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INTRODUCTIOR

This paper 1s a search for some element which functions
or was meant to function as a wnifying prineiple in The
Cantos of Ezra Pound. It is obvious that The Cantos contain

a tremendous variety of forms and an even more varied mass
of subjeet matter., The problem to be examined is does some

unifying principle exist in The Cantos? If it does is it
a thread of narrative or plot, a logical or psychological
9rogressia§ from topie to topic, or a form or mould cast
over all tﬁi material in an attempt to achieve a eocherent
whole? In other words, has Pound attempted a unified work
or only a rambling, disjointed thing?

One of the first erities to attempt to answer these
questions was R. P. Blackmur in an essay dated 1933, the
year in which "A Draft of XXX Cantos®™ was first published.
Blackmur had long been interested in The Cantos and had writ-
ten to Pound asking about them as early as 19241, a year be-
fore the first sixteen cantos were published in Paris by
the Three Mountains Press. Pound replied to a second letter
from Blackmur in 1952%

Dear Mr. Blaefﬂur: 8tray bits of curiosity

re unfinished work have nho g&nzrgl utility.
Or at least very slight utility.

1, D. D, Paige (ed.), The Letters of Ezra Pound 1907~
lﬁ?ﬂ- {K&W Yﬁl‘k, 1956), Pe 189,

2. Ma; Pe }.98‘
- 1 -



-2 -
Thus Blackmur's answers to the questions posed by this paper
were based on the first thirty cantos alone, and on the assump-
tion that these cantos are typical of the entire poem.3

Blackmur finds an attempt to draw these cantos together
by way of a kind of planned fragmentation:

This deliberate disconnectedness, this art of

Summadt, TReaminr T A 12

vwhich the Cantos tie th»macivos tegether.ﬁ
Blackmur judges Ihe Cantog to be "a ragbag of what Mr. Pound
thinks is intelligent conversation about literature and his-
tory.“5 He can find no theme, no logical or emotional dev~
elopment in the paon.6 The material is conmected only because
Pound has put it in the same poem Jjust as the rag8 in s raghbag
are comnected only because someone has stuffed them into the
same bag.

Three years after Blackmur's study of Pound, Alan Tate
published the second, important, early critical work om The
Gantogs. Although "Eleven New Cantos, XXXI « XLI™ had been
published in 1934, he, too, confines his study to the first
thirty cantos and reached conclusioms very similar to Black-

mar's. Tate describes The Cantos as "rambling talk."7

3. K. P, Blackmur, "Masks of Ezra Pound" (1933),
Language As Geature (New York, 1952), p. 139.

Y. ;Eid- ¢ Po 140,
Sn Ibid. 3 Pe 137-
6, mg-, P+ 1360

7« Alan Tate, "Ezra Pound” (1936) ];gg;na&*gn nt.;&za
Pound, ed. Peter nusnoll (Norfolk, conn: e?hux, nede)y po 674
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At least each Canto i3 a cunningly devised
imitation of a casual conversation in which

no one presses any subject very far. The
length of breath, the  an of conversational
energy, is the length of a Canto: The cone
vorsat:{enalist pausesj there is Just enough
unfinished business left hanging in the air

to give him a& new start; so that the transi-
tions between the Cantos are natural and easy‘s

To Tate the method of The Cantos is that of a "many-voiced
monologue."?

Although Pound published more cantos in 1937 and again
in 1940, most critics ignored his long poem wntil the govern-
ment 's charge of treason focused attention on him in 1945 and
again in 1949 when the Bollingen Prize for Poetry given him
for "The Pisan Cantos" farced critics to examine more than the
first thirty of the now published eighty-two cantos.

Since the war and especially since 1949, a great many
eritics have published a great number of reviews and studies
of The Cankos in various magazines. One of the most valuable
of these studies is James Blish's summary of ®"what has been
learned to date about the essentlal content and method of the
Cantos;*10

Ttafest RO it i, e,
sets forth upon an Odyssey through time, in
search of events and actions wo ' enough
These isiands in time are %o be crgamised

in a hierarchy of sconomic, aesthetie, and
moral values, corresponding roughly tc the

g, 1bid.

9. Ibid.

10, James Blish, "Rituals on BEzra Pound," Sew
IVIIT Capril 1950), p. 192. +" Sevanee Jeviev,




‘h’

organization of the Divine %ﬁgggz; and, in
order to enter into each rather than observe

it from the outside, the voyag§§r will assume
a serles of masks or personae.

Two more extensive studies have been made and published
since Blish's essay. The first to appear was The Poetry of
Ezra Pound, by Hugh Kenner. Kenner finds the major unifying
prineiple of The (antog in the following lines from Pound's

translation of Ta Hsio: TIhe Great Digest, one of the Confucian
8tone-Classies:12

The men of old wanting to clarify and
diffuse throughout the empire that light
which comes from looking straight into
the heart and them scting, first set wp
good government in their own states;

want good government in their states,
they first established order in their own
families; wanting order in the home, they
first diseiplimad thomolvosl desir
self-discipline, they rectified their
own heartsj and wanting to rectify their
hearts, they sought precise verbal defini-
tions of thelr imarticulate thoughts (the
tones given off by the hoart)l shing to
attain precise verbal definitions, they
set to extend thelr knowledge to the
utmost. This completion of knowledge 1s
rooted in lgsting things into organic
categories.

