighth notes uniformly in each bar. He may use on® 
1/2, one 1 A and one 1/8 rest, or any such combination 
as he may happen to choose or find fitting. To apply . 
this musical truism to verse is to employ vers llbre.7o 

In classifying poetry, Pound first was Influenced by 

Richard of St.Victor, who delineated three modes of thought: 

CQgltatlo, medltatlo, and contemplatio. Co^itatlo. cogitation, 

is the aimless flitting of the mind around the Ideal medltatlo, 

meditation, is the circling about the idea methodically! and 

77 
oontemplatlo. contemplation, is the unification with the idea.'' 

Prom this scheme Pound evolved the three kinds of poetry; 

75Ibld.. p. 12. 76Ibld.. p. 93. 

^Pound, Culture. p. 77. 
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78 

melopoeia. phanopoela. and logopoeia. Me.l.qpoeia. deals with 

the musical sound of poetry, whereas phanopoeia Is the casting 

of a -visual image on the imagination* Logopoeia. however, is 

not directly related to the senses since it Is "the dance of 

the intellect aaontg words," essentially the Odysseus-like 

adventures of the intellect among thoughts. Melopoeia does 

not necessarily rely on the transmission of meaning for its 

effect? for instance, a person with a sensitive ear might well 

appreciate the sound or music of the language which is toeing 

sung, chanted, or spoken and not be able to understand the 

meaning at allj because melopoeia deals with sound patterns, 

it is almost impossible to translate. Phanopoeia. on the 

other hand, is easily translated since it deals mainly with 

concrete objectsi however, great care must be exercised in 

order to achieve the precise effect by using the exact word. 

Loaopoela. like melopoeia. does not translate, although 

paraphrasing may be possible* Any attempt to translate 

logopoela usually requires that the translator discover 

derivative or equivalent expressions of the original. Pound, 

of course, relies on logopoela in such poems as Homage to 

Sextus Propertlus. 

Pound never ceases demanding economy in literary 

expression. Although he does not give definite rules or 

^Pound, Literary Essays, p. 25. 
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examples for detecting words which are not relevant to the 

work, he urges writers to study the classics In order to 

79 

develop the Instinct for literary parsimony. ' Nevertheless,; 

Pound suggests that man desires to communicate to his fellow 

men In increasingly complicated means. Gesture, symbols, 

and speech all serve as progressively abstract means of 

communication. "Gradually you wish to communicate something 

less bar© and ambiguous than Ideas. Xou wish to communicate 

an idea and its modifications, an idea and a crowd.of its 
80 

effects, atmospheres, contradictions." Combining the two 

concepts of parsimony and maximum communication, Pound 

evolves, Influenced by penollosa, the Ideogrammic method by 

which the accumulated meanings, effects, atmospheres, and 

contradictions are inherent in the symbol. Penollosa comments 

about the Chinese ideogram. 
/Chinese/ etymology is constantly visible* It retains 
the creative impulse and process, visible and at work:. 
After thousands of year® the lines of metaphoric advance 
are still shown, and In many cases actually retained In 
the meaning. . . . Metaphor was piled upon metaphor In 
quasi-geological strata."1 

Gradually Pound learned more of the ideogrammlc method, and by 

the time he wrote Canto LX and those cantos following, he was 

incorporating the method in his own poetry. In the delineation 

^Peldman, p. 236. 

80, Pound, Literary Essays, p. 51• 

8lFenollosa, pp. 25. 23. 
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of the three kinds of poetry and In the recognition of the 

ideoijrammic method lie Pound's greatest contributions to 

aesthetic theory. 

Pound relates in A B C of Reading an anecdote concerning 

one of his friends, Basil Bunting, who, whan looking through 

a German-Italian dictionary, discovered that the German verb 

"diohten" is equal to the Italian verb "condensare.M The 

idea that poetry is concentration apparently is as old as the 

German language since the verb "dichten" corresponds to the 

noun "Dichtung," poetry. The Italian verb, of course, means 

"to condense." Prom this experience. Pound evolves the idea 

that "poetry . . . is the most concentrated form of verbal 
Op 

expression." Of course, the idea is not new, as Pound 

proceeds to inform the reader. He cites the faot that 

Plsistratus found the Homeric texts in disorder and had them 

arranged in order, that the Bible ia a compendium made solid 

by being trimmed down, that a Japanese emperor found that 

there were too many No plays which he limited to ^50 through 

careful choice, that both Ovid's Metamorpho se a and Chaucer's 

Canterbury Tales are compemdlums also. Besides being compact, 

poetry, like all great literature, is "language charged with 

meaning" to the greatest possible extent.®*̂  Good writers are 
O ̂  
"Ezra Pound, A B C of Reading; (Norfolk, Connecticut, 

1951)* P• 36. 

83ibia.. p. 28. 
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obligated to keep the language efficient, accurate and clear 

in the process of charging language with meaning. One may 

charge the language in three ways: by using the meaning of 

the language as it has developed in history, by making us® of 

phanopoeia. melopoeia. and logopoeia. and by using the word 

84 

in a special relation to usage* 

The student of literature. Pound advises, should always 

read the oldest poem of a specific kind. Generally, for 

western literature, the oldest poem may be found, as are the 

prototypes of all arts, in the ancients. This return to 

origins is invigorating 
because it is a return to nature and reason. The man 
who returns to origins does so because he wishes to 
behave in th® eternally sensible wanner. That Is to 
say, naturally, reasonably# intuitively. He does not 
wish to do the right thing la the wrong place . . . . 
He wishes not pedagogy but harmony, the fitting thing. 

Modern man, however, is hampered in his return to origins 

because the classics, especially Greek, are not taught well. 

As Pound said in 1918, "the classics have more and more 

become a baton exclusively for the cudgelling of schoolboys, 

86 

and less and less a diversion of the mature." Pound, in a 

characteristic gesture, sets out to correct the situation by 

making a reading list of books which he re-reads. The entries 

PP. 36-37. 
8*5 
-'Pound, Literary Essays. p. 92. 

8^Pound, Make It New, p. 125. 
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are frequently obscure, but always interesting and good. Also 

one need not be stopped from reading the selections because of 

a language barrier, since Pound recommends that translations 

are better than not reading the material at all? he even 

suggests the translations of the classics which he has found 

to be particularly good. Notable omissions are Shakespeare, 

to whom Pound is apathetic, and Milton, for whom Pound has an 

intense hatred. Pound gives credit to those who were what he 

©alls the "conservators" of the classics, namely, Casslodorus, 

Benedict, St. Columba, and Alcuin, and the early printers who 

"fought the long fight in the dark," Aldus, Estienne, Proben 

of Basel, Plantin, Elzevir of Leyden, the itobergers, and 

8? 

Carbon. The reading list includes Homer, Sappho, Ovid, 

Catullus, Propertlus, the Provencal troubadours, the German 

Minnesingers, felon (whom he classifies with the medieval 

poets), Dante, Guldo Cavalcanti, Villon, Voltaire, Stendhal, 

Flaubert, the Goncourts, Gautier, Corbiere, and Rimbaud, and, 
88 

of course, Confucius. In perusing these authors Pound began 

to recognize the veiled splendor which had been hidden for 

centuries in some oases or never recognized in others. Within 

the time span of the list are two great lyric traditions.* 

the Melic and the Provencal. "Prom the first arose practically 
^Pound, The Spirit of Romance. pp. 239-2^0. 

88 
Pound, Literary Essays, p. 38. 



115 

all the poetry of the 'ancient world,* from the second 

89 

practically all of the modern," ' 

A classic Is a ©lassie because of a "certain eternal and 

Irrepressible freshness" and because It concerns normal 
on 

things and normal people. The first of the great classics 

was written by Homer, and, as Pound says, the news In the 

Odyssey is still news. Pound says further, 
Odysseus is still "very human,M by no means a stuffed 
shirt, or a pretty figure taken down from a tapestry. 
It is very hard to describe some of the homeric conversa-
tion, the irony, eto., without neologisms. . . . You 
can't tuck Odysseus away with Virgil1s Aeneas. Odysseus 
Is emphatically "the wise guy," the downy, the hard-
boiled Odysseus. His companions have most of them some-
thing that must be the Greek equivalent of shell-shock. 
And the language of the conversations is just as alive 
as when one of Edgar Wallace's characters says, "We 
have lost a client.W91 

Indeed, Pound believes that the authentic cadence of the 

speech is untranslatable.^ Of the Greeks, Homer and Sappho 

are inventors. Even the dramatists of the Golden Age rely 

heavily on their audiences' knowledge of the Iliad and the 

Odyssev. Although Pound believes that there are defects in 

Greek drama,he also believes that "the triumph of total 

meaning over detail is nowhere so demonstrable as in the 

common phrases 'greek /slc7 tragedy' or 'greek Zslc7 drama.' 

^Ibld.. p. 91* 9°Pound, A B C of Reading, p. 1*K 

91Ibld.. p. 92Pound, Make It New, p. 12?. 

9%ound, A B C of Reading, p. ^6. 
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Those phrases carry a definite and freighted meaning to every 
gh 

literate auditor#Because much of the meaning of drama 

depends on the movement of the actor, to consider only the 

words of, for instance, the Agamemnon of Aeschylus is unfair. 

In spite of what Pound calls rhetoric in Aeschylus, there is 

magnificence in the incomparable ""beacon telegraph stuff." 

Like other arts, Greek poetry decayed. Also, Pound is 

critical of the Greek philosophers. 
You may with almost complete justice assert that greek 
/Slo7 thought is utterly irresponsible* It la at"no 
point Impregnated with a feeling for the whole people. 
It was mainly highbrow discussion of ideas among small 
groups of consciously superior persons* Curzons. etc. 
who felt themselves above the rest of society.95 

Pound accuses Aristotle of being a dilettante, but he commends 

Plato for his ability to stir men to "a sort of enthusiasm 

96 

productive of action."^ 

In a comparison of Roman and Greek poets, the Romans and 

the Greeks are equal with the exception of Homer, whom Pound 

believes to be the greatest poet of the ancients, and, 

therefore, a figure to contend with in any literary age. 

Catullus, however, Is not inferior to Sappho, nor is Propertlus 

inferior to any of the Greeks. Ovid gave the world a vast 

amount of information which cannot be found In the Greeks. 

Pound apparently is Impressed with Ovid, for he comments on 

qh 
7 Pound, Culture. p. 92. 
95Ibld., pp. 29-30. 96Ibld.. p. 3^7. 
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him frequently. He considers Gvidfs poetry to be 1,8 luold as 

prose," although uneven at times. In metrics, he cannot equal 

Catullus or Propertius.97 In comparing Homer and Ovid, Pound 

states that 

Homer l£ a little ruitre, a little, perhaps a good deal, 
medieval, ho has not the dovetailing of Ovid. He has 
onomatopoeia, as of poetry sung outf he .has. authenticity 
of conversation as would be demanded by an intelligent 
audienee not yet laminated with aesthetics, capable of 
recognizing reality. He has the repetitions of the 
chanson m.ste.?8 

Ovid, though. Is described as being "one of the most Interesting 

of all enigmas*Indeed, he added and invented much that 

Is not in Greek. The Soman inventors added sophistication to 

literature, and Catullus, Ovid, and Propertius are the ones 

Pound looks to In order to study the growth of sophistication. 

Horace is "the perfect example of a man who acquired all that 

is acquirable, without having the root."100 Pound does not 

discuss Pindar or Virgil as inventors. He does not propose 

that the student of literature interested in the charging of 

words read all the poetry of any one inventor» instead, he 

asks that the student read in order to discover the personal 

methods each inventor uses to charge the language. 

97 Pound, A B C of Beading, p. ^8. 

98Pound, jfeijg It Ish, p. 132. 
QQ 
"Pound, Culture. p. 272. 

100Pound, Literary Essays, p. 28. 
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Prom his study of Greek and Roman literature* Pound came 

to believe that the two great cultures were civilized by 

101 

language# The greatness of a civilization is reflected in 

the writing. As Pound declares, "Home rose with the idiom 

of Caesar, Ovid, and Tacitus, she declined in a welter of 

rhetoric, the diplomat's 'language to conceal thought,' and 

102 

so forth," Eepeatedly, Pound states that literature, the 

charged language, does not exist in a vacuum. Writers, 

especially great writers, must fulfill their social as well 

as their artistic functions, their social function being to 

keep the language efficient, accurate, and clear. If, 

however, the artist rejeots his sooial obligation and if the 

literature and the use of language decline, the nation 
10*3 

atrophies and decays. J As the nation becomes accustomed to 

inaccurate, obscure, inefficient writing, the people lose 

grip of themselves and their empire. In essence, the people 

including the writers lose the ability to judge accurately 
10% 

because their senses are dulled. 

The Soman empire fell, but the latin language continued 

in medieval literature. The medieval inventors, in Pound's 

opinion, are the authors of the Anglo-Saxon Seafarer and 

Beowulf. the Spanish Poema del Gld. the sagas of Grettir and 

Burnt Nlal. the songs of the troubadours and minnesingers 
101Pound, A 3 C of Beading, p. 33. 
1Q2Ibld. 103Ibld.. p. 32. 10/1 Ibid.. p. 3*K 
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(especially those of Von Morungen, Wolfram von Ischenbach, 

and Walther von der ¥ogelweld©), and Blon's Death of Adonis, 

which Pound insist© Is medieval. 1 0Of the medieval inventors, 

Found is greatly Interested in the troubadours because of 

their combination of literature and music in their songsi he 

is particularly fascinated by the restraints placed on the 

poetry as a result of the tune, the rhyme-scheme, and the 

use of nature as a background for action.10^ The Italian 

inventors are Guldo Cavalcantl and, of course, Dante, As 

Pound believe®, "In Italy, around the year of 1300, there 

were new values established, things said that had not been 

said in Greece, or In Home or elsewhere.**0^ Although both 

the troubadours and the Italians were concerned with combining 

poetry and musio, the methods and the results are different. 

Behind the troubadour songs is a rather simple romanticis©j 

however, behind the Italian oansoni Is the rather intricate 

love code. The songs of the troubadours are popular lyric 

poetry In a simple, rustic statej they reveal the prevailing 

opinion of their age that a song should be not only intelligible 

but eingable. Eventually songs like those of the troubadours 

fade into an indistinguishable similarity, Dante*s canzoni 

ar® rituals, similar to the high mass, and one must approach 

105 
^Pound, Literary Essays, p. 28. 

106Pound, fefe It agjjr, p. $1. 
107 
'Pound, Literary Essays, p. 28. 
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them as ritual.In their purpose and effect. In comparison to 

the simpler songs, the canzoni are subtler and contain layers 

of meaning revealed only as one becomes expert in approaching 

them,108 

Villon is another of the great inventors» he lived in 

fifteenth-century Paris# and his poems were written in a 

rather troubadour-like stylej however, the sordid squalor of 

the subjeot-ioatter distinguishes his poetry from that which 

preceded him. For several centuries after Villon poetry 

degenerated Into ©ffloresoenoe or flor 1 tiara without new 

innovation. If any innovation took place, it took place in 

Italy since 

beginning with the Italians after Dante, coming through 
the Latin writers of th# Henaissance, French, Spanish, 
English, Tasso, Arlosto, etc., the Italians always a 
little in the lead, th© whole is elaboration, medieval 
basis, and wash after wash of Roman or Hellenic 
influence. I mean on® need not read any particular part; 
of it for pt&rpos© of learning onft's ooBipar&tJiv® values* * 

Th© classical movement began in Renaissance Italy and spread 

throughout Europe, reaching England after Marlowe and Shake-

speare had written. The movement was a restraining movement, 

not an inventing one. England's reaction - to the new movement 

was characteristic in Pound's eyes: "anything that happens to 
110 

mind in England lias usually happened somewhere else first." 

108Pound, The Splritl of Romance, pp. 88-89. 

109pound, Literary Essays., pp. 28-29* 110,£&M*» P« 30. 
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The Elizabethans were not Inventors, Instead they were 

embroiderers of the language. The result is graceful, rich, 

abundant, but not unique. The ballads of the English, Scotch, 

and Spanish are invention, to be sure, but they are not 

significant developments. 

The significant writing of the seventeenth and eighteenth 

centuries is satire, in which Is a "very limited sort of 

111 

loiscopoeia." After 1750, poetry degenerated rapidly, and 

prose succeeded as the more effective means of literary 

expression. The most significant advancement was made by 

Stendhal, who believed that prose was superior to poetry for 

expressing Ma clear idea of the diverse state of our con-

11? 

sclousness.w' ' M o d e m , twentieth-century verse must be 

understood in light of this development. Both Stendhal and 

Flaubert sought to write as they saw by using the precise 

word in order to portray, not to make a comment.12^ in order 

to survive, poetry had to make a similar discovery. The 

French poets, observing the innovations of Stendhal and 

Flaubert, proceeded to experiment on their own. Jammes, 

Himbaud, de Gouraont, and the symbollstes found that the"best 

effects are obtained through the presentation of objects, 

not through didacticism. 

That the classics influenced English literature is 

obvious. Wordsworth and Shelley used Italian canzonl forms, 

1UIkld. 112Ibld.. p. 31. 
1 "^Pound, A B C of Reading, p. ?k. 
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ilk 
and Swinburne used Greek "injection." The influence of 

Latin metor is evident in the English iambic pentameter, "the 

metre of moral reproof.Browning's Sordello and Kipling's 

tales are part of nineteenth-century England's contribution 
1 1 A 

to the classic idea of literary invention. 

For most English posts• ©specially for Pound, translation 

is artistic expression and also an introduction to literature 

for the neophyte* Since there are few inventions in each 

literary age, many of the poets are copiers and diluters. 

Pound, however, will not abide the diluters. "If a certain 

thing was said once for all in Atlantis or Arcadia, in 450 

Before Christ or in 1920 after, it is not for us moderns to 

go saying it over, or to go obscuring the memory of the dead 
117 

by saying the same thing with less skill and less conviction." ' 

Pound'a salvation lies in his emphasis on translation. 

Beallzing early the fact that the inventors are few and the 

diluters numerous, he proceeded to laboriously scrutinise the 

greatest of poets by translating their own works. If Pound is 

an Inventor, he is one because of his perusal of the inventors 

of the past. Pound seeks to correct the taste of the trans-

lators because he will not accept the unproved and highly 

11^Ibld., p. 132. 115Ibld., p. 138. 

ll6Pound, Make It New, p. 288. 

•^Pound. Literary Essays. pp. 10-11. 
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illogical fact that all the classics are excellent simply 

because they are ancient. In his own translations Pound seeks 

the excellent in Propertius and Catullus, plus the best of 

those writers of the classical tradition. He also translates 

the classics of the Orient, th® Confucian Odea. Indeed, the 

Chinese offers him the symbol in the Ching Ming ideogram of 

what he seeks in all poetry. The first figure, in actuality 

a hitching-post or klng~pln uniting various levels of 

existence, the ground and the sky, means "Governor." The 

second ideogram, the waning moon suspended over the sign for 

the mouth, indicates terminology drifting through successive 
1 1 A 

phases requiring re-alignment with fact. ' Even the Greek 

and Roman classics, according to Pound, contain the elements 

of the Chinese "Ching Ming.*' 

118 
Hugh Kenner, The Poetry of Ezra Pound (Norfolk, 

Connecticut, 1951), p. 38. 



CHAPTSB IV 

THE CLASSICAL INFLUENCES IN POUND'S POET HI 

Pound has said In his book Culture* "When you don't under-
i 

stand it, let it alone.tt And, frequently. Pound's readers 

wish that they oould do just that. By far, the most popular 

comment about Pound's poetry is that it is obscure, not only 

in subject matter, which few people are familiar with, but 

also in styles 
. . . he is very elliptical, he jumps from one thing to 
another, leaving the reader to fill in connexions or 
see relations for himself. And he always refers to any 
person, place, or episode he is talking about as if the 
reader were already familiar with it.2 

In attempting to comprehend order in the seemingly hopeless 

chaos of Pound's poetry, one must remember that his view of 

poetry is inextricably bound to his view of history. Pound's 

mission is to be a poet witnessing the activation of ideas. 

He conserves the best of the past and seeks to renew the 

principles of order in a chaotic world.® In being concerned 

with the moral, political, and social status of society, 

1 
Pound, Culture, p. 127. 

o 
'George Praser, Ezra Pound (Edinburgh, i960), pp. 75-76. 

^Walter Sutton, editor, Ezra Pounds 4 Collection of 
Critical Essays (New York, 1963). p. 1. 

12^ 
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k 

Pound follows a tradition established by Homer. He does not 

believe that a civilization can exist separate from a "vital 

faith in the d i v i n e B u t Pound's divine is not the Hebraic 

and in his opinion anti-art spirit, but the Hellenistic, pro-

art spirits Pound's view of the divine is influenced not only 

by Greek and Roman mythology but also by neo-Platonisn and 

Confucianism, and, to a certain extent. Soman Catholicism# 

Neo-Platonism is evident in the fact that Pound accepts 

Plotlnus* basic theory that the image of light is the origin 
£ 

of good, beauty, and creativity, Confucianism la reflected 

in Pound's pointing to Kung-fu-tse as the perfect philosopher-

ruler who establishes order from chaos# The mythological 

element in Pound's poetry frequently consists of the journey 

in the foas of the poriplus of wandering around the earth 

literally or figuratively and of the nekula, the descending 

into the underworld, both Journeys being a means of education, 

the gaining of wisdomi after this journey, and sometimes 

during the journey, a metamorphosis generally takes place. 

The two sources for Pound's mythological influences are Homer's 

Odyggqy and Ovid's Metamorphoses. At times Pound's poetry 

seems to be merely close-ups of details on a Greek 
4 
Keimer, The Poetry of Ezra Pound, p. 292* 

^Clark Bmery, Ideas Into Action (Coral Gables, Florida, 
1958), p. 1. 

6Ibid,, p. 10. 
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architectural frieze, with Its reliefs of mythological 

heroes, gods, and goddesses.^ The deities and the classical 

writers alike are presented with a "concentrated mingling of 

8 

idealism, with disillusioned irony and even wit." , In general, 

Pound*s poetry may be classified as either translation or 

original works but, characteristically, the poems frequently 

are hybrids containing original translations which, though 

based on the work: of another author, are essentially new poems 

which Pound has created. 

Pound's "translations" appear to be exercises preparing 

him for the outburst of original creativity in the Cantos. 

Of the translations, Papyrus is one of the more unique and 

interesting. The poem consists of 
Spring 
Too long 
Gongula" 

which is a translation of three of sixteen extant lines of a 

seventh-century fragment of one of Sappho's poems (Berliner 

Klasglekertexte P9722.J+) . 1 0 The poem was anthologized by 

Ernst Dlehl as fragment 97 in the Anthologlca Lvrioa Grataoa. I,* 

the four pertinent lines are 

^Kenner, p. 124. 

8Bush, Mythology, p. 535. 

^Ezra Pound, Pernonae (New Xork, 1926), p. 189. 

10Achilles Pang, "Notes on Pound's Papyrus," Modern 
Notes. LXVII ( 1952) , 168-190. 
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,ou / 

er'a / 

derat / 

1 1 

Goggula /x 

The word In the second line resembles the Greek word for 

"spring." The third, lino is a word similar to "too long," 
12 

and the fourth is Gongula'a name. As Murray Interprets the 
poem, the fourth line is extremely Important? 

• . . Gongula (or Gongyla) of Colophon was reputed to 
have been one of the pupils of Sapphoa more Important, 
two "badly mutilated poems by Sappho evidently refer to 
the same young woman. Apparently Pound became familiar 
with at least on© of the fragments. . . . His Imagination 
was doubtless stimulated by Its suggestive Incompleteness, 
. . . Pound*s modern "papyrus" thus stands as evidence of 
the manner In which the almost legendary poetess entered 
again into literary consciousness, as a result of the 
fascinating (and tantalizing) papyrus finds of the late 
nineteenth and twentieth centuries. His borrowing here, 
while quantitatively small affords additional insight 
Into the associative processes of the poet conscious of 
a literary heritage.*3 

Pound has also translated another entirely different work 

from the Greek;, the Traohlniae (Women of Trachls) of Sophocles, 

which was published during his confinement in St. Elizabeth's 

Hospital. When Pound discussed the translation with Donald 

Hall in an Interview for the Paris Review in Home, he said that 

11 
N. I. Collenge, "Gongyla and Mr. Pound," Notes and 

Queries« "V (June» 195®)* 265""'266. 
12 
Christopher M. Dawson, "Pound's Papyrus.w Erplicator. 

Vol. IX (February, 1951)» item 30. 
11 
Robert D, Murray, Jr., MA Note on Sappho and Ezra 

Pound," Classical Journal. XLVI (March, 1951), 30^-305. 
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one sees a job to be don© and goes at It. The Trachlnlae 
came from reading the Fenollosa Hoh plays for the new 
edition, and from wanting to see what would happen to a 
Greek play, given that same medium and the hop® of Its 
being performed by the Minorou company. She sight of 
Cathay in Greek, looking like poetry, stimulated cross 
currents.^ 

Women of Traohls is an unusual translation in that the diction 

which Pound ©boosts is colloquial. In the opening scene 

Daysalr {Herakles1 wife, Daianeira) on hearing a slave suggest 

that Hyllos, Days&ir1s and Heraklesf son, search for the long 

absent Herakles, replies 

See hers, son, this slave talks sans®, 
more than some free folks. 

to which Hyllos responds 
IK 

What's she say? Lemme hear. J 

Of course, critics were dubious, but Pound's entire work Is 

in the same vein. The poetry for the ZChoros is somewhat more 

formal: 

TOHN between griefs, whloh grief shall I lament, 
which first? Which last, in heavy argument? 
One wretchedness to me in double load. 
DEATH'S in the house, 

• and death comes by the road. 

TEAT WIND might bear away my grief and me, 
Sprung from the hearth-stone, let it bear me away. 
God's Son is dead, 

that was so brave and strong, 

1 k> 
Donald Hall, "Ezra Pound: An Interview," Paris Review. 

VII {Summer-Fall, 19&2), 26. 

*^Ezra Pound, Women of Traohls (New York, 1957)# PP* 6 - 7 . 
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And I am craven to behold such death 
Swift on the ©ye, 

Pain hard to uproot, 
and this so vast 

A splendour of ruin. 

THAT NOW is here. 
As Progae shrill upon the weeping air, 
*tis no great sound. 

These strangers lift him home, 
with shuffling feet, and love that keeps them still. 
The great weight silent 

for no man can say 
If sleep but feign 

or Death reign instantly. 

Herakles Zeuson, the Solar Vitality, has put on the jacket 

which Daysair had prepared for him to wear while he sacrifices 

the hecatomb. Unfortunately, she has also dabbed the jacket 

with the blood of a Centaur, Herakles' enemy, which had been 

contaminated with Hydra's blood, and when Herakles puts on 

the jacket, the poison begins melting his flesh. As Herakles 

is carried to his hone he speaks, saying 

Holy Kanea, where they build holy altars, 
done yourself proud, you have, 
nice return for a sacrifices 

messing me up. 
I could have done without these advantages 
And the spectacle of madness in flower, 

incurable, oh yes. 
Get someone to make a song for it. 
Or some chiropractor to cure it. 
A dirty pest, 

take God a*mighty to cure it and 
I'd be surprised to see Him 1? 

coming this far . . . . 

Daysair, seeing what she has done, commits suicide, but 

Herakles thinks that she intended to kill him. Hyllos attempts 

l6Ibld.. pp. 42-43. 17Ibld.. p. 43. 
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telling Heraklas, 

It's about mother's mistake. -g 
What's happened. She didn't mean it. 

Herakles replies. 

Well of all the dirtiest . . . 
Xour bloody murdering mother 
and you dare to mention her 

in my earshot119 

Eventually, Herakles is convinced that Days&lr did not wish 

to murder him, but that his old enemy, after many years, had 

tricked Days&ir into avenging him. Herakles shouts, "IT ALL 

COMBESwhieh Found believes to be the key phrase of the 

entire play.20 Turning to Hyllos, Herakles makes him promise 

to cremate hi® so that his agony may end} Hyllos, of course, 

Is reluctant, but finally obeys his father, saying 

Hoist him up, fellows. 
And for me a great tolerance, 

matching the gods' great unreason. 
They see the things being done, 
calamities looked at, 
sons to honour their fathers, 
and of what is to come, nothing is seen. Godsi 
Our present miseries, their shame. And of all men 
none has so borne, nor ever shall again. 

And now ladles, let you go home. 
Today m have seen strange deaths, 
wrecks many, such as have not been suffered before. 

And all of this Is from Zeus,^1 

Sutherland states that "this particular classic can 

fairly enough be said to be negligible or Found*s use of it 

l8Ibj.d., p. ̂ 7. 1 9 M A ' 

2°Ibid.. p. 50. 2 1|W«* P. 5^. 
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vicious, and the culture to which it contributes neither ours 

nor living." That Women of Traohla is an inferior transla-

tion or inferior to Pound's other work may "be a valid criticism, 

tout to oall the translation negligible or vicious may indicate 

a prejudiced viewpoint towards Pound typical of the time 

during which the play was released, Sutherland seems to 

Ignore Pound's very obvious attempt to re-state the classics 

in order to make them meaningful for modern man* However, 

Bernard Dick also denounces Women of Trashis as being "a 

burlesque of Greek tragedy—caustic, pedestrian, and often 

in dubious t a s t e . D i c k also criticizes Pound's 

substituting Hsubway~ciroultM diction for the diction of 

Sophocles, thereby ruining th© play. The tendency to sub-

stitute colloquiallams for the original in order to make the 

classics speak to modern readers is also•characteristic of 

the early Cantos, and especially of The Homage to Sextus 

Propertius; therefore, Dick overlooks Pound's long-established 

theory of translation plainly evident in nearly all his work. 