Using these lines, Kenner, by a process which I do not fully
understand, arrives at the conelusion that "the unity of the
Cantos 1s Pound, "1k

ng MO' Pn rg3‘

12. Hugh Kenner, The Poetry of Rzra Pound (Norfolk, Con-
necticut, a‘do), Pe 38.

trans,  Eara Pousa (Hew Yok, TO0i), ppe 30-oks Ths bracket

is Pound's. Throughout this paper all punctuation in quoted
material is that of the author quoted unless noted otherwise.

14, Kenner, 9p. m-’ P 380
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The latest, long study of The Cantos is Harold H. Watts!'
Ezrs Pound and The Cantos published in 1952. Watts answers
the gquestions posed by this paper by focusing on Pound as a
reformer of soclety. The poem 1s "a series of calculated and
violent juxtapositions effected in the interest of perfectly
comprehensible ideas."l5 The first step in grasping the struc-
ture of The Cantos is recognition of Pound's purpose in writing
1t and "perception of how [that purpose shapes and directs the
unrolling poem."1® (nce the reader sees why Pound is writing
the poem's unity becomes apparent.l’

Blackmur, Tate, Blish, Kenner, and Watts are but a few
of the eritlies and reviewers who have written on The Cantos.
For the purposes of this paper they are the most significant
since they have vworked on The Cantos' structure. By adopting
a new method of examining The Cantog, & new perspective on
its structure, this paper will attempt to support, expand, or,
wherever necessary, contradiet the work of earlier critics.

When the 1nitiai confusion caused by the juxtaposition
of materials taken direetly or indiraefly from so many times

and places subsides in the reader's mind, or the reader at least

oo oI o Vatts, Bara Zound and She Gaates (Torfolk,

16. Ibid. The parenthetical comment is mine.

17. Hugh Kenner attacks this view in his review of Watts'
"Gela in the Gloom," s ILXXXI, 2 (November, 1952),
127-:132, and as could be expected; Kemmer finds Watts go
astray because he has not realizeé the importance of Pound's
Confuelan translations which Kenner calls in his review *thn
best possible handbook to the Cantos."
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becomes acclimated to the seeming chsos of substance and form,
certain cantos and groups of cantos stand out against the
heterogeneous background as definite groupings of subjeet mate
ter. Some of these cantos are further set off from the sur-
rounding ones by the extended use of one or more techniques,
such as the archale diction of Canto XLIV or the autobiographi~
e¢al framework of Cantos LXXIV through LXXXIV, "The Pisan Cantos."
Thus the task of seeking ocut a unifying principle in The Cantos
falls into two parts: to establish and examine, first, group~
ings of cantos according to subjlect matter or ways of handling
subject matter and, second, devices which appear intended to
unite these groupings into one coherent work. By using this
method in its search for a unifying principle in The Cantos,
this paper will attempt to make clear the problems which Pound
has met in writing his long poem and the ways in which he has

tried to overcome them,



CHAPTER I
SUBJECT MATTER GROUPINGS IN IHE CANTOS

The discussion in this chapter is limited to definite
areas of subject matter no smaller than the individual cante.
The second chapter will discuss those cantos which do not fall
into these areas. The type of subject matter contained in the
groupings makes possible thelr elassificatlion as historilcal
cantos, epiec cantos, usura cantos, modern cantos and one group~
ing which Pound has named "The Pisan Cantos.® This chapter
will treat these groupings in this order.

1

A brief survey of the historical cantos shows that material
has been taken from the pasts of three countries, Italy, China,
and the United States. iha cantos containing this Qaterial
make up a very large par%iau of the poem as a vholegy out of
the 536 pages of the p@a§ whioch have been published so far,
215 pages are definite géoupinsl of historical material. These
groupings are eantoatvxxi through XI on Sigismundo Malatesta,
Canto XXXII and Cantos IXII through IXXI on John Adams and his
period, Cantos XLII and XLIII on the founding of the bank of
S8iena, Cantos XLIV and L on ?nnaauy under the érand Duchy of
the house of Lorraize, and Canto XIII and Cantos LIII through
IXI on the history of China from the early Chou Dynasty to
1736 A« D. (Bee chart number I.) These cantos are set off
from the surrounding cantos by their treatment of a definite
subject and from the other groupings of subject matter by
their focus on historical material.

-7 -
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Cantos VIII through XI are typiqal‘of Pound 's method of
histarieg:aphy as exhibited in all the historical cantos, so
they hthrbctn selected for a detalled examination. As has
been previously noted these cantos deal with Sigismundo
Malatesta, Lord of Rimini. A summary of Malatesta's career
drawn from sources other than zhg,gnﬁsgg'will facilitate a
discussion of the same material as hnndlod by Pound.

S4gismundo was born in 1&17,13 one of three sons, all
illegitimate, of Pandolfo, Lord of Rimini.l? Pandolfo died
Just as the Malatesta were beginning to gain power and was suc-
ceeded by his brother, Carlo Malatesta, whom Pope Martin V
forced to relimquish all but the original eatate of the family,20
Carlo died in 1429, and the inheritance passed to the three
brothers, who by this time had been legitimized by Martin V.21
However the brothers' inheritance of Rimini was threatened by
outside forces, and since the sldest brother, Galeotto, had
become fanatically religious and refused to attend to worldly
affairs, the task of keeping Rimini in the control of the
Malatesta fell to the next oldest, B8igismundo.