In Sextuss Propertius, Pound discovered a kindred 

personality, Propertius w<?s, as Pound Is, enigmatic, gloomy, 

difficult, contradictory and moody; he, also like Pound, was 

a pessimist, thinking civilisation's collapse Imminent. 

22 
Donald Sutherland, "Ezra Pound or Sophocles," Colorado 

Quarterly. VIII (Autumn, 1959)» 182-183. 
2^Bernard P. Dick, "Sophocles Com-Pounded," Classical 

World. LIV (April, 1961), 236-237. 
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Propertlus saw the Roman society of the first century B. G, 

aa being hostile to arts and especially poetry, and, la 

alternating moods of absolute despair and extravagant, though 

unfounded, hope, he condemns Home for sacrificing art to the 
oh, 

affairs of Caesar, Pound sees in Propertlus' civilization 

a foreshadowing of the British Empire, and especially of 

Ikmdon in 1917» and he applies many of the ideas in Propertlus' 
2< 

poetry to twentieth-century problems, J As Pound states In a 

letter to th© editor of the English Journal in January 1931, 

*•*1® Homage to Sextus Pr0.pertl.u3 
presents certain ©motions as vital to me in 1917, faced 
with the infinite and Ineffable Imbecility of the 
British Empire, as they were to Propertlus some 
centuries earlier, when faced with the infinite and 
ineffable imbecility of the Soman Empire, These 
emotions are defined largely, but not entirely, in 
Propertlusfs own terms. 

Pound found other similarities In Sextus Propertlus, whose 

work is, like Pound's own, characterized by erudition and 

respect for the past combined with an eclectic style. 

Pound's Homage is not a translation but an adaptation of 

Propertlus' elegies, which he rearranges freely In-order to 

play with sound and association. Identifying himself with 

2k 
Harvey Seymour Gross, Sound and Form In Modem Poetry 

(Ann Arbor, 196^), p. 152. 
2-'stock, p. 96. 

Ezra Pound, The Letters of Ezra Pound: 1907-1941. 
edited by D. D. Paige (New Xork, 1950). p. 231. 

2'"Norman, p. 205. 
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Propertius, Pound alms at making "an original modern poem 

out of the light that Properties1 sensibility and hie own 

28 

seemed to oast on one another." • Using Propertius' elegies 

to denounce rhetorical sham and to restate artistic 

principles, Pound also uses Propertins' work to attack 
29 

political and academic "jargon and deception."'' Although 

using Propertius as a mask, a persona, through whom he attacks 

British society, Pound uses the love poetry not as the 

passionate and subjective poetry which Propertius wrote, "but 

as an expression of Propertius* poetic credo. Ih opening the 

Homage with 

Shades of Callimachus, Coan ghosts of Phlietas* 
It is in your grove I would walk, . . . 
Out-weariers of Apollo will, ass we know, continue 

their Martian generalities, 
W© have kept our erasers in order."' ' 

and in closing the Homage with 
Varro sang Jason's expedition, 

Varro, of his great passion Leuoadia, 
There is song in the parchment} Catullus the highly 

indecorous, 
Of Lesbla, known above Helen? 
And in the dyed pages of Calvus, 

Calvus mourning Quint11la, 
And but now Gallus had sung of Lycoris. 

Fair, fairest Lycoris--
The waters of Styx poured over the wound t 
And now Propertius of Cynthia, taking his stand 

among these.31 

O Q 
M. L. Rosenthal, A Primer of Ezra Pound (New York, 

I960), p. 55. 

2^Ibld., p. 56. ^°Pound, Personae. p. 207. 

31Ibid., p. 230. 
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Pound makes it clear that in choosing Propertius' love poetry 

he emphasises Propertius' concern with th® verbal expression 

of his love.^2 Pound, lik:@ Propertius, "believes fate has 

destined him to purify th® Muse."^ In changing the elegies, 

Pound obviously adds anachronisms such as 

My cellar does not date from Huma Pompilius, 
Nor bristle with wine jars, . 
Nor is it equipped with a frigidaire patent , . ^ 

and 

Go on, to Ascraeus' prescription, the ancient, 
respected, Wordsworthian: ^ 

•A flat field for rushes, grapes grow on the slope.' 

But Pound also deletes material from Propertius' work which 

would recall the Romantics' translation of the Boman ©legist. 

As Sullivan observes, 
in this sense at least Pound'3 boast that the Homage has 
"scholastic value" is quite trues we are a step nearer 
the real qualities of Propertius because we have taken 
away from him some fictitious qualities ¥ictorian classi-
cal translation had imposed. As it happens, h© has 
achieved this not by any deep insight into Latin poetry 
or by any great knowledge of the Latin language, but by 
a feeling for poetry Itself and the poetic language of 
his own tradition.3o 

In cutting out material. Pound exercises his critic's preroga-

tive by eliminating or compressing the obscure mythological 

allusions, thereby avoiding unnecessary parallels and creating 

32 
J, P. Sullivan, Ezra Pound and Seztus Propertius 

(Austin, 1964), p. 29. 

-^Gross, p. 52. -^Pound, Persona®. p. 209 < 

-^Ibld., p. 229. -^Sullivan, p. ?8. 
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an impression of the original rather than a literal rendition.-^ 

In essence, Pound captures Propertlus' mood without being 

18 

foroed to use his mode of expression, The result is that 

Pound chooses incomplete and non-consecutive passages, some 

as short as three lines, some as long aa a hundred, from 

Books II and III in order to present, through rigorous 

critical creativity, a homage or a treatment of Propettlus.-^ 

When the Homage appeared, classicists and Latin scholars 

were appalled. One scholar, William Gardner Hale, presents 

a typical scholarly viewpoint: "Mr, Pound is incredibly 

ignorant of Latin. He has of course a perfect right to be* 

but not If he translates from it. The result of his 

ignorance is that much of what he makes his author say is 
ILQ 

unintelligible." Hale continuee his deprecation of the 
Homage by saying 

if Mr. Pound were a professor of Latin, there would be 
nothing left for him but suicide. I do not counsel this. 
But I beg him to lay aside the maslc of erudition. And, 
if he must deal with Latin, I suggest that he paraphrase 
some accurate translation, and then employ some 
respectable student of language to save him from blunders 
which might still be possible. If he does not owe this 
to himself, he owes it to his author . . . .^1 

3Ibid., p. 45. 

P. Blactanur, Language As Gesture (New York, 1952), 
P. 157. 

39Ibid., p. 130. 
JLQ 
William Gardner Hale, "Pegasus Impounded," Poetry. 

XIV (1919). 52. 

^Ibld.. p. 55. 
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In viewing the Homage. however, it is important to remember 

that Pound did not intend his poem to be a "crib" translation 

of the Elegies, but an attempt to make Propertius a vital 

poet to readers in the twentieth century. In reality, Pound 

is translating the impossible, the logopoela. which cannot be 

translated literally but only transferred from one cultural 

expression to the similar, but not exact, expression of 

another civilization. Pound, in writing to Orage, explains 

his attempts ". • . there was never any question of translation, 

let alone literal translation. My Job was to bring a dead man 
ko 

to life, to present a living figure." In following the ideal 

of Ching Ming, Pound seeks to accurately and adequately 

transpose Propertius' thinking, emotions, and expression into 

English. Even in technique, Pound "freely renders Propertius1 

meter and catches the abrupt syntactical patterning, the 

quick turns of speech, and the overall descending movement." J 

Pound substitutes vers llbre "sense units" for Propertius' 

elegiac couplets, a measure which, in Pound's opinion, only 

leads to pleonasm and padding. In general, Pound substitutes 

for the couplet a long line followed by one, and sometimes 

two, short lines according to the sense pattern of the 
bh, 

original. The "sense units" also make use of associations 

of ideas, the emotional correlations sometimes producing 

^2Pound, Letters, pp. 148-149. 

^Gross, p. 15^. ^Sullivan, p. 84. 
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abrupt Juxtapositions. These Juxtapositions affect the 
kc 

themes both before and after the apparently sporadic shift. J 

The resulting effect is one of a collage. a layering of sense, 

which is an extension of Pound's ideogramaio style. 

By opening the Homage as he does with "Shades of 

Callimachus, Coan ghosts of Philetas," Pound indicates that 

he too is intrigued "by the posts who portray the innovator 

and the master of the Alexandrine tradition. Both poets 

felt a rather Flaubertlan devotion to literature and art. 

The elegies of Propertlus reflect the influence of Callimachus1 

kg 

Aetla and of Apollonlue Shodlus' Argonautlea. But added to 

Propertiu3» Elegies is an irony which Is entirely Propertlus' 

own and which Pound can fully appreciate. In attempting to 

extol great Augustan themes of the destiny of Home and the 

achievements of Augustus, Propertius, with touches of irony, 

makes it very clear that he Is rejecting "the whole Augustan 
lL*7 

literary ethos." Pound recreates the irony in Section I: 
Annalists will continue to record Soman reputations, 
Celebrities from the Trans-Caucasus will belaud Soman 

celebrities 
And expound the distentions of Empire, 
But for something to read in normal circumstances? 
For a few pages brought down from the forked hill unsullied? 
I ask; a wreath which will not crush my head. 

And there is no hurry about it; 
I shall have, doubtless, a boom after my funeral, 
Seeing that long standing increases all things ^g 

regardless of quality. 

24,5Ibid.. p. 89. ^Ibld.. p. *K>. 
Ly _ liQ 

Ibid., p. 58. Pound, Personae. p. 20?. 
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The them® continues throughout the Homage as shown In 

Section II: 

I had rehearsed the Curian brothers, and made 
remarks on the Horatlan javelin 

(Hear Q. H. Flaccus1 "book-stall). 
•Of royal Asmilia, drawn on the memorial raft, 
•Of the victorious delay of Fabius, and the left-

handed battle at Cannae, 
Of lares fleeing the *1010611 seat' . • . 

I had sung of all these 
And of Hannibal, 

and of Jove protected by geese. 
And Phoebus looking upon me from th© C&staltan tree, 
Said then •You Idiot! » . ,'^9 

Propertius, th® persona for Pound, realizes that hie insincere 

attempts to conform to society's demands were only destroying 

what potential he did havej but, Propertius is "saved" from 

himself as Apollo speaks to him from the "castalian tree" 

named after Castalla, a nymph who* when chased by Apollo, was 

transformed into a spring which was made sacred to Apollo and 

the Muses and which Soman poets believed conferred poetic 

inspiration. Calliope also urged Propertius to be 

•Content ever to move with white swansf 
'Nor will the noise of high horses lead you ever to 

battle} 
•Nor will the public oriers ever have your name 

in their classic horns, 
•Nor Mars shout you in the wood at Aeonium, 

Nor where Borne ruins German riches, 
'Nor where the Bhine flows with barbarous blood, 

and flood carries wounded Suevl. 
•Obviously crowned lovers at unknown doors, 
•Night dogs, the marks of a drunken scurry, 
•These are your images, and from you the sorcer-

lzlng of shut-in young ladies. 

^Ibld.. p. 210, 
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'The wounding of austere men by chicane.1 
Thus Mistress Calliope, 
Dabbling h®r hands In the fount, thus she 

Stiffened our face with the backwash of Philetas the 
Coan.50 

After his encounter with the deities, Propertius continues to 

make jabs at the Augustan hierarchy. Pound presents his 

version In Section Vi 

Oh august Plerides! Now for a large-mouthed 
product. 

Thus* 
'The Euphrates denies its protection to the Par-

thian and apologizes for Crasssus,' 
And 'It is, I think, India which now gives necks to 

your triumph,' 
And so forth, Augustus. 'Virgin Arabia shakes in 

her inmost dwelling.* 
If any land shrink into a distant seacoast, 

it is a mere postponement1 of your domination. 
And I shall follow the camp, I.shall be duly cele-

brated for singing the affairs of your cavalry. 
Hay the fates watch over pry day.51 

Propertius-Pound continues his adamant stands 

Thus much the fates have allotted me, and if, 
Maecenas, 

I were able to lead heroes into armour, I would not . . , 

Combining his overly-morbid fear of death with his disgust at 

militant Home, Propertlus sings 
When, when, and whenever death'doses 

our eyelids, 

Moving naked over Acheron 
Upon the one raft, victor and conquered together, 
Marius and Jugurtha together, 

one tstngle of shadows. 

52 

50 'ibid,.. p. 211. ^Ibld.. p. 216. 

52Ibld.. p. 217. 
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Caesar plots against India, 
Tigris and Euphrates shall, from now on, flow at 

his bidding, 
Tibet shall be full of Soman policemen, 
The Parthlana shall get used to our statuary 

and acquire a Eoraan religion? 
One raft on the veiled flood of Acheron, 

Marius and Jugurtha together,53 

Pound chooses to present Propertius1 ooupling of Jugurtha, 

the ruler of western Numidla wh@ provoked the Jugurthlne War, 

and Galug Marius, who led the Soman forces against Jugurtha. 

The latter, after completely destroying his uncle Adherbal 

and the Soman foroes at Cirta, resorted to guerilla taotlos 

in order to harrass Marius. Eventually, in 105 B. C., 

Jugurtha was taken captive, ending the war.^ Propertius, 

In condemning Marius and Jugurtha to harrassing each other in 

the afterlife, reveals his disdain for all Soman military 

leaders and governmental officials. For the typical interest 

in the military, Propertius substitutes hi® interest in women: 

And I also will §lng war when this matter of a girl is 
exhausted.55 

The matter of the girl is never exhausted, and Propertius ends 

his diatribe by flaunting this interest In the face of the 

other, more militant mem Pound expresses Propertius1 feelings 

in this maimer: 

-^Ibld.. pp. 218-219. 
<h 
i ̂ hurvS-, H - , 5 ^ - al?i;;r?j£ Sasa. sa S&i. 4- s.. 

^th ed. (Mew York, 1955), pp. 185-187. 
CC 
-'-'Pound, Personae. p. 216, 
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And. behold me, small fortune left in my house. 
Me, who had no general for a grandfatherJ 
I shall triumph among young ladies of indeter-

minate character, 
My talent acclaimed in their banquets, 

I shall be honoured with yesterday's 
wreaths# ^ 

And th® god strikes to th® marrow.*3 

Pound believed that Propertius' ironic attitude' toward th© 

Augustan Roman Empire was most evident in his logopoela.which 

cannot be literally translated? therefore, the attitude in 

fc*1® Homage at times takes on Pound's attitude toward the 

British Empire, which is much stronger and more definitely 

condemning than Propertius dared to be. Pound appreciates 

Propertius' tendency to parody his society when he is forced 
<7 

to eulogize this society in order to remain in it,-" 

Besides Propertius' mockery, Pound has also masterfully 

translated Propertius' use of colloquialism, but, as in 

Propertius, there are in the Homage many passages which are 

sonorous and impassioned. Pound, likewise, although he does 

not feel the panic which Propertius felt, keeps the death 

imagery in the Homage. The horror of personal death as in 

For long night oomes upon you ^0 

and a day when no day returns. 

and in 

Xou may find Interment pleasing, . . 

is turned, by Pound, into an expression of artistic death. 
56Ibid.. p. 229. 57Sullivan, p. 75. 

^Pound, Personae. p. 220. -^Ibld.. p. 222. 
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The fear which Propertius experiences for Cynthia (in 

actuality, Hostia), is also used "by Pound as the expression 

of the death of arts 

Persephone and Dis, Dis, have merey upon her, 
There are enough women in hell, 

quite enough "beautiful women, 
lop®, and Tyro, and Pasiphae, and the formal girls 

of Achaia, 
And out of Troad, and from the Campania, 
Death has his tooth in the lot, 

Avernua lusts for the lot of them, 
Beauty is not eternal, no man has perennial fortune, 
Slow foot, or swift foot, death delays "but for a 

season."® 

In comparison to Propertiua' original work. Pound's, 

besides simplifying the mythological allusions and maintaining 

Propertlan themes, has altered Propertius' diction. One of 

the better examples is Section XI. Pound begin® with 

The harsh acts of your levity1 
Many and man?. 

I am hung hare, a seare-crow for lovers.ol 

The passage in the Homage is Pound's rendering of Propertius1 

I have often feared many things hard to bear from your 
fickleness (levltaa). Cynthia, but never yet this perfidy. 
It is by those eyes I am perishing, a warning to lovers 
like me that safety lies, alas, in believing no blan-
dishments.®2 

Likewise, 

Escape! There is, 0 Idiot, no escape, 
Flee if you like Into Banaus, 

desire will follow you thither, 
Though you heave into the air upon the gilded 

Pegasean back, 

6QIbld., p. 223. 6lIbid.. p. 226. 

^Translated by Sullivan, p. 90. 
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Though you had the feathery sandals of Perseus 
To lift you up through split air, 
The high tracks of Hermes would not afford you 

shelter. 

Amor stand® upon you, Love drives upon lovers, 
a heavy ssass on free necks.0-* 

is Pound's translation of 

Where are you flying to, In your madness? Flight is 
impossible: you may fly to Tanais, yet Love will ever 
follow you. Hiding in air on the back of Pegasus will 
not avails not though your feet be furnished with wings 
lite Perseus, not though the breezes, cleft by your 
winged heels, waft you with a lofty flight like Mercury's, 
will it be of use. Love is always hovering over your 
head: he hovers over a lover, and alights with all his 
weight on free neck©.®** 

For Propertius' "It is not from the city you are so madly 

eager to escape, but from my sight. lour efforts are useless? 

the snares you are laying for me are in vain: you are idly 

spreading nets for me that I am well aware of—I an 

experienced,"^ Pound offers. 

It is our eyes you flee, not the city, 
Xou do nothing, you plot Inane schemes against a©, 
Languidly you stretch out the snare 

with which I am already familiar . . . . 

As Propertius warns Cynthia that all Home Is gossiping about 

her, Cynthia excuses herself, saying that hers is the fate of 
all beautiful women. Propertius urges Cynthia to reconsider 

and to begin living a life that would not be as likely to 

- — — _ 

-'Pound, Pergonae. p. 226. 
6k 
Translated by Sullivan, pp. 90-91. 

65 * 66 
XfeM*» P« 91. Pound, Personae. p. 226. 



encourage gossip. In the original elegy, Propertius states, 

with a wealth of mythological examples, 

the daughter of Tyndarus left her home for a foreign 
lover, yet she was brought back alive and uncondesmed, 
Yenus herself is said to have been seduced by Mars' 
lust, yet she remained an honest woman in heaven as 
before . . » . Ah, Cynthia, if only you would choose to 
dwell with me In dewy caverns on a mossy hills there 
you shall see the tuneful sisters cling to the rocks and 
sing of the sweet clandestine loves of another Jove t of 
how he was consumed with love for Semele, how sadly fond 
of I© and how, in the.form of a bird, he flew to the 
halls of Troy . . . .°7 

For this passage, Pound offers a condensed and simplified 

version of the mythological allusions: 

A foreign lover brought down Helen's kingdom 
and she was led back, living, homei 

The Cytharean brought low by Mars* lechery 
reigns in respectable heavens, . . . 

Oh, oh, and enough of this, 
by dew-spread caverns, 

The Muses clinging to the sossy ridgesi 
to the ledge of the rocks! 

Zeus' clever rapes, in the old days, 
combusted Semele's, of lo strayed* 

Oh how the bird flew from Trojan rafters, . . . .™ 

Pound invariably substitutes the suggestive impression 

for the pleonastic in his translation of Propertius.^ 

Frequently he also puns on the Latin language, puns which can 

only be understood by a reader knowing both Latin and English 

and who, therefore, can see the association! one example is 

Pound's translation of 

^Translated by Sullivan, pp. 92 r 93« 
£Q £g 
Pound, Personae. p. 22?• 'Sullivan, p, 97. 



145 

Aetla Vergilio custodls litora Phoebl 
Caesarls ©t fortes dlcere posse rates 

("Be it for Vergil to sing the shores of Actlum o'er which 
Phoebus watches, and Caesar's gallant ships of war").70 

In the Homage the passage becomes 

Upon the Actian marshes Virgil is Phoebus' chief of 
polio®, 7± 

He oan tabulate Caesar's great ships. 

Some puns, dubbed "the howlers" by Pound's critics, show that 

Pound has a sense of humors two examples are the translating 

of atant 11tore rnippes as "there stands a litter of puppies" 

and of contlcuere oamea as "they were all County Kerry men. 21 

The haiku technique which Pound used in Lustra is evident 

in his translation of Propertius, but the themes in the 

are also those of Hugh Selwyn Mauberley. The devices 

and the Irony utilized in the Homage are apparent in the 

Cantos which also juxtaposes latinlama and colloquialisma, 

the passive and the active voices, distance and involvement, 

dignity and v u l g a r i t y . ^ The scope of the Cantos widens to 

include all history, and again the anachronism® are evident 

as a more developed major principle of composition. The use 

of myth, personal history, gossip, chronicle, fact, and 

prejudice likewise are a part of the Cantos aa they were a 

part of the Homage.^ Even though the Homage appears to be a 

^Kenner, p. 1^9. ^Pound, Peraonae. p. 228. 

^2Kenner, p. 150. ^Ibld.. pp. 162 -163 . 
7 it , 
' Gross, p. 156. 
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prolegomena to the Cantos, the themes and persona® of Hugh 

Selwyn Mauberley are important developments in the maturing 

of Pound's poetry which culminates in the Cantos. 

In Hugh Selwyn Mauberley. Pound presents the same themes, 

with variations, as those presented in Homage to Sesctuf 

Propertiua. Mauberley is a lyrist who opposes the sham of 

twentieth-century London as Propertlus shunned flrst̂ -jwrntury 

B. C, Hoae# and Mauberley is also an ironist and a follower of 

Aphrodite, although a meek and ineffectual disciple* The 

Homage may be the stronger of the two poems, because, as a 

rule, Pound's "translations" are his most effective poetry. 

Mauberley is the dandified aesthete who is "out of key 

with his time" in his attempts to "resuscitate the dead art" 

of the Aesthetic poetry of the nineties."*7-* Two views of 

Mauberley are offered by Pound* Mauberley is first seen in 

1919 a® the aspiring though struggling and lonely aesthete, 

and again in 1920 when he has been defeated and, therefore, 

gives up his attempts at writing poetry. The extent to which 

Mauberley is speaking for Pound himself is questionable and 

has been the source of much critical discussion. Perhaps 

Wright's opinions concerning the problem are more illuminating 

than any of the other opinions offered by the critics: 

Hugh Selwyn Mauberley represents Pound's most eccentric 
use of masks. To determine exactly who spe&to the 
various parts of this enigmatic poem is a puzzle that has 

' -'Pound, Persoqae. p. 18?. 
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long occupied the lucubrations of Pound critics. It 
now appears that Pound himself considers the first poem, 
"E. P. Ode pour 1*Election de Son Sepulchre," to "be 
spoken by Mauberley himselfs ". . . Mauberley burled 
E. P. in the first poem, gets rid of all his troublesome 
energies." So he writes to Thomas E. Connolly, who 
therefore suggests that Mauberley speaks the first twelve 
poems and the "Envoi," whereas the last five poems form 
an account of Mauberley1s career and a final judgment 
thereon, rendered by the hostile or indifferent world of 
letters. Thus, while Mauberley disdainfully damns the 
literary world, the literary world damns him with equal 
disdain, . . . the aim is to present in all their 
inadequacy certain wrongheaded views of art as they 
connect with certain wrongheaded views of life*?® 

The Mauberley-persona is described by Pound as being his inter-

pretation of a Henry James character, and the poem itself is 

Pound•s condensation of a James novel.^ 

The figure of Mauberley incorporates another persona. 

that of Capaneus,who defied Zeus and was destroyed for his 

hubris,^ Another hero, Odysseus, is presented in the first 

poem of the sequence, ME. P, Ode pour 1'Election de Son 

Sepulchre." Pound begins stanza three with a quotation from 

•fck® Odyssey. XII, 189» translated as "For we know all the 

things that are in Troy."^ The quotation is from the Sirens' 

song? Pound continues with 

|£ S M PoundTBerkeley and i£%^togefes, iJSoT, 
George T. Wright, $he Poet la tfee Poems The Personae 
: ~ -1 " ' **"*-
- w . 

77T Ezra Pound, letter to Felix Schelling, July 9, 1922, 
in Paige, Letters, p. 180, 

^Bosenthal, Prlaer. p. Jk. 

"^William V. Spanos, "Modulating Voice of Hugh Selwyn 
Mauberley," Wisconsin Studies In Contemporary Literature. VI 
(Winter, 1965}, 79. 
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Caught in the unstopped ear; 
Giving the rocks small lee-way 
The chopped seas held him therefore, that year. 

His true Penelope was Flaubert, 
He fished "by obstinate islesi 
Observed the elegance of Circe's h&iroQ 
Bather than the mottoes on sun-dials. 

Fascinated by Circe and the Sirens of his culture* Mauberley, 

who reflects Pound in being born "in a half savage country," 

also rcfleets Pound's interest in Flaubert, Circe, to a less 

wily and clever man* could b© mistaken for Penelope, the 
Q 1 

symbol of the end of the disciplined pursuit of pur© art, 

and Mauberley*s problem is determining which character he 

is, that of Odysseus or that of Elpenor, The search for the 

answer is carried on through irony, satire, and self-mockery, 

and always in the subconscious is the nagging suspicion that 

Mauberley, like Capaneus, might be destroyed by his arrogant 

pride.®2 

The stanzaic form (borrowed from Gautier) and the diction 

and rhyme make it apparent that Mauberley is "out of key with 

his time** stylistically. In Poem II, the alienation which 

Mauberley feels is even more evidents 
The age demanded an image 
Of its accelerated grimace, 
Something for the modern stage, 
Not, at any rate, an Attic grace; 

A n ft 1 
Pound, Personae. p. 18?. Spanos, p. 81. 

®%lackmur, p. 128. 
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Not, not certainly, the obscure reveries 
Of the Inward gazei 
Better mendacities 
Timn the classics In paraphrase! 

The "age demanded" chiefly a mould in plaster, 
lade with no loss of time, 
A pros® Isineffia, not, not assuredly, alabaster 
Or the "sculpture" of rhyme.°3 

Mauberley, like Propertius, is being pressured to conform to 

the aesthetics popular in London after the First World Wars 

tout Mauberley, a misplaced aesthete, cannot conform, his 

situation being again similar to Propertius' in that he 

retaliates by condemning and satirizing his society. 

In Poem III, Mauberley compares modern culture to the 

classical past and finds the present lacking. Women's dress 

is not the aousseline worn by the women of Cos, but a "tea-

rose tea gown"i the pianola is substituted for Sappho's 

"barbitoa." Even in religion* the present is inferior to the 

past: 

Christ follows Dionysus, 
Phallic and ambrosial 
Made way for macerationsj 
Caliban casts out Ariel, 

Bven the Christian beauty 
Defects—after Samothra.ee i 
We see d K a A d f 
Decreed in the market place. 

Faun's flesh is not to us, 
Nor the saint's vision. 
We have the press for wafers 
Franchise for circumcision, o** 

8%ound, Parsonae. p. 188. 8**Ibld.. p. 189. 
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In supplanting Dionysian revels with the sobriety of 

Christianity, religion hast lost much of the excitement which 

the ancients felt, and modern man is forced into an unnatural 

religious philosophy, becoming a warped, twisted monster 

(Caliban) instead of a free spirit (Ariel), Even beauty 

(TO KALON) is "cast before the swine" in the market place, 

the temple of Usura who, like Clroe,turns men Into pigs. Not 

©Ten the saint's mystical vision is available to modem man 

whose Sucharistlo wafer is the daily newspaper, and whose 

religious ritual is not the ancient tribal rite of initiation 

into adulthood (circumcision)# but the political procedure of 

voting for politicians who more often than not are greedy, 

exploitative men? instead of a wise ruler, even though he may 

be a tyrant like Pisistratus.modern man chooses, in order to 

remain "free" in his democracy an Ineffectual sycophants 

All men, in law, are equals. 
Free of Pisistratus, 
We choose a knave or an eunuch 
To rule ore? us. 

Mauberley searches for a man on whom to bestow a tin wreath, 

but even with the aid of Apollo, there is not one man in the 

twentieth century to be found worthy of that fourth-rate honors 

0 bright Apollo, . 
Ti P' dPcfpcc, ' T l V f)/9Ci>aL> TIP a OeoP 
What god, man, or hero ^ 
Shall I place a tin wreath upon! ^ 

The pun on "tin" (tin andra, tin heroa, tina theon) Is lost if 

8 5 m a -
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on© does not recognize the Greek which Is translated in the 

following line j the Greek is a slightly altered quotation from 

Pindar's Second Olympian Ode which in the original is "what 
g/ 

man, what warrior, what sod!" The figure of Pisistratus in 

Poem II is one which should not be merely glanced at. 

Pisistratus, the Athenian tyrant of the sixth century, though 

little is known about him personally, was a ruler who 

encouraged art and letters, who established dramatic contests 

and who sponsored the redaction of the Homeric poems, and to 

Pound he perhaps represents the prototype of the wise phi-

losopher-ruler whose counterpart in the Orient is Kung-fu-tse.®^ 

Connolly is not entirely correct in maintaining that the 

Pislstratus-figure shows that even in a democracy modern man 

may as well live in an oligarchy under a tyrant for all the 
OQ 

wisdom he shows in electing his rulers.' Modem man, 

especially the artist, would be much better off if he did 

live under a well-educated, sensitive ruler who encouraged 

the arts. 