(19&%§. John Drummond, "The Italian aagkg;ognd gﬁith;lc?gtos"
s AR Examination B‘:{ EQM ed. Feter se oY«
folk, Conneet eﬁ ; - ¥Y- uﬁf Pe !

19, L. Collison « Morle Story gforras (New
York, 1934), ps 49. Y Zhe S kha

20, Edward Armstrong, "The Papacy and Naples in the Fif-
teenth Century, ed, C. W.
Previte-Norton mﬁmz.g%'mgﬁw olL. vxmﬁrmge, 1936),
P .

21, Drummond, 9op. git., p. 108.
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At the age of thirteen he saved Rimini,
himself leading his men to vietory, while
his unwarlike (brother) was offering up
prayers in the church. At fifteen he
defeated that experienced condottiere,

Frederico Montefeltro of Urbine, in the
ﬂ@ldqzz

Sigismundo and his younger brother, Domenlco, more commonly
known as Malatesta Novello, were knighted by the Hely Roman
Emperor, Sigismund, on his return from his coronation in Rome
in 1433, and by Sigismundo's eighteenth year he had already
become an experienced gopdottiere.?3
«esshe took part in all the wars in Italy
for the next thirty years, first in the ser-
viece of one :ig:oria, then of amother,
making war in between times on his own
account against e;a life-~long rival, Frederigo,
Duke of Urdbino.2
8igismundo's many political and military alliances present
a confused and shifting picture which can only be suggested
in this sammarys
1442 He married Polissena, the daughter of Francesco
Sforza, with whom he was allied in the service of
the Venetians.
1445 In alliance with Alfonso V of Aragon he entersd the

service of the Pope against Sforza, who had thwarted

22, Collilson-Morley, ngni ¢ites Pe ¥9. It should be
gginted out that Collison-Morley confused Sigismundo's uncle,
Jarlo, with his brother, Geleotto. I have taken the liberty
of changing ygg;g to in the gquoted passage hecause Carlo
died vhen Sigismmdo vas y twelve. However with this cor-
rection the ﬁaauage is in agreement with the other sources I
have used and 1s an excellent statement of Sigismundo's ex-
ploits as a boy.

23. Drummond, gp. ¢it., p. 106.
24, Ibid.
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1449

1450

1452
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1457

1459

1460
1461

1462
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his attempt to gain possession of the cities of
Pesaro and Fosembrone.

Alfonso hired him to make war agalnst Florence,

but when the Florentines offered him better terms,
he broke his contraect with Alfonso, kept the

money Alfonso had paid him, and went over to the
Florentines.

He began building the Tempio Malatestiano at Rimini,
He beskged Cremona for the Venetians but was forced
t0 withdraw by a superior army sent by Milan.

He was sent to help Milan by Venice but was de-
featad by 8forza.

He entered the service of Florence against Aragon.
He led the army of Siena 'in an unsuccessful cam-
paign“against the Counts Pitigliano.

He was attacked by Frederigo d4'Urbino and Giscomo
Piccinino at the instigation of Alfonso.

He was forced to ask Pops Pius II to make peace
betveen him and the Frederigo-Plccinino alliance,
which the Pope did on terms unfavorable t¢ 8igismundo.
He began hostilities against the church.

He Joinodttho Angevin cause against King Ferrante,
who was supported by the Pope, and defeated the
papal tropps. He was excommunicated and burned in
effigy in Rome.

Frederigo 4'Urbino, leading the papal army, defeated
8igismundoj four months later Sigismundo's son,
Roberto, was defeated at Fano a{ter a long siege.
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1463 He appealed to the Venetians for help but was re-
fused, so he was again forced to sue the Pope for
peace on the Pope's terms.
146465 He led the unsueccessful campaign against the
Turks in Morea.25
Sigismundo returned from Morea broken in body and
fortune and asked the mew Pope, Paul II, for help, which was
refused. In a last spurt of defiance, he Journeyed to Rome
with the intention of stabbing the Pope, but he failed because
of his 1ll health and the Pontiff's well armed cardinals. He
died in 1468,26
Sigismundo's private life is buried under a mass of con-
flicting reports. All sources do agree that he was married
three times, the last marriage being to his concubine, Isotta,
who was the most important woman in his life, and that he had
a daughter and at least one illegitimate son. However, his re-
lations with his immediate family are a source of many vio-
lent contradictions among historians.
S8igismundo Pandolfo Malatesta killed three
AR attempted the chastity of nis ovn som.d7
Other sources add charges of rape and murders
In 1448 he conceived a passion for the young

wife of a Germsn ecount. When she refused to
have anything to do with him, he attacked her

é?; m‘}_a, PPe 108“1130
26. Mn’ P 113.

27. John Addington Symonds, Benaissange in Italy (New
York, ﬂ'd.)’ p. 172,
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%’ﬁi{gﬁ Fano with sach vigour thet she herself
was killed in the affray, whereupon, according

zgiigm:a::fognts, he vioiated her corpse while

This 1s but one view of Sigismundo though, for other
sources deny these charges, attributing them to the personal
hatred between Plus II and Sigismundo and "to the propaganda
of the Church that was out to despoil him of his possessions."2?
Although Sigismundo's political and military career is

a confused and tragic tangle of changing alliances and his
character is the subject of much dliscussion, his place as one
of the great patrons of art is granted him by all. The erec-
tion of the Tempio Malatestliano, for which he commissioned
Leone Battista Alberti to design the facade, heads his accom=
plishments 1n the artss; this has been called the first import-
ant work of the great architeet.3C Then in 1465 Sigismundo
brought back from the unsuceessful campalgn against the Turks
the remains of Gemisto Plethon and placed them in a sacrophagus
close outside his dhurch with this epitaphi

These remains of Gemistus of Byzantium, chief

of the sages of his day, Sigismundo Pandolfeo

Malatesta, son of Pandoifo, commander in the
war against the Turks in Hbrea, induced by the

58. m1sm~ﬂ5rley, op. ms’ Ps 51,

29. Drummond, @p. git., p. 106. A more complete attempt
to refute these charges can be feund in Edward HButton,
gm.g .d.qm Nalateste, Leord of the Bimini, (New York 6).
ound algo attempts to vhitewash Sigismundo, sometimes
denying these charges, sometimes by simply ignoring them.

30, W, G, Constable 'Painting Seulpture, and the Arts,"
The Cambridge Medieval . 777,
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Sigismundo gurrenndeé himself in Rimini with poets,
artists, and philosophers, and while in Rome, he was the close
companion of the humanist, Poggio Braceiolini. But he was not
contented with being only the companion of artists and scholarsi
his poems to Isotta show that he was a skilliful poet, and the
humanist, Antonio Campanio, after staying briefly with Bigis-
mundo at the Roececa in Rimini wes “as much impressed by his
host's knowledge of philosophy as by his generosity,®32

This dketch of Sigismundo contrins the basic stuff of
énatos VIII-XI, but in the poem these facts appear in a very
different manner. Pound's aim is to combine history and poetry
but he does not wish merely to make history into poetry at the
expense of truth. His goal is ga¢tual art. This aim, and
the diffieculty of accomplishing it, is suggested in the open~
ing lines of Canto VIII. |

These fragments you hain shelved (shored)

*Slut I Biteh i® Truth and Calllope
Slanging each other sous les lsuriers.33

31. Bymonds, gp. gikes Po %73;
32. collisanﬁubrelygign, gix,, ppe 50-52, The guoted

passage appears on page

33, Bszra Pound 5533?1 £ Ezxrs ngggg {New York, 1948)
Canto VIII, p. 28. ’8¢§Efbus gantes have been pubiishnd !
1925, "A Dpaft of XVI Cantos for the Beginning of a Poem

as follows:
of Some length."

1928, ®"A Draft of Cantos XVII to XXVII,“
19‘3, "A Draft of XXX Cantos."
1934, "Eleven New Cantos, XXXI«XLI.*
1937, "The Fifth Deeade of Cantos.®
1940, "Cantos LII«LXXI.™
1948, *The Pisan Cantos," IXXIV-IXXXIV.
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Thus Canto VIII, the first of the four Sigismundo Cantos,
opens with Truth and the muse of epic poetry not on the best
of terms, a situation which foreshadows many critics' elaims
that the historical sections of Ths (antgs are neither history
nor poetry. However,K such judgments do not fall into the scope
of this chapter,; for regardless of these claims, definite
groupings of historical materials which Pound has attempted
to turn into poetry do exist in Ihe Cantog., To locate and
examine these and other groupings as the necessary first step
in a search for some unifying prineiple in the poem as a whole
is the sole purpose of this chapter. An evaluation of Pound's
method of historiography as well as other techniques which
will be mentioned must wait until the final chapter of this
paper.

R gL

poetry uig‘ Poetry consistsof gists
and piths.

This passage frem Pound's A. B. C. of Beading is especially
true of the poetie historiography eshibited in The Gantos. In
the Sigismundo cantos there is no attempt at a complete bio-
graphical or historical statement. The reader finds only the
important fact which suggests the whole event; these cantos
are history told in suggestive essences; a record which pre-

sents the piths, the essential facts of Sigismundo's life,

My text for quotation is a colle oted edition which duplicates
the 1933 through 1948 editions even in pagination.
The poem vhen finished will probably contain one hundred
ggooggehgndrea and twenty cantos. (Palge [edJ , op. git. prp.
L ..

4. Ezra Pound, A. B. C. of Reading (Worfolk, Connectiocut,
n.d.l, p. 92,
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embedded in the gists, compressed evocations of Italy in the
fifteenth century.

The use of guoted material, usually from econtemporary
documents, 1s an excellent example of Pound's attempt to pre-
sent the piths and gists of history rather than either an
exhaustive coverage or a superficial summary of Sigismundo's
career., Instead Pound has chosen only those fragments of
records whiech either were significant in Sigismundo's life a
make his l1life significant to Pound. A brief catalogue of the
material quoted by Pound in these four cantos brings his use
of the gistsabd piths of history clearly into focus. The
following items are listed in the arder in which they appear.
l. A translation of a letter dated April 7, 1449 from
S8igismundoy who was then in the service of Venice fight~
ing Cremone, to Giohamni of the Medici in Florence. In
it Sigismundo is making arra@gamnts for a certain pdnter
to enter his court to do frescoes im the Tempio when the
mortar inm the wall dries. ’
2+ A translation of an entry from the register of the
Ten of the Bailey in Florence; dated August 15, 1452,

It commissions him and his army to enter the service of
the Florentines.