Poem IV presents the sad picture of the soldier*s plight 

in World War Ij many men did not want to fight, but* being 
86 
(Thomas E. Connolly, "Further Motes on Mauberle.v.» 

Accent. XVI (Winter, 1956), 61. 
37 
'George Willis Botsford and Charles Alexander Robinson, 

Jr., Hellenic History. *fth ed. (New York, 1956), pp. kz, 96, 
162. 

®®Connollyf p. 6l. 
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residents In a country which had declared war, they had to 

fight regardless of their own desires. Pound Juxtapose® two 

latin poets in his interpretation of the attitude toward the 

war. The poem begins with 

These fought in any case, 
and some believing, 

pro domo, in any caae . . . . 

The "pro domo" refers to Cicerofs Pro domo gua.^® Those 

lines are followed by an adaptation of Bion1® technique in 
kis M M & t lor M S S M ' 9 1 

Some quick to ana, 
Son® adventure, 
some from fear of weakness, 
some from fear of ©ensure, 
some for love of slaughter, in imagination 
learning later . . . g 2 
some in fear, learning love of slaughter.^ 

Men fought either for personal reasons or because their 

society demanded that, they fight regardless of whether they 

wanted to or not, and, therefore, there were many examples of 

how and why men became soldiers. Some readily fought out of 

patriotism, or because they desired adventure. Some, however, 

fought from fear: fear that they were weak and could prove 

their prowess by joining the army, fear of ridicule or gossip, 

fear of bloodshed that had to be transformed into a love of 

^Pound, Personae. p. 190. ^°Spanos, p. 8*f. 
Q1 
^ John J. Espey, Ezra Pound' 3 "Hauberley": A Study In. 

Composition (Berkeley and Los Angeles, 1955)» p. w . 
92Pound, Personae. p. 190. 
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slaughtering their German brothers. Then there were some who 

thought they loved to kill, hut who found out In battle that 

their love of blood-letting was only in their twisted 

imagination®. The following lines 

Died some, pro patrla, --

non "duloe" non "et decor" . . . 

are a re-interpretation of Horace's Duloe ft decorum est pro 

patrla morl (Carminae. Ill, ii, 13) Those who went to the 

European battle fronts discovered that dying for one's country 

was not sweet nor was it fitting, and the lesson was learned 

well by those who 

walked eye-deep In hell 
believing in old men's lie®, then unbelieving 
oame home, home to a lie, 
home to many deceits, 
home to old lies and new Infamy? 
usury age-old and age-thick 
and liars In public places.95 

The war brought out the best of some of the men, "daring as 

never before," both personally and by comparison with all the 

soldiers of past wars, but there was also "wastage as never 
qA 

before" in the history of mankind,7 The degrading, ugeless 

slaughter, repulsive in Itself, was a disruption of cultural 

life, but the eruption of the war only made quite clear what 

should have been evident—that the rottenness of the 

Victorian age was the cause for the degraded state into which 
^Spanos, p. 84. 

93pound, Persona®. p. 190. ^Ibld. 
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<57 
man had sunk." The reason for the Great Mar Is ironically 

stated In Poem Vi 

There died a myriad, 
And, of the "best, among them. 
For an old bitch gone in th@ teeth, 
For a botched civilization, 

Charm, smiling at the good mouth, 
Quick ©yes gone under earth's lid, 

For two gross of broken statues. 
98 For a few thousand battered books#' 

The poem entitled "Xeux Glauques" is a reminiscence of 

the artistic rebellion of the Pre-B&phaelites in the mid-

nineteenth century, An acquaintance with the men mentioned 

is important in understanding the situation. Gladstone, 

alternately prime minister (changing positions with Disraeli 

several times) and leader of the Loyal Opposition was a man 

who, though busy with government affairs, still respected the 

arts. In relation to the previous two poems, his being 

disliked by Victoria, the symbol of the Victorian age, only 

adds to his stature. Nevertheless, he should not be overly 

eulogized, in Pound's thinking, because he was still a 

Victorian. John Ruskin and Swinburne are readily recognized 

as being prominent Victorian waiters, whereas Hossetti is 

remembered as the rebel who fought the Victorians by urging 

an artistic return to the Medieval Age. Rossetti's muse 

was his wife, whom he painted and about whom he wrote 

^Connolly, p. 62. ^®Pound, Personae. p. 191. 
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his poetry. Buchanan, repulsed by the erotic sensuality of 

the Pre-Raphaelite school, wrote a critique of the 

medievalists, The Fleshly School of Poetry. In all the 

controversy, although admirable work was being done by the 

Pre-Raphaelites, "the English Rubaiyat was atill-born/In 

those days."*^ Fitzgerald, the greatest English poet and 

translator of the Victorian period, was ignored. 

The next four poems—Siena Mi Pe'j Disfeoemi !!ar©aoHĝ ," 

"Brennbaum," "Mr. Nixon," and Poem X—present the "contacts" 

which Mauberley encounters. In "'Siena Mi Pe' . . .,M 

Mauberley meets Monsieur Verog, himself "out of step with the 

decade," who talks for two hours with Mauberley about Gallifet, 

Dowson, the Rhymers' Club, and how Lionel Johnson died by 

falling off a bar stool? Verog, in actuality Victor Gustave 

Plarr, the author of "The Dorian Mood," is lonely, detached 

from and neglected by society as a result of his memories of 

poet~fri@nds who either committed suicide or died naturally 

in their youth.100 Pound has changed the particulars of 

Johnson's death, who really died after falling downstairs, in 

order to re-inforce the connection of the Decadent poet 

(shown both in Johnson, as foreshadowing, and in Mauberley 

himself) with the Elpenor of the Odyssey, who, enchanted by 

Circe, slips into a stupor during which he falls off the roof 

"ibid.. p. 192. 1QQVide. Spanos, pp. 84-85. 
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and d i e s . I n "Brennbaum" Mauberley encounters a Jewish 

Decadent, perhaps a parody of Max Beerbohm. Mr. Nixon Is the 

popular, successful Georgian poet who advises Mauberley to 

"Consider 
"Carefully the reviewer. 

"I was as poor as you are; 
"When I began 1 got, of course, 

"Follow me, and take a column, 
"Even if you have to work free. 

"Butter reviewers. 

"And no one knows, at sight, a masterpiece, 
"And give up verse, my boy, 
"There's nothing in it."102 

The Georgian poet, Ilk© Browning's "Bloughram" advising a 

young priest, warns Mauberley-Pound that "The 'Nineties' 

tried your game/And died, there's nothing in lt."10^ In 

Poem III, "the stylist" is shown living in wretched conditions-

the roof sags and leaks through the thatch, he is unpaid and 

unknown, and his mistress is "placid and uneducated." Still 

the stylist 

. . . exercises his talents 10i, 

And the soil meets his distress. 

In order to be a true artist, not a sycophant or a poetaster, 

the twentieth-century artist is not necessarily forced to 

pledge chastity, but poverty is a pledge which society makes 

101 109 

Ibid.. p. 93, ' Pound, Persona®. p. 19*K 

103Ibld. 10^Ibld., p. 195. 



15? 

certain lie takes if he insists on his role as poet and if he 

tries to fulfill the role of vates. 

Poems XJ and XII portray Mauberley's encounter with women. 

The "Conservatrix of Milesien* is a pathetic model for 

Mauberley to use as Hossetti used Miss Sid&al: 

Ho instinct has survived in her 
Older than-those her grandmother 
Told her would fit her station, 

The young woman cannot possibly overcome her upper-middle 

class Victorian background. Even Lady Valentine has been 

infected by the "merchant philosophy" of her nation? she Is 

like Daphne, who instead of succumbing to Apollo was changed 

into a bay tree, Mauberley visits the Lady Valentine even 

though he knows that she does not like his appearance and 

that she is not appreciative of poetry: 

I await The Lady Valentine's commands, 

Knowing my coat has never been 
Of precisely the fashion 
To stimulate, in her, 
A durable passioni 

Poetry, her border of ideas, 
The edge, uncertain, but a meana of blending 
With other strata 
Where the lower and the higher have ending? 

A hook to catch the Lady Jane's attention, 
A modulation toward the theatre. 
Also, in the case of revolution, 
A possible friend and comforter,106 

105Ibld. 106Ibid., p. 196. 
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With the Introduction of these two women, a second theme, 

that of Mauberley's Incapability of choosing between women 

or poetry, is introduced in the sequence of poems. Poem XII 

ends with the following quatrains 

Beside this thoroughfare 
The sale of half-hose has 
Long since superseded the cultivation 
Of Pierian rosea,10? 

Espey states in his study of the poe© that 

"Pierian roses" in the sense of "poetry" derives ultimately 
from one of Sappho's fragments, and is here a muted echo 
of "Sappho's barbitos" in the third poem. Sappho's lines 
are addressed to a woman of no culture who will "have no 
share in the roses from Pierla." Sappho's flower in the 
Anthology is the rose, and Pierla is traditionally 
associated with worship of the Muses.10® 

Lady Valentine, in Mauberley's (and in Pound's) opinion is a 

highly developed cultural Ignoramus. The ultimate artistic 

expression which Mauberley achieves is in the "Envoi (1910)" 

in which is introduced the color amber (or topaz) which becomes 

important in Part II of the sequence and in which are juxtaposed 

the themes of present day degeneration and of the attraction 

of women: 

Go, dumb-born book. 
Tell her that sang me once that song of 

Lawes: 
Hadst thou but song 
As thou hast subjects known. 
Then were there cause in thee that should condone 
Even my faults that heavy upon me lie, 
And build her glories their longevity. 

107Ibld. 108Espey, p. 98. 
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fell her that sheds 
Suoh treasure In the air. 
Recking naught else but that her graces give 
Life to the moment, 
I would bid them live 
A® roses sight, in ©agio amber laid, 
Bed overwrought with orange and all made 
One substance and one colour 
Braving time. 

Tell her that goes 
With song upon her lips 
But aings not out the song, nor knows 
The maker of it, some other mouth, 
May be as fair as hers, 
Might, in new ages, gain her worshippers, 
When our two dusta with Waller's shall be laid, 
Slftings on 8iftings In oblivion, 
Till change hath broken down 
All things save Beauty alone. 

The undauntable aesthete, finding fault In one of the most 

beautiful women of his age, never despairs of seeking Beauty, 

"Mauberley 1920" begins with a reference in Poem I to 

Messallna, the wife of Emperor Claudius, who was notorious 

for her immoralityj she is to Penelope what Circe was in the 

109 

"Ode" In Part I. 7 Poem II presents Mauberley's state after 

his further degenerations 

For three years, diabolus In the soale, 
He drank ambrosia, 
All passes, ANANGKE prevails, 
Game end, at last, to that Arcadia. 
He had moved amid her phantasmagoria. 
Amid her galaxies, 
NUKTIS 'AGALMA.llO 

Anangke Is the Fate to whom Mauberley's relationship to the 

Lady Valentine yields. Besides having overtones of Odysseus' 

**°%panos, p. 88. 110Pound, Peraonae. p. 199. 
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stay with Calypso, the passage refers to the quatrain in 

Poem H I of Part I in which Mauberley states that 

All things are a flowing, 
Sage Heracleitus says; 
But a tawdry cheapness 
Shall outlast our days, 

suggesting not the beauty of Calypso but the sordidness of 

Messalina* The reference to Anangke echoes the poem The Wings 

of one of the Bucolic poets, in which Eros tells that his "birth 

111 

was one "under the reign of Necessity." The reference to 

MKTIS 'AGALMA is a misquote of a fragment given by Legrand. 

"Beautiful statue" is one readings but more accurate, 

especially with the fragment's mentioning Hesperus, the 

evening star, relating to Mauberley1s "galaxies," is the 

reading of the phrase as "night*s ornament," a reference to 
112 

Aphrodite, the Goddess of I»o¥e. 

Stanza three of Poem II introduces the theme of Mauberley•s 

drifting on his indecisions 
Drifted . . . drifted precipitate, 
Asking time to be rid of . . . 
Of his bewilderment $ to designate 
His new found orchid . . . . 

Mauberley*s bewilderment is his sexual desire, suggested in 

the word "orchid" derived from orchis.*1-^ By the time 

Mauberley decides that his sexual desire is not a threat to 

^^Espey, p. 4?. 112Ibid., p. 48. 

11-^Connolly, p. 64. 
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his pursuit of Beauty and Art, the opportunity has passed. 

The concentration on Truth as opposed to Untruth and on his 

Inability to make up his mind is presented in stanza v: 

Unable in the supervening blankness 
To sift TO AGATHON from the chaff 
Until ha found hi® sieve . . , 

Ultimately, his seismographic 

The truth or the good {TO AGATHON) is not discovered until too 

late, and the standard by which Mauberley finally makes his 

decision (the sieve) does not allow him to come to a con-

clusion until it is too late. Ha realizes his situation and 

experiences an emotional earthquake on realising that Lady 
ii < 

Valentine, not art, is the most important thing In his life. J 

The poem ends with 

Mouths biting empty air, 
The still stone dogs, 
Caught in metamorphosis, were 
Left him as epilogues. H b 

The quatrain refers to C@phalus,who was given a hound by his 

wife who, in turn, had gotten it from Artemis. The hound was 

sent against the great boar of Thebes, and both animals, 

being equal in strength, were turned to stone. Cephalus 

killed his wife accidentally with the spear which she had 

given him. Mauberley, in taking too long, kills his love 

(Lady Valentine*s) too, but more than that he kills his 

11k i u , . 
Pound, Persona#, p. 199. -^Connolly, p. 66. 

116 
Pound, Persona®, p. 200. 
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previous mistress (Art) who could not survive his allegiance 

to a mortal woman. The stanza also refers to the epigraph 

at the beginning of Part II j "Vacuos exereet aera morsus.w 

The misquote Is from Ovid*s Metamorphoses. VII, ?86» which is 

the Image of unrelieved frustration. 

"The Age Demanded" Is a recapitulation of Poem II In 

Part I. The color of coral# topaz, or amber, the color of 

sensuality, is referred to again and again as Mauberley'3 

insensibility is made evident in 

And his desire for survival, 
Paint In the most strenuous moods, 
Became an Olympian anatheIn l l g 
In the presence of selected perceptions. 

The scene shifts to a South Sea Isle on which Jiauberley 

becomes as on© of the lotophagol (lotus-eaters) of the 

He realizes that he is not the hero who can encounter 

Circe with the moly-plant and survive, but one of those who 

is enchanted by a lesser substitute for the experiences of 

Odysseus. In fact, Mauberley is really Elpenor, who died 

under Ciree*$ spell and went to Hades? Odysseus, in searching 

for Tires las, comes across Elpenor, who asks that he be given 

funeral rites and that his oar be placed on his grave. In 

this instance Mauberley-Hlpenor is the owner of an oar which 

states s 

*^Bosenthal, Primer, p. 38. 
118 

Pound, Peraonae, p. 202. 
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"I was 
And 1 no more exist? 
Here drifted 
An hedonist," 

In light of Mauberley1s complete emasculation, the epigraph 

from Memesianus which introduces the entire sequence—"Vocat 

in limb ram" Ec* IV—makes Its ironic point in "the heat 

calls us Into the s h a d e . T h e heat of desire which 

destroys Mauberley causes hlia to become, like Elpenor, a shade 

In Hades, the Hades of this life, 

The "Medallion" closing the Mauberley sequence portrays 

a woman singing. 