3. A translation of a few lines from a love poeﬁ written
by S8igismmdo to thm.w

35, The complete text of this poem can be found in Huytton,
9p. git.y PP. 209+215.
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4, A translation of a letter from Sigismundo to Johanni
di Cosimo probably written in 1450 since it tells of his
being rehired by Venice.36

ganto IX
5. A gquotation in translation probadbly from a document
by Broglio concerning the betraying of Sigismundo by
Sforza in the affair over Pesaro and Fessembrone. This
was probably written in 1445 when the affair occurred.
6. A legal document in translation certifying that
Sigismundo had bought and paid for over two hundred ox-
carts of marble which he was accused of stealing from
Saint Apollinare in Ravenna and which was used on the
Templo.
7+ A series of translated fragments from at least eight
letters found in Sigismundo's mall pouch by the Sienese
vwhen they intercepted it to see if he was corresponding
with the enemy. The letters ineluded a letter from the
architect, Matteo Kuti, conecerning work on the Tempioj
a letter from Giovanni Alvise, the son of a carpenter,
Luigi Alvise, working on the Tempios a letter about
marble to the architect, Battista Alberti; a letter from
Isotta concerning an affair between Sigismundo and a
young girl; a letter from Leonarda da Palla concerning a
pony which Sigismundo had given his son and other domes=~
tic matters; a letter from his son thanking him for the
penys the first line of a lstter from his court poetj

' 36, The variations in spelling of Johanni and other names
are by Pound himself,
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and a letter from his secretary concerning the progress
on the construction of the Tempio.37 These letters are
all to Sigismundo, and all probably were written in
December of 1454, Sandwiched between these eight letters
are fragments on details of the construction of the
Temploj I have not seen these identified.

Canto X
8. An excerpt in translation from a letter from Count
Pitigliano mocking 8igismundo's position as leader of the
demoralized Sienese army. It is dated November 17, proba-
bly of 1h5h.
9. The order in lLatin from Pius II demanding that an
effigy of Sigismundo be eonstructed and burned. This was
probably written in 1461,

10. L fragment listing the church's charges against
Sigismundo, part in lLatin, part translated. This was
probably written by the Cardinal of San Pletro in Vinecoll
in the year 1461.

Cante XI contains no quoted records long enocugh to be catalogued.
The effect of Pound's use of carefully chosen excerpts
of documents as the gists and piths of history is well summed
up in the lines whichf?eunﬁ wrote concerning the intercepting
by the Siensse of thsilotters 1isted here as item 7.
That's what they found in the post bag

And some more of it to the efﬁg@t that
he "lived and ruled."®

37. Drummond, op. Sit., p. 111,
38. TIhe Qantos, IX, p. U4l.
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A second passage from the A. B. C. of Reading makes clear
another condition which Pound must meet in turning history in-
to poetry. "Literature is news that STAYS news.39

One obvious implication of this statement is that not
all history is fit subject matter for poetry but only that
vhich has a lasting significance. There is no doubt that
Sigismundo meets this requirement for Pound.

The Tempio Malatestliano is both an apex and
in verbal sense a monumental failure. It is
perhaps the apex of what one man has embodied
in the last 1000 years of the oceident. A
cultural "high" is marked,

In a Burope not YET rotted by usury, but
ocutside the then system, and pretty much against
the power that was, and in any case without
great material resources, 8igismundo cut his

notch. He registered a state of mind, of
sensibility, of all roundness and awareness .0

gnd later in the same chapter,

All that a single man could, Halntest&
managed against the current of powver.*l

Béwuver,-far history to be "mews that STAYS news" it must
be more than the gists and piths of significant events. It
must be brought alive in the telling; hence the dramatie
sense of presence throughout the historical cantos. For in-
stance, the diction in the translations is fitted to the
nature of the subjeet matter, as in the note from the regis-
ter of the Ten of the Balley:

39« p. 29

4“0, Ezra Pound, Quide to Eulchur (Norfolk, Conneaticut,
Nne.d. ), P 159-

wi. Ibid.
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esssand because the aforesaid most illustrious

Duke of Milan

Is content and wills that the aforesald Lord 8igismundo
Go into the service of the most magnificent commune

of the Florentines

For alliance defensive of the two states,“2

and the fragment of Sigismundo's love poems

"Ye spirits who of olde were in this land
Bach under lLove, and shaken,
Go with your lutes, awaken
The summer within her mind,
Who hath not Helen for pee{
Yseut nor Batsabe."#3

Or the dietion is fitted to the imagihed character and mood
of the original writer, as in the letter from the carpenter's

sons

"Sence toeday I am recommanded that I have to tel you
*my father's opinium that he hﬂﬂ shode to Mr. QGenare
"about the valts of the cherch'tt,

or the disgusted account of Sforza's treachery:
"that Messire Allessandro S8forza
is become lord of Pesaro
through the wangle of the Illus. Sgr. Mr. Fedricko
d'Orbino
Who worked the wangle with Galeas
through the wiggling of Messer Francesco,
Who waggled 1t so that Galeaz should sell Pesaro
to Alex and Fossambrone to Feddyj™
Throughout the historical cantos Pound attempts to make the
material appear authentic and vital by using am idiom which
would impress the modern reader as best fitted to the character
of the speaker or writer beilng presented and then sprinkling

the diction with archaic phrases.

42, The Gentos, VIII, p. 29.
43, JIbide, Pe 30.

kly, Ibid., IXy pp. 37~38.
45. Ibid., IX, pps 3%=35.
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Pound's method of narraticn in tin historical cantos is
also shaped by his attempt to dramatize his material. The
narration in the Sigismundo cantos 18 almost always in the
first person. Although the narrator is never definitely iden-
tified, several lines point to his being Sigismundo's brother,
Malatesta Novello. |

And the Buperor came down and knighted us“6

And old 8farza bitched us at Pesaro“?

So they burat our brother in effigy4d

Malatesta Novello does mot, however, fit all the references
the narrator makes to himself.

And we sit here. I have sat h@e
For forty-four thousand years,

Consequently it is impossible to single out any one perscn as
the narrator of this section of The Cantos.

More important than the narrator's identity is the con-
versational qual ity of the narrativej it seems closer to spoken
than written language.

And the Venetians sent in their compliments
And verious and sundry sent in their compliments}
But we got it next Augusty
And Reberto got beaten at Fano,
And he went by ship to Tarentum,
I mean 81dg went to Tarentum
And he found 'em, the anti-Aragons
busted and weeping into their beards’0

lb?; M‘.’ XI, Pe 50.
50. M” PPe 48«49,
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Just as the previously quoted lines on the post bag
deseribe the effeet on the reader of Pound's use of docu-
ments,’l the following lines, which Pound puts into the
mouth of an acquaintance of Sigismundo in Rome, deseribe the
effeet of the narrstive method used in these cantos:
Yes, I saw him when he was down here

Ready to murder fatty Barbo, "Formosus,"

And they wanted to know what we talked about?

([ E AR R E R R Y R R R R Z AR R R R R S R R N R E R N R R SRR RN EE RN N ]

Both of anclent times and our ownj books, arms,

And of men of unusual genius,

Both of ancient times and our own, in short the
usual subjeots

Of conversation between intelligent men."52

The second grouping of historical material to be dis~
cussed is formed by Cantos XLII - XLIII, which are focused on
the founding of the Mgnte del Pasghi, the bank of Siena. The
techniques used in handling this material are the same as in
the 8igismundo cantos; that is, although the narrative is im-

personal, more like a lecture than a conversation, the language
is that of speech, and there is propationately more quoted
material than in Cantos VIII through XI. Extraneous material
creeps in briefly with an eight line reference to polities in
1918 at the begimmning of Canto XLII, an account of the prepa-
ration of the Carrocio for Siena's horse race vwhich still re-
sembles a medieval pageant, and a few miscellaneous items

from the Sienese public archives.’3 However, only the World

War I reference 1s completely extraneocus, and it 1s placed at

B1. See above p. 18.
52. The Cantos, XI, p. 51. The ellipsis is mine.
530 mﬂ’ ma m;, PP llh-llﬁ-
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the beginning of Canto XLII before mention of the main topile,
the bank of 8iena, while the Carrocio reference and the items
from the public archives do deal with Siena in the years 1622
through 1749, the years ocvered by Pound's discussion of the
bank of Siena.

Lines near the beginmning of Canto XLII make obvious Pound's
reasons for considering the founding of the Monte del Paschi
historical material significant enough to become poetry.

a species of bank - damn good bank, in Siena.™
And a "good bank™ to Pound 18 very important as 2 symptom of
a healthy culture.

Cantos XLIV and L form two small groupings of historical
material. They are brief treatments of the careers of Pletro
ILeopoldo and his son, Ferdinando III, Grand Dukes of Tuscany.
Canto XLIV utilizes translated documents embedded in conver-
sational narrative, just as employed in the previously dis-

cussed historical cantos. Canto L also uses this technique,
but its subject matter includes any history contemporary with
Pletro leopoldo and Ferdinando III., However, the focus is
still definitely on these two men.
Revolution' said Mr. Adams' took place in the
minds of the people

in the fifteen years before Lexington
That would have been in Peter Lnoyoid's time.55

Contemporary fragments of history are placed in the framework

of the lives of these two men throughout this canto. The canto
also contains several references to Pound's source for this

5%. ihe Gantos, XLII, p. 3.
550 Mn. Ii’ P k0.
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material, the Storis civile della Toscang (Florence, 1850)
by a historian very much mtexzested in economics, Antonio
Zobi , 56 |
'Pardon our brief digression' saith Zobi:

America 1s our daughter and VashiliNtonn had civie

';%rﬁxé:: ; gx:%tfggpe ldo meant to cut off two thirds
Pound makes explicit the contemporaneity of these references
with the main topie. This aspect of subject matter is the
only difference between this canto and the other historical
cantos, its focus on Tuscany in the late seventeen hundreds
making it a definite subjeet mtt;‘er’ grouping.

The soclal and economic reforms effected by Pletro
leopoldo and Ferdinande III make them for Pound "news that
STAYS news."

The real history went on, 1760 to 1790 in
Tuscany with the work of Pletro leopoldo snd

Perdinand III of Eababwg~m§§aina, wiped
out by the Napoleonic flurey..