The grand piano 
Utters a profane 1?n 
Protest with her clear soprano. 

The woman Is compared to Belnach's Venuss 

The sleek head emerges 
Prom the gold-yellow frock 
As Anadyomene In the opening 
Pages of Eelnaoh, 

Honey-rad, closing the face-oval, 
A basket-work of braids which seem as if they were 
Spun In King Minos1 hall 
From metal, or Intractable amberi 

The face-oval beneath the glaze, 
Bright In Its suave bounding-line, as 
Beneath half-watt rave. 
The eyes turn topaz.'21 

Aphrodite Is triumphant* Pound, using the same elements of 

* ̂ Norman, p. 215. 

120Pound, Personae. p. 204. 12*Ibld, 
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music and. topaz, the Hymeneal color, as In Canto V, suggests 

12? 

the full Implication of "active passion." 

Themes In Hugh Selwyn Mauberley recur In the Cantos— 

those of the periplua, the female chaos, and the poet's 

Odyssean mission. The perlplus of the discovery of Penelope 

and Aphrodite occupy Pound throughout Mauberley and the Cantos. 

The "female chaos" awaiting th© order which only a man can 

create is left frustrated In Mauberley because of th© weakness 

of the character. Th© sexual frustration suggests, also, th© 

artistic frustration of the ineffectual Mauberley. The poet 

in order to fulfill his task as .poetas-vates cannot be an 

aesthete who withdraws from the life of society, but an 

Odysseus who willingly enters Into the life abound him, 

becoming a fusion of both Homer and Odysseus, the poet and 

the hero. Th© poem Is a warning to Pound himself—the picture 

of what he feared he might become if he stayed in London, the 

counterpart of Clroe's pigsty, Mauberley la a catharsis for 

Pound, who is freed to begin the Odyssean Journey of the 

Cantos.12^ 

The Cantos is perhaps the most obscure of Pound's poetry, 

and he admits Itj in a letter to his father on April 11, 1927, 

Pound states: 

Afraid the whole damn poem is rather obscure, especially 
in fragments. Have I ever given you an outline of main 

122Espey, p. ?8. 123Spanos, p. 96. 
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scheme :jt /slo7 or whatever It la? 
1. Bather lite®, or unlike subject and response and 

counter subject In fugue. 
A. A. Live man goes down into world of Bead 
C. B. The "repeat in history" 
B. C. The "magic moment" or moment of metamorphosis, 

bust thru /sio7 from quotidien /b1c7 into "divine 
or permanent world." Gods, etc. * . . 

Various things keep cropping in the poem* The 
original world of gods» the Trojan War, Helen on the 
wall of Troy with the old men fed up with the whole show 
and suggesting she be sent back to Greece, 

Home founded by survivors of Troy.124 

Even the explanations are obscure, as W. B. Xeats testifies! 

He has scribbled on the back of an envelope certain sets 
of letters that represent emotions or archetypal events— 
I cannot find any adequate definition—ABCD and then JIM, 
and then each set of letters repeated, and then ABCD 
inverted and this repeated, and then a new element XXZ, 
then certain letters that never recur, and then all sorts 
of combinations of XYZ and JKLM and ABCD and DCBA, and all 
set whirling together. He has shown me upon the wall a 
photograph of a Cosimo Tura decoration in three compart-
ments, in the upper the Triumph of Love and the Triumph 
of Chastity, in the middle Zodiacal signs, and in the 
lower certain events in Cosimo Tura's day. The Descent 
and the Met&morphosis—ABCD and JKLM--his fixed elements, 
took the place of the Zodiac, the archetypal persons— 
XXZ—that of the Triumphs, and certain modern events— 
his letters that do not recur—that of those events in 
Cosimo Tura's day.125 

In spite of the confusing quality of the explanations, the 

Canto® may be understood with efforts the poem is not, however, 

on® which the reader can comprehend without help. Before 

beginning the Cantos, one should be familiar with Homer's 

;, Ovid's Metamorphoses. Brooks Adams' The Law of 

12^Poun&, Letters, p. 210, 

125W. B. Xeats, A Vision (New York, 1961), p. 5. 
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Civilization and Decay, and Pound's other writings.12^ The 

Cantos was also Influenced by Andreas Divus' translation of 

the Odyssey, the Mams-Jeff arson correspondence, and Lincoln 

8teffens» Autobiography. 

As Xeats noted, Pound insisted that the poem has the 

structure of a Bach fugue: 

Now at last he explains that It will, when the hundredth 
canto is finished, display a structure like that of a 
Bach Fugue, There will be no plot, no chronicle of 
events, no logic of discourse, but two these®, the 
Descent Into Hades from Homer, a Metamorphosis from Ovid, 
and, mixed with these, mediaeval or modern historical 
characters,127 

The structure, of course, is not usually one understood by 

critics, who generally have not studied a fugue and who, 

therefore, are baffled by the method which Pound uses—that of 

introducing a subject or theme which is built upon by the use 

of historical persons and historical events. The first theme 

is generally set in ancient Greece, especially during mythic 

times, and the characters are consistently taken from Greek 

mythology} on the Greek basis are piled example® from ancient 

Hone, Provence, Renaissance Italy, eighteenth-century America, 

ancient China, and modern Europe. Pound«s somewhat elliptical 

style does not help matters auohi he concentrates on the 

appearance of the page and incorporates the calligraphic 

A A/f 

Denis Goacher, "Ezra Pound's Cantos.H Listener. 
LXVIII (September, 1962), 358. ' 

12''Yeats, Vision, p. k. 
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Chinese Ideogram frequently. Pound»s style, In fact, appears 

to be ideogrammlc In the piling up of Images without connecting 

©applanation* The use of the ideogrammie style leads to an 

"ideograouaic unity" in the juxtaposition of strong, independent 
i p A 

ideas and images with a minimum of syntax, The resulting 

poetry is similar to that of a detailed frieze arresting an "epic 

of tlaelessness."12^ Unity is also made possible in the Cantos 

by the tension resulting from the bringing together of the 

creativity of Eleueis with the Confucian "concept of human 

ordering.n1-^ Found attempts to fuse the cultures of ancient 

Greece and ancient China, finding in them the most admirable 

achievements of aanj he hopes to see Utopia built on the 

principles of Greek religion and Confucianism. In order to 

present his vision, Pound has used the entire history of the 

world, and, of course, not everyone can keep up with his 

peripatetic poem. 

The ^ is an epic, as Pound explain® in an interview 

for the M l f , Be.vlewt 
There are epic subjects. The struggle for individual 
rights 1a an epic subject, consecutive from jury trial in 
Athens to Anselm versus William 'Safus, to the murder of 
Beckett and to Coke and through John Adams. 

Then the struggle appears to come up against a 
block. The nature of sovereignty is epic matter, though 
it may be a bit obscured by circumstance. Some of this 
can be traced, pointed! obviously it has to b® condensed 

.*- |- ;4i i i iwir iWii toit im:i iWJii*.-Ji ir«-.-miirmW-ianim .[IJIII.J: mi....utjcjh..mni'jUt.m;'jiirifr,).rii.il»ini.i(•>>imi>«n,.innomngmitinnwim.,atniiuuiii..nrwi.'jn.•imwum*Vliiji;;irirjnwur.wim«rMJIi((nT..riT„i).«iLMIMi,m,»,m.NIYBN.IIHIJJJuu.imrJMUUU[::iumidfnnr» 

Gross, p. l6l. 
12^Prank Laavis, New Bearings in English Poetry (London, 

1950). P. 9. 

•^^Eaery, p. 5« 
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to get Into the form. The nature of the Individual, the 
heterocllte contents of contemporary consciousness. It's 
the fight for light versus sub-consciousness; It demands 
obscurities and penumbras. A lot of contemporary writing 
avoids inconvenient areas of the subject.13^ 

In his epic, Pound has used many languages, also helping to 

obscure matters somewhati the languages are used as verbal 

mu@lo, as the "special tonalities of national sensibility," as 

"Irreducible formulation,n as "rendering not the uniqueness of 

certain modes of perception'but their ubiquity," and as 

"evidence of the relative antiquity of various conceptions.» 

Of course such languages as Greek and Chinese cause problems 

for the average reader, but Pound insists that one need not 

understand the exact message of the languages in order to 

understand how he uses the languages. He writes In a letter 

to Sarah Perkins Cope, on January 15# 193^» telling her to 

skip anything you don't understand and go on till you 
pick it up again. All tosh about foreign 
making it" difficult. The quotes are all either explained 
at once by repeat or they are definitely jgf the things 
indicated. If reader don't know what an eXefant /sic7 
IS, then the word Is obscure* 

I admit there are a couple of Greek quotes, on along 
In 39 that can't be understood without Greek, but ̂ f I 
can drive the reader to learning at least that much Greek, 
she or he will indubitably be filled with a durable 
gratitude. And if not, what harm? I can't conceal the 
fact that the Greek language existed.133 

The sources of the thematic motIfa of the Cantos are classicalt 

the nekula. or journey into lades, of Homer (Odyssey, XI), the 

"^Hall, p. 48. ^-^Kenner, pp. 215-216. 

^-^Pound, Letters, pp. 250-251. 
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Metamorphoses of Ovid, and the archetype-var iant pattern of 

classical personalities with correspondences in subsequent 

history. The three motifs are fused into one single themes 

"the degeneration throughout history of the ethical values 

represented in what Found calls 'the factive personality* and 

the possible regeneration of the values through revitalization 

of fragments from the usable past."1-^* The format of the poem 

is taken from Thales1 idea that water is the source of all 

being, a great flux representing ubiquitous material 

realization.1^ Connected with the flux of water, the source 

of existence, is the idea that love Is also a flowing, or 

a flux.136 Another idea is that love must be free, again a 

representation of the love as flux theme.^7 Opposing the 

natural flux of love is usura. or usury, which Found repeatedly 

describes as being contra naturaa. In the search for truth, 

knowledge, and beauty, Pound uses sexual symbolism to stand 

for the theme of self-realization and self-renewal, which is 

opposed by the attempt to stifle the procreative cyclet the 

James C. Cowan, "The Classical Figure as Archetype in 
Pound * s Cantos. I-XXX," Twentieth-Century Literature. VI 
(April, i960), 25. 

^Kenner, p. 209. 

"^George Dekker, The Cantos of Ezra Pound: A Critical 
Study (New York, 1963)» P. 80l 

1-^Sister M. Bernetta Quinn, The Metamorphlc Tradition 
in Modern Poetry (New Brunswick, Sew Jersey, 1955). p. 35* 
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enemy, usura. suggests moral depravity in Its stopping of 

life's ceremonies, joys, and values, thereby squelching the 

huaan spirit.*-^ The perfect example of the man completely 

destroyed "by his love of usura Is the medieval alchemist who 

searched for the magic elixir by which he could turn base 

metal Into gold. In Pound's opinion, usury Is as bad as 

otherworldllness in its oapaclty to ruin man* One other theme 

Is Important—that of beauty's being difficult to possess— 

since man at times does not realize that he has beauty within 

his grasp or does not know how to capture beautyt if man does 

oapture beauty, he frequently cannot maintain possession of 

it. 

In his search for wisdom and beauty, Pound utilizes the 

device of what he calls the perlplum. the voyage of discovery, 

the word suggested by the Phoenician perlplol and by Hanno's 

perlplus. The Image carries with it the suggestion that the 

voyage Is one of successive flashes of perception, and it is 

used throughout all the cantos as the admirable method by 

which heroes search for their goal. The suggestion comes of 

course in the voyage which Odysseus set out on after he left 

Ilium, and essentially the Cantos is a logbook for the voyager-

poet, an odyssey presenting Pound's voyage through history. 

L. Rosenthal, The Modern Poets t 4 Critical Intro-
duction (New York, I960), p. 69. 

1-^Sister M. Bernetta Qulnn, p. 34. 
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The serlplttffl is presented In a series of metaphors representing 

the themes of the neteula. the metamorphosis, and the meditation 
1 hQ 

on the miracle of transformation. 

The metamorphoses serve as summary of man's desire to 

1^1 

transcend the sordidness of his society. They fit in ideally 

with the concept of flux as it lends to the cyclical character 

of the universe in its transformation of the abstract into 

the concrete, a personification of the - .universal truth of 
liLp 

man's emotions. The metamorphosis is presented In the 

ideogrammio Juxtaposition of cultural revelations which 

resemble Joyce's epiphanies. -* The metamorphosis is also the 

means of turning history into myth. 

The mythic themes which Pound chooses to present in the 

Pantos include the need to consult the dead in order to 

conserve tradition (the nekula of Canto I), the need to escape 

provincialism in the form of the odyssey or perlplum (Canto XL), 

the need for rebirth in a new form (the metamorphosis of 

Canto II), the need for maintaining decorum in dealing with 

the mysteries (the myth of Aotaeon in Canto IV}t the need to 

recognize the varied recurrent (the juxtaposition of Aotaeon 

and Vldal In Canto IV), the need for accord with the natural 

process (Cantos XLVII and LII), the need of sacrifice for 
llj,Q 

Guy Davenport, "Ezra Pound's Radiant Gists: A Heading 
of Cantos II and IV," Wisconsin Studies in Contemporary 
Literature. II (1962), 50. 

l4l 
Sister M. Bernetta Qulnn, p. 1. 

li|2Ibld., p. 4. lZf3Kenner, p. 186. 
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fertility (the Adonis and. Proserpine myths In Canto XLVII), 

the need to "bring energy and discipline to equipoise (Canto XIII), 

the need of the forming of matter (Canto 90)* the need of the 

creative power of emanating light (Cantos XXXVI and 91)* the 

need to ascend to higher levels of understanding (Cantos 9^ 

and XX)# and the need to build the perfect city (Canto LXXIV)• 

Pound turns American and Chines© histories into myths in order 

to fit them Into his schemata, and Adams and Kung~fu~tse 
1 Zl< 

become the mythic noble leaders of the stable communities. J 

The stable community and the perfect and noble ruler are 

symbolized, as are creative energy and the urge to establish 

order in chaos, in the Imagery of the light (similar however 

to the destructive light of the flames which levelled Troy). 

The light of sensual passion suggested by the Eleusinian 

Mysteries is metamorphosed into creative energy through 

devotion, and the light draws man, living in gloom, to it, 

leaving his even more in darkness when it departs. Man, in 

essence, becomes Danae waiting in a dark hole for the divine 

shower of gold. 

One of the basic principles of the Cantos is that all 
1^6 

related characters may merge or melt into one another. 

•^Emery, p. 113. 

•^G. S. Fraser, "Pounds Mask, Myth, Man," An Examination 
of Ezra Pound, edited by Peter Sussell (Norfolk, Connect lout', 
1950TTp. 17?. 

1^6 
D. S. Carne-Ross, "The Canto® as Epic,n An Examination 

of Ezra Pound, edited by Peter Hussell (Norfolk, Connecticut, 
1950TTP. 139. 
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In using archetypal persona®» Pound, relates each mythic 

character to a corresponding historical character, Among the 

archetypes of the heroes are Odysseus, Kung-fu-tse, Hanno, 

Roland, the Cid, Vidal, Sordello, William of Poitiers, Piere 

de laensac, Savairic lauleon, Arnaut Daniel, Guido Cavalcanti, 

Sigismundo Malatesta, Borso D*Estsr Pisanello, Titian, 

Carpathio, John Adams, Thomas Jefferson, Martin Van Buren, 

Pietro Leopoldo, Henry James, Benito Mussolini, and Francis 

Brake, Even though these men are heroes, they are not entirely 

good mem neither are they exempt from suffering* Frequently 

the hero does not speak himself but is seen through the eyes 

of on® of his followers or is revealed through his letters. 

In essence, all the heroes contain the same basic charac-

teristics in their attempts to establish order in chaotic 

societies and in their strong and wise philosophic convictions. 

Of the heroes, Odysseus is the prototype establishing the 

characteristics by which the other heroes are portrayed; he 

represents the poet as adventurer, as ritual prophet, and as 
Ik? 

untiring quester after chthonic wisdom. ' The hero must 

journey through Hell in order to become wise so that he may 

know the secret of perpetual renewal. Odysseus1 role as the 

Just ruler is re-inforced by the mythic parallels of Cadmus 

and Theseus in Cantos II, IV, and XXVII. 

^Kenner, p. 299. 
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Among the archetypes of the heroines are Helen of Troy, 

Penelope, Elcanoro of Aquitaine, Ignez de Castro, Lady 

Soresmunda, Isotta degli Atti, the Marchesa Parlsina d'Este, 

and Cunizza—"all of them women whose flesh enshrined a gleam 

1^8 

of the eternal beauty." Woman, in the Cantos, is an ocean, 

a flux; she has a mind which like tho woman in "Portrait 

d'une Peaaae" is a Sargasso Sea. She may be a disruptive 

person, as Helen was in causing the Trojan Wars nevertheless, 

she may inspire in man the creative energy which is highly 

prized. 

The archetypes of the villains are Chi Hoang Ti, 

Ou»heou, Frsnz Joseph, Alexander Hamilton, John Marshall, 

Churchill, Krupp, Metevsky, and others who are commanded by 

Usura. Midas is the mythic character used as the prototype 

of the greedy man and as a personified criticism of usury. 

These men, along with tax-collectors, money-lenders, bankers, 

and "other-worlders" like the Taoista are the enemies of the 

establishment of creative stability. The female villain is 

the femme fatale or the "merciles beaut©7*" Beauty may be 

cruel, as Diana of Ephesus was cruel, forcing man to sacrifice 

himself in order to gain her favor; she is always Identifiable 

by her eyes which reflect her nature. She becomes Usura, a 

grotesque modern goddess, whose prototype is Circe, a lovely 

wizard. Usura, like Circe, plays on man's lust for material 

^Sister M. Bernetta Quinn, p. 24. ^Ibld.. p. 33. 
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goods and turns him into a pig. As Tate saya, everywhere 

Pound lands "is the shore of Circe."1-*0 

The gods of the Cantos are also archetypes, blending 

into one another as a result of their portrayals in different 

cultures. Dionysus blends into Adonis, T&mmuz, and Manes with 

the female counterparts in Kore and Demeter as agents of 

fructification, Apollo and Hallos become symbols of the 

precision of definition. Aphrodite stands for the imposition 

of material form on concept, Diana, in her two roles of being 

cruel and kind, suggests the dual nature of change, whereas 

Kuanon, a Chinese deity, is the merciful, the contemplation 

of whom induces the "peace that passeth understanding,1* 

Ha-Set represents a fruitful god-man relationship, and 

Hermes, eminently helpful, is the emissary between the gods 

and men. Athena is the symbol of Justice, and Xsls is the 

symbol of the life cycle (resembling A r t e m i s ) . I n her 

dual nature, Diana is the feminine opposite of the masculine 

principle symbolized in the sun. Aphrodite becomes the 

archetype of what comes out of the flux, in essence the 

incarnation of flux itself. All these personages appear, 

suggest other personages, melt into these other persons, and 

„ 15?Allen Tate, <& the 148ft ts £f Z2S&Z.1 Selected Essays; 
1928-19^8 (Hew York, 1 9 W , p. 35^. 

^-^Emery, p. 112. 
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disappear only to return again throughout the flux of the 

Pound begins Canto I with Odysseus' preparing to descend 

into Hades. Odysseus' legend is symbolic of man's endless 

wandering search for a spiritually meaningful home, and* 

according to Frederick, the Cantos is the moat significant 

treatment of the Odysseus legend "by which Odysseus becomes 
i«;? 

the "nebulous principle of organization in the poem#" 

Canto I is Pound's re-interpretation of the eleventh book of 

the Odyssey of Homes In which Odysseus seeks out Tlreslas in 

order to find a way home to Ithaca. Odysseus speakst 
And then went down to the ship* 
Set keel to breaker, fo»th on the godly sea, and 
We Set up mast and sail on that swart ship, 
Bore sheep aboard her, and out bodies also 
Heavy with weeping, and winds from sternward 
Bor® us out onward with bellying canvas, 
Circe's this craft, the trim-coifed goddess. 

Here did they rites, Perimedes and Surylochus, 
And drawing sword from my hip 
I dug the ell-square pitkinj 
Poured we libations unto each the dead, 
First mead and then sweet wine, water mixed with white flour, 
Then prayed I many a prayer to the sickly death's-headsj 
As set in Ithaca, sterile bulls of the best 
For sacrifice, heaping the pyr© with goods, 
k sheep to Tlreslas only, black and a bell-sheep. 
Dark blood flowed in the fosse, 
Souls out of Erebus, cadaverous dead, of brides 
Of youths and of the old who had borne auohj 
Souls stained with recent tears, girls tender, 
Men many, mauled with bronze lance heads. 
Battle spoil, bearing yet dreory arms, 
These many crowded about me; with shouting, 

•^Frlederick, p. 3^3. 
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Pallor upon me, cried, to my men for more beasts* 
Slaughtered the herds, sheep slain of bronze* 
Poured ointment, cried to the gods, 
To Pluto the strong, and praised Proserpine* 
Unsheathed the narrow sword, 
I sat to keep off the impetuous impotent dead, 
Till I should hear Tireslas*1^ 

Pound, using a hieratic style more similar to the Anglo-Saxon 

than to the Greek, describes through the mute of Odysseus the 

preparations for the journey to Hades. The preparations are 

the blood rite which will appear in the fertility rites in 

subsequent Cantoa. The first shade which Odysseus meets is 

"our friend Elpenor,n who pitifully begs to be remembered In 

funeral games and proper burial, Odysseus continues his 

description of his encounters with the shades of Hades and 

of Tireslas' prophecy* 

And Antlolea came, whoa I beat off, and then Tireslas Theban* 
Holding his golden wand, knew me, and spoke firsts 
"A second time? why? ®an of ill star, 
"Pacing the sunless dead and this joyless region1? 
"Stand from the fosse, leave me my bloody bever 
"For soothsay." 

And I stepped back. 
And he strong frith the blood, said them "Odysseus 
"Shalt return through spiteful Neptune, over dark seas, 
"Lose all companions." And then Antlolea came. 3-5̂  

Antlolea is Odysseus1 mother. After the passage containing 

the prophecy of Tireslas, Pound breaks into the narrative: 

Lie quiet Divus. I mean, that Is Andreas Dlrus, 
In officina Wecheli, 1533, out of Homer. 

153Szra Pound, Canto I. Cantos; 1-95 (Mew York, 1956), 
pp. 3-4. 

^Ibld., pp. 4-5. 
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And he sailed, "by Sirens and thence outward -and away 
And unto Circa.*55 

Urging the writer, whoso sixteenth-century translation he used, 

to lie quiet in Hades, Pound pictures Odysseus* journey back 

to Giro®. But before the end of the Canto, Aphrodite, the 

symbol of change, appears, suggesting Cybele and the golden 

bough of Aeneas. Odysseus', and Pound's, journey will be a 

dangerous one over an ocean ruled by the angry god Poseidon, 

but in order to attain Ithaca Odysseus must finish the 

journey he courageously begins. In Canto I, Pound quotes 

from the Second Homeric Hymn to Aphrodite, which telle of 

Aphrodite's courtship with Anchises and the subsequent birth 

of Aeneas.1*5 

Canto II begins with a reference to "Eleanor" (taken 

from the Agamemnon)» in actuality Helen the destroyer of ships 

and of cities who merges into Eleanor of Aqultaine. The 

Canto continues with 

And poor old Homer blind, blind, as a bat, 
Ear, ear for the sea-surge, murmur of old men'a voices: 
"Let her go back to the ships. 
Back among Grecian faces lest evil come on our own, 
Evil and further evil, and a curse cursed on our children, 
Moves, yes she moves like a goddess 
And has the face of a god 

and the voice of Schoeney's daughters, 
And doom goes with her in walking, 
Let her go back to the ships 

back among Grecian voices. *157 

"^Ibid.. p. 5. 1-^Sister I. Bernetta Quinn, p. 38. 

157 Pound, Canto II. p. 6. 
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The old men of Troy, tired of the war, begin to clamor for 

sending Helen back to the Greeks. The reference to "Schoeney" 

Is taken from Gold Ins's translation of the eighth "book of 

Ovid's Metamorphoses. in which he mentions "Atlant, a goodly 

Ladle one/of Schoneys daughters," meaning Seboenstg, Atalanta's 

father.158 

The seen© shifts to Tyro's being attacked by the sea-god. 

The sea remaining the central setting becomes that surrounding 

Scloa, and the character shifts to that of the young Dionysus, 

continuing the theme of form out of flux, The story of the 

young god of wine is taken from Goldlng's translation of 

Book III of Ovid's Metamorphose3.^ The patron-god of the 

theatre is taken advantage of by the crew which is to take him 

to Naxos: 

And an ex-oonvlot out of Italy 
knocked me Into the fore-stays, 

(He was wanted for manslaughter In Tuscany) 
And the whole twenty against me, 

Mad for a little slave money. 
And they took her out of Solos 

And off her course » . ,160 

The narrator Instantaneously becomes Acoetes telling the story 

to Pentheus. Acoetes, the pilot of the ship, took Dionysus' 

158Edlth Sltwell, "Ezra Pound," An Examination of Ezra 
Pound, edited by Peter Eussell (Norfolk, Connecticut, 1950/» 

1-^Sister I. Bemetta Quinn, p. 27* 

*^°Pound, Canto II. p. ?. 
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part and. was not transformed into a dolphin like the rest of 

the crew with Dionysus* "god-sleight." The myth is of course 

a variation on the theme of usury*s enslaving the arte. 

Accompanying Dionysus are his lynxes* which are brought back: 

Into the picture in the Pisan Cantos* After the Dionysus 

story, the seen® shifts to Ileuthyeriai 

And of a later year, 
„ pale in the wine-red algae. 

If you will lean over the rock 
the coral face under wave-tinge. 

Hose-paleness under water-shift, 
lieuthyerla, fair Bafne of sea-bards, 

The swimmer*s anas turned to branches, 
Who will say in what year, 

fleeing what band of tritons, 
The smooth brows, seen, and half seen, 

now ivory stillness.1«1 

Ileuthyeria# the personification of freedom, is given sanc-

tuary by Proteus, the ever-changing» he, In turi* is chided by 

the fauns who are the symbols of masculine fertility, and the 
162 

frogs, symbols of metamorphosis, sing against the fauns a 

And we have heard the fauns chiding Proteus 
in the smell of hay under the olive-trees. 

And the frogs singing against the fauns 
in the half-light.1&3 

Canto IV begins with the vision of Troy in smoldering 

ashes, followed by a victory shout—"ANAXIPOHMINGESt« 

meaning "Lords of the Lyre," taken from Pindar's Second 

l 6 i M - p. 9. 

1^2Si8ter M. Bernetta Qulnn, p. 37• 

l63pound. Canto II, p. 10. 
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Olympian Ode. The following word—" Aurunoulela"—Is the 

name of the bride for whom Catullus wrote a poem and for 

16*5 

whom Hymen la invoked later on in the Canto. J Th© story 

of Actaean, who saw Diana bathing, was changed Into a stag* 

and was killed by his own hounds, finds Its historical repeat 

in Peire Vidal, whose love for the Lady Loba led him to 

become a wild animal, a wolf, who was almost killed by the 

Lady Loba1s dogs, Vidal knows that his situation Is th© same 

as Actaeon's, as he stumbles "along in the wood,/Muttering, 
166 

muttering Ovid." In Canto IV the myth of Itys and Tereus, 

from Ovid1s Metamorphoses (VI, 620 ff •), Is combined with 

the story of Cabestan, a Provencal troubadour, whose love for 

the Lady Soremonda was discovered by her husband, Sir Baymond, 

who had Cabestan murdered. Sir Baymond then served Cabestan's 

heart to Lady Soremonda, who, when told that it was the heart 

of her lover, committed suicide by Jumping from her balcony. 

The story of Itys, the son of Procne and Tereus, is equally 

gruesome. Tereus, after ravishing Philomela, Procne1s sister, 

had Philomela*a tongue cut out so that she could not tell her 

sister what had happened to her, but Philomela wove the story 

Into a tapestry which she sent her sister, Procne, on 
l64 

John Hamilton Edwards and William W. Vase*» Annotated 
Index to the Cantos of Ezra Pound; Cantos I-LXXXXV (Berkeley 
and Los Angeles, 19577, P. 9* 

1 ̂ Davenport, p. 6l. 

^^Pound, Canto I?, p. 15. 
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discovering the truth, murdered her son and served him to 

Tereus. All three were transformed Into birds—Philomela, a 

swallow, Procne, a nightingale, and Tereus, a hawk. Pound's 

juxtaposition of the story occurs at the beginning of Canto IVs 

And by the curved, carved foot of the couch, 
claw-foot and lion head, an old man seated 

Speaking In th© low drone . . 
Ityn! 

Et ter fleblllter, Ityn, Ityn! 
And she went toward the window and cast her down, 

"All the while, the while, swallows cryingi 
Ityn I 

"It Is Cabestan*s heart In the dish." 
"It Is Cabestan*s heart In th© dish? 
"No other taste shall change this." 

And she went toward the window, 
the slim white stone bar 

Making a double archj 
Firm even fingers held to the firm pal® atonei 
Swung for a moment, 

and the wind out of Hhodez 
Caught in the full of her sleeve. 