Pletro leopoldo and Perdigand III cut down
taxes. 7Taxes are infamy./”

These subject matter groupings, Cantos VIII through XI
on Sigismundo, Cantos XLII and XLIII on the bank of Siena, and
XLIV and L on Pietro leopoldo and Ferdinand III, are Pound's
only extensive application in The Canteg of poetie historiog-
raphy to Italian history. Other persons and events from Itallan

56. md, @p+ git., p. 115,

57. The Gantos, L, pe ¥l.

58, Pound, mmm, p. 263,
59, Jbid., p. 277.
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history are referred to, but they do not form definite subject
matter groupings handled extensively in this way.

The first subject matter grouping taken from Chinese his~
tory is Canto XIII. This canto 1s devoted entirely to Kung
(Confucius), mainly walking in a garden and talking to his
éompanions. Canto XIII is marked by a stately, smooth flowing
style; it has none of the roughness found s¢ often in the other
historical cantos:

-ﬁ;& {iag”;ggg :é:léigiuzn Igand on the strings of his lute
And the ;ﬁ;‘:’é‘ Ei;thggdlgfts;gge?tﬁgg: the le aves,
And he looked up after the saund.égn
This canto seems to function as a fqrerunner for the large
group of Chinese cantos which follow.

Cantos LII through IXI, eighty-three pages in the text,
are the main body of Chinese material in the poem. In his
index to this section of the poem, Pound has labelled Canto
LII, L1 K161 The canto, as the first cantos of several other
subject groupings, begins with extraneous material, but the
body of the canto is made up of translations from the Li Ki.
The next nine cantos trace the subsequent history of China's
government from 1766 B.C. to 1736 A.D. The treatment of the
Jesuits by the Chinese, a short excursion into Japanese history,
and the translation of the Confucian texts intu Manchu furnish

briel but net unrelated sidelights in this condensed history
of the Chinese government.

60. 1he Cantos, XIII, p. 58.

6l. Lin Yutan E;ggez ngg (nepey 19%3), p.
36 ,identifies the ié E‘aa a rog%r [e) govermentil systénp
of early Chou Dynasty.




Pound's prose contains many statements of the importance
of knowing Chinese history, especially as an example of the
prectical results which may be achieved by governing according
to Confuclian ideas.

The people who fail to take interest in
Kung fail, I think be#ause they never
observe WHAT Confucian thinking leads to.
For 2,500 years, whenever there has
been order in China or in any part of China,
yousgan;leok for a Confuecian at the roct of

te

This idea is whnt“datermincs Pound's choice of material from
such a large body of history and also explains why the Chinese
cantos are "news that STAYS news."

The method of historiography is the same as that of the
Sigismundo cantos, the only difference being a smaller propor-
tion of document to nagrative, possibly because Pound did not
have access to as nany;chinnsa documents which he considered
significant as he d4id to Italisn and American documen ts.

The largest subject matter grouping of American histori-
cal material follows immediately after the Chinese cantos,
Cantos IXII through IXXI, eighty~three pages in the text. Thié
grouping like the Chinese cantos is foreshadowed by a single
canto appearing earlier in the poem, Canto XXXII. All these
cantos are centered around Johm Adams and the early years of
the United States govermment. It is interestihg to find this
grouping immediately following the Chinese cantos, for Pound
has said thet the most important lesson the United States

62. Pound, Guide to Kulchur, p. 275.
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could learn from Chinese history is that the United States

constitution was an innovation which should not be serapped

now for experiments which have been tried and have failed.63
John Adams has been praised again and again by Pound:

The tragedy of the U.S.A, over &60 years
18 the deecline of the Adamses.®

Obviously Pound considers the early American government and
John Adams fit subjeects for the poetiec historiography which
was used earlier on Sigismundo Malatesta.

This examination of Cantos VIII through XI, XLII and
XLIII, XLIV and L, XIII and LII through IXI, XXXII and IXII
through LXX]I has attempted to establish three points: each
of these cantos or groups of cantos treats a definite, limited,
historical subject; each of these historical subjects has a
definite significanci to Poundj each grouping of historieal
subjJect matter is haﬁdled with the same method of poetic¢ his-
toriography.

The next three classifications, whiech take up much less
space in The Cantes, require only brief treatment in this study.

II

The second ¢lass of subjeet matter groupings to be ex~
amined is that of the epic cantos. The subject matter of these
cantos s drawn from three epics, the O
Cid, and the Divine Gomedy.

The edy-soy aantea are Cantos I, XXXIX, XLVII, and the
last four pngea of cante xx; although this last section is not

3. FPound, Quide to Eulchur, p. 275.
64, m., Pe 254%.
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a ebmplete canto, 1t merits inclusion because of its length.

Canto I relates the departure of Odysseus and his men
from Circe's isle, the summoning of the dead by Odysseus, and
his speaking with Elpenor and Tiresias.65

The section in Canto XX describes the lotus eaters. This
description 1s interrupted briefly by a lament by the sailors
who had been with Odysseus and had died. The poetry here is
marked by the luxuriousness and exactness of the imagery.

Canto XXXIX is made up of the reminiscences of Odysseus,
chiefly of Circe, It is written in the first person. Canto
XLVII 18 very similar to Canto XXXIX in that it is a jumble
of things concerning Odysseus, but it is centered on his de~
scent to the dead. Cantos XXXIX and XLVII are the least definite
of all the subjest matter groupings.