. . « the swallows crying; 

•Tls. "Tls. YtisfW 

Cantos XIV-XVI are Pound's presentation of hell, the 

intervening Cantos describing th© career of Sigismundo 

H&latesta. Included In the hellish seen® are all those whom 

Pound hates—politicians, profiteers, financiers, newspapermen, 

liars, pedants, preachers, Fabians, imperialists, conser-

vatives, and all who have allowed their lust for money to 

overpower them--in short, the dominant character types in 
"1 

London of 1919 and 1920. Throughout the next Cantos, the 

167Ibid., pp. 13-14. 
1 A 

Pound, letter to John Druamond, Letters, p. 239• 
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American peraonae. John Adams, Thomas Jefferson, and Martin 

Van Buren, are praised and are treated as variants of the 

hero* 

Canto XXXIX, a renewal of the Odysseus theme, opens with 

Elpenor'talking. Hot knowing his situation, Elpenor 1® 

witnessing a ritual which Is essentially the same as the 

Sleualnlan Mysteries* Elpenor Is not the only witness of the 

rites, as Eurlloohus, another shipmate, Is there at Clroe*a 

dwelling also. The two men represent the alternatives which 

Odysseus may choose. Elpenor, man-destroying passion, is 
igO 

opposed by Eurlloohus, the aggressive man-destroying Intellect, 7 

Odysseus chooses neither role, Instead succumbing to Ciree, 

but shielded from harm by the moly-pl&nt. Without the 

preparation which Ciroe gave him, Odysseus could not have 

descended Into Eades, nor could he have resumed his journey to 

Ithaca. Odysseus Is able to overcome the spell of Ciroe whose 

menu includes 

First honey and cheese 
honey at first and then acornis 

Honey at the start and then acorns 
honey and wine and then acornsi/0 

revealing the men*a metamorphoses Into swine. Elpenor, the 

fool-hardy, and Eurlloohus, the overly-cautious, will not end 

169 Forrest Bead, Jr., MA Man of No Fortune,M Motive and 
" ' *' lifts S £ M . & Bg . £ p t o £ o£ iia IauM> edited by I^wlsXeary 

New torlc. 195*0. p. 103. 
17°Pound, Canto XXXIX. p. kk. 
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their journey in Ithaca} only Odysseus* the wily* the cunning, 

the clever, will end his wandering at his home, but only after 

he has learned humility* Odysseus is capable of assimilating 

the metamorphosis whereas Elpenor suoeumbs to it and 

Euriloohus denies it.1''1 The latter part of Canto XXXIX 

shifts to the sexual symbolism of the union of man and woman, 

indicating that part of Odysseus' "education" must be learned 

in Circe's bed. 

Dark shoulder have stirred the lightning 
A girl's aims have nested the fire* 
Not I but the handmaid kindled 

Cantat sic nupta , 7 2 
I have eaten the flame. * 

Again the reference to Sleusis comes to the forefront, but 

also there is the hint that the persona is fenelope* faith-

fully waiting for Odysseus. 

The Mysteries are again referred to in Cantos XLVII and 

LXXIX in which Dionysus is accompanied by his lynxes. In 

Canto XLVII, Tieesias gives Odysseus advice: 

To the (f cave art thou called, Odysseus, 
By Molu hast thou respite for a little. 
By Molu art thou freed from the one bed 

that thou is&y'st return to another 
The stars are not in her counting, 

To her they are but wandering holes. 
Begin thy plowing 
When the Pleiades go down to their rest, 
Begin thy plowing 
kO days are they under seabord, 

^^Head in Leary, p. 106. 

172Pound, Canto XXXIX. p. 46. 
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Thus do tn fields by seabord 
And in valleys winding down toward the sea. 
When the cranes fly high 

think of plowing.1'3 

In order to return to Penelope, Odysseus must learn patience* 

part of Tiresias1 advice concerns the ritual passage fro® 

Hesiod»s Works and Days which is returned to in the "plowing" 

passages in the Flsan Cantos. Odysseus has not yet suffered; 

he understands Tiresias, but he is not yet ready to act on his 

advice, knowing that it will lead only to pain. 

The Cantos following XL?II develop the themes of American 

and'Chinese history, and, as they do not reveal classical 

passages except in passing, the Pisan Cantos are the next in 

importance. In the Pisan Cantos, Pound is really Odysseus in 

Polyphemus* cave, only this time he Is alone. Pound, after 

forId War II, willingly surrendered himself to the Allied 

Armies in northern Italy. At that time he was taken to a 

Detention Training Center near Pisa and put into on® of the 

steel "death sages" because the Army feared the Fascists might 

try to set him loose. Pound had been arrested for making 

treasonous shortwave broadcasts from Home directed at North 

America .and Britain. In the broadcasts he denounced both 

countries for prolonging the war, and, at times, he discussed 

his Social Credit economics. The broadcasts are interesting 

173Pound, Canto XLVII. p. 31. 

"^Head in Leary, pp. 115-116. 1'>^Praser, p. 70. 
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for the light which they throw on the Cantos, as Pound 

repeatedly refers to his poaas as "being the expression of his 

economics. Pound says in his first broadcast on December 7, 

19*14, that "what 1 had to say about the 3tat© of mind In 

England in 1919* I said in my canto (?) /Sic?, cantos Ik and 

15, Some of, your phllosophiats and fancy thinkers would have 

called It the spiritual (?) /sio7 side of England. I under-

take to say state of mind. This quote is the first of 

the many in which he connects his poetry with his economics 

and political philosophy. 

Pound wrote about his imprisonment in the Pisan Cantos 

(Cantos LXXIV-LXXXIV), which are among the most effective of 

his poems. Pisa is Pound1s own personal hell in which he 

learns, through personal suffering, the lessons which Odysseus 

learned in his journey to Ithaca. He takes on Odysseus* 

name—"Hainan"—which Odysseus gave to Polyphemus: 

• • • 0 T T I X ? Odysseus 

the name of my family. n 

Pound also draws an analogy of himself with Tithonus, the man 

loved by Eos, the Dawn, who had him granted Immortality but 

forgot to ask for immortal youth; Tithonus shrivelled up, an 

"^Transcripts of Shortwave Broadcasts from Home. 
December 7, 1941-July 25» 19^3. issued by U. S. Federal 
Communication Commission, microfilm copy. May, 1966, by th® 
Library of Congress. 

•^Pound, Plaan Cantos, p. 3* 
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178 
old man forever. f ' In his imprisonment, similar to Odysseus' 

and Tithonus', Pound Is subjected to the wind and the rains 

The wind is part of the process 1 7 Q 
The rain is part of the process* 

The eyes of the feme fatale Usura, "the suave eyes, quiet* 

not scornful,8 haunt Pound as being a part of the process,180 

Pound seeks his peace with "the process* as did Odysseus on 

his raft tossed about by the angry sea-god. 

More Importantly, Pound becomes one of Odysseus' men, 

the victim of Circe Cor Usura)t 

M. MB. M H&pi. 181 
so lay men in Circe's swine-sty. 

Aphrodite even becomes all powerful and frightening as 
1 ft!? 

"Cythera potens," the eternal Cytherean. She forsakes him 

as he is subjected to wthe process.n But, there is hope, the 

hope that what happened to Odysseus will happen to him, that 

he too will meet Nauslkaa on the last stop before his final 

arrival at IthacaJ 

so Nausikaa 
took down the mhhing or at least went to see that the 
maids didnH slack. 

A® Aphrodite has forsaken him, he turns to Dionysus, whose 

presence is suggested by the lynxs 

P* 13» 179i£ld. 

l8QIbld., p. 3- l8lIbld.. p. 14. 

l82Ibid.. p. 3*K l83Ibld.. p. 60. 
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0 Lynx, my love, ay lovely lynx* 
Km~p watch over ay wine pot, 
Guard close ay mountain still 
Till the god com® Into this whiskey. 

184* * 0 Lynx keep watch on my fire. 

In praying that his sensitivity to love and beauty not be put 

out by Usura, hope la again apparent, for existence is bound 

up in 

Amo ergo gum, 

"I love, therefore, X am."1®-' 

Realising that he too, like escapees from the camp, may 

be shot, Found suggests his fear of the boastful guard In the 

form of Clytemnestra1s speech In Agamemnon: 

. . . a good Job 
dead by this hand *1 §6* 

Usura Is presented in human form—that of Clytemnestra, a 

powerful, arrogant, destructive woman who was not a conserver 

of tradition, the most important function of the woman. 

Still hoping, Pound pleas with the Great Mother, 

. . . 0 GEA TEBBA, 
what draws as thou drawest 

till one sink into thee by an arm's width 
embracing thee. Drawest, 18„ 

truly thou drawest. ' 

Still the fear of destruction at the hand of 0sura returns! 

l8^Ibld.. pp. 65-66, 6?. l85Iibid*. p. 71. 

186Ibld., p. 101. 187Ibid., p. 104. 
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the loneliness of death came upon me 
(at 3 M., for an instant),188 

but at least this time It is only for an Instant. 

Canto LXXXIII begins with the theme of "HUDGR et Pax"--

water {or flux) and peace.^9 The deities begin to sake 

their appearances to Pound in the tent first In the form of a 

Dryad: 
1QQ 

Dryad, thy peace is Ilk© water, 7 

Then, Artemis appears* though misshapens 

A fat moon rises lop-sided orer the mountain 
The eyes, this time my world, 

But pass and look froa mine 
between my lids 
sea, sky, and pool 
alternate -.Q-
pool, sky, sea . . . . ' 

The eyes announce th© presence of the "good" deities, just as 

the eyes had announced the entrance of the feaate 

He learns patience by enduring his fear, which finally reaches 

Its culmination, leading only with the desire to "let an old 

man rest.1,1,92 Clroe becomes a peasant girl, a "swine-herdess" 

(pastorella del sulnl), and. finally "rojsy-fingered dawn11 

breaks in, a burst of light in the Immense darkness—Pound is 

gratefuls 

If the hoar frost grip thy tent lqr. 
Thou wilfc glT® thanks when night is spent* 

188Ibld., p. 105. l89Ibld., p. 106. 
19°Ibld., p. 108. 191Ibld.. p. 113* 
192Ibld., p. 114. 193Ibid.. p. 118. 
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In the latest Cantos—Book-Drill (Cantos 85-95) and 

Thrones (Cantos 96-109)—Pound continues the themes of 

establishing order and accepting responsibility. He discuss®® 

the two sections In hi® Interview with Donald Hall: 

Rook-Drill was Intended to Imply th® necessary resistance 
In getting a certain main thesis across—hammering. I 
was not following the three division® of the Divine 
Comedy exactly* One can't follow the Dantesquan cosmos 
in an age of experiment. But I have made the division 
between people dominated by emotion, people struggling 
upwards, and those who have some part of the divine 
vision. The thrones in the Cantos are an attempt to move 
out from egoism and to establish some definition of an 
order possible or at any rate conceivable onaearth. One 
is held up by the low percentage of reason which seems 
to operate in human affairs. Thrones concerns th® states 
of mind of people responsible for something more than 
their personal conduct.*94 

The hammering of the Rock-Drill aay be the creative building 

of the temple, or then, again, It may be the useless hammering 

of the prisoners in the rock-pile. Thrones gives oredit to 

those throughout history who have accepted the responsibility 

of being responsible leaders in their society, thereby 

establishing and encouraging the "timeless principles upon 

which civilizations are built."*^ 

In Canto 90, Paradise is regainedt 

Grove hath Its altar 
under elms, in that temple, in silence 

a lone nymph by the pool.1?© 

Other miracles take place, proving the re-establlshment of the 

1^Hall, pp. 48-49. ^^Dekker, p. 198. 

*^Pound, Hock-Drill Cantos, p. 67. 
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mythic Arcadia. Mew characters are Introduced In the figures 

of Apolloniu8, Princess Ba-Set, Francis Drake, and "Miss Tudor" 

(Elizabeth I). The gods and goddesses again are the symbols 

of the guiding principles5 Drake is a new variation of the 

hero, and Elizabeth Tudor incorporates the feminine and 

masouline qualities in being a wiee ruler, her position 

strengthened by the fact that Sir Walter Balelgh wrote a poem 

197 

comparing her to Diana* Ji Canto 95 «nda with Odysseus' "being 

rescued by Iieucothoej the section ends on a note of hop© that 

the Journey is reaching Its end. 

Thronea. according to some'critics. Indicates the 

disintegration of the Cantos and the collapse of Pound's 

poetic method. His style becomes increasingly more prosaic, 

but there is one interesting development. Th® temple, the 

building housing the altar which has returned to the grove, 

is shown in repeated instances in Canto 97* Using his own 

hieratic ideogram to accompany the description of the temple, 

Pound says1 

Th® temple la not for sale . . . . 
The temple is hoiy because it is not for sale, 

But th® tempi® is also uncompleted because he has "got no 

stone. 

*^Dekker, p. 198. 

"^^Ezra Pound, Thrones : 96-109 de 100 cantares (Hew fork, 
1959), P. 31. 

199Ibid., p. 33. 
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The Cantos, according to Pound, is his chief work. In 

It, he has used every device, every image, every character 

which Is Important In understanding his original work. But 

the Cantos indicates more than merely the culmination of 

Pound's work, albeit unfinished and. perhaps, in the opinion 

of some, a failure. The Cantos reveals the way in which 

modern poets use the classics as subjects for re-interpretatlon, 

as symbols to recall an ancient archetype, a© materials for 

original creation. Twentieth-century poets, however, may not 

be called classicists because of the attitude® which they have 

developed toward the world and because they have bean 

Influenced, however negatively, by Romanticism, Aesthetlclsm, 

and French Symbolism. Pound and his fellow-poets have found 

their world a miserable place to live in, and they have 

sometimes thought that the ancient past would be a better 

world. Many modem poets withdrew into their Ivory towers as 

did Pre-3aphaelite, Aesthetic, and French Symbolist poets. 

Pound, however, attempted venturing out into his world for 

the purpose of establishing Arcadia on earth, or at least a 

decent facsimile of the ancient earthly Paradise. He failed, 

caught in a political cross-current which he could not foresee 

In the early 19^0's. He attempted to put his Idea® Into 

action, these ideas being the result of Intense study In much 

of the world»s literature, but especially In the classics. 

He failed, however, to communicate to his readers because of 



his assuming they knew what he knew—which. In a majority of 

oases, they could not know. 

Pound•s readers must be broadminded enough to see, 

without "being blinded by political ideas, the vision which 

he saw and which he tried to communicate in his poetry. In 

spit® of all the controversy centering on Pound's political 

ideas» he is still one of the greatest stylists and one of the 

moat creative innovators in modern poetry. Perhaps one of 

Pound's major contributions Is his making classical characters 

live in their historical counterparts* Without his poetry, 

then* many modem readers would not be as aware of the classics 

as they are now* 
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