The only subject matter grouping dealing with the Cid is
Canto III. It starts with a brief reference to Pound in
Venice, but moves to a deseription of the €id being refused

85.  This canto is a translation by Pound from Book II of
a Latin version of the Y by Andreas Divus Justinopolitanus
published in 1538. The Latin text can be found in Ezra Pound,
ggag:%atan of Greek,” Make Ii Hew (New Haven, 1935), pp.
Lines such ass
Sun to his slumber, shadows oer all the ocean (Canto
1, ps 3) and
Swartest night stretched over
wretched mean there., (Canto 1, p. 3)
make this canto very reminiscent of the prosody of "The Sea-
farer® as translated by Pound.
May I for my own self's songs' truth reckon,
Journey's jargon, how I in harsh days
Hardshlp oft endured.
(Bzra Pound, "The Seafarer,"
Personse (New York, mn.d.), p. 64.)
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entrance at Burgos and being forced into exile. This canto
also relates the Cid's tricking of two pawnbrokers with a trunk
of sand. It ends with a reference to the murder of Ignez de
Castro and with the image of a decaying wall.

Cantos XIV, XV, and the first half of Canto XVI form one
of the most definite groupings in the poem. The first line of
Canto XIV immediately sets the scene and prepares the reader
for the following two and a half cantos:66

Io venni in luogo d'ogni luce muto, (I came into a place
void of all light.)

The line is borrowed from the Divine Comedy where it
occurs just as Dante and Virgil pass Minos and enter the seeond
ecircle, the boginning of Bell. Cantos XIV and XV are Pound's
modern adaptation of the Dantean hell where Pound has thrust
politieians, Iiéanc&ars. betrayers of lmguage, vice crusaders,
slum owners, ané Calvin, among others. What Pound's inferno
lacks when conpéred with the exactness of classification found
in Dante's; it ;orc than makes up for in repulsiveness. At
the end of Qanté XV Pound is overcome by the filth and faints.
When he ragainsieenscioaannsa; his guide, Plotinus, is gone,

80 he staggers alone through the hell mouth into purgatory and
Canto XVI. It is impozsidble to say at the end of this group-

ing if Pound is in paradise or still im purgatory; the latter

seems most probable. Because of the definite borrowings from

Dante; these cantos are one of the most distinect subjeet mate

ter groupings in the poem. ‘

6@. ;hg,ggggg;, XIV, p« 61, The line 1s from Dante,

:’]
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As can be seen, the epic groupings - Cantos I, XXXIX,
XLVII, and four pages of Canto XX drawn from the Qdyssey;
Canto III drawn from the Poema del Cids and Cantos XIV, XV,
and the first pages of Canto XVI based on the Divine Comedy~~
are set off from the rest of the poem only by their focus on
subject matter. 7They do not utilize any one technique as the
historical cantos do.

111

Cantos XLV and LI, the usury cantos, are the third type
of subject matter grouping. These two groupings differ from
the other groupings in that they are the direct presentation
of an idea, the degenerative effeets of usury, while the others
are focused on actions and only indirectly on the ideas which
these actions express.

Canto XLV indicts usury on two chargess as a cause of
degeneration in the crafts and arts, and as an interference
with the natural feeundity of the earth and man. The canto
presents these charges by listing examples of the effects of
usury in a quite formal catalogue which abounds in archaisms
and inversions.

Usura rusteth the chisel
It rusteth the eraft and the craftsman,67

with usura, sin against nature,
is thy dread ever more of stale rags
is thy bread dry as paper,
vith no mountain wheat, no strong flour6S
XLV, ps 2%, Usury as Pound uses the word

means more she lending of money at exorbitant rates of
interest; it 1s all the evils caused in a soclety by a lack of
precise terminology.

68. JIbid., p. 23.
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Usura slayeth the child in the womb

It slayeth the young man's courtin

ét hath 2§ought pa%azg to geg, 1geid

etween the young bride and her bridegpoom
CONTRA KATURAHggo

The second usury canto, Canto LI, opens with a Juxtapo-
sition of light and mud, a figure for soclety free from usury
and society embedded in a usurous mucke

8hines

in the mind of heaven God

who made 1t

more than the sun

in our eye.

Fifth element} mudj said Napoleon70

Without any break the canto launches into a restatement of
most of Canto XLV but in a terse, modern styles

Usury rusts the man and his chisel

It destroys the craftsman, destroying craftj
I R RS RN R RN R R R R E R R F RN R E R R E R R R RS ES SN SRR NEN NN
With usury...

the peasant does not eat his own grain

[ X E R R R R S AR E R R R R R R A R R R R R S R NS A R RN

Usury kills the c¢hild in the womb

And breaks short the young man's courting

Usury brings age into youthj it lies

between the bride

and the bridegroom

Usury 1s against Nature's increase.7l
The last half of the canto presents in contrast to the pre-
viously stated effects of usury examples of productivity,
*"That hath the light of the doer."”2 The canto closes with
a song by QGeryone, the dragon which bore Dante and Virgil on

its back down inte Maleboge.

89. 1bid., p. k.

70. Xbid., LI, Wk,

71.. Ibid., The ellipses are mine.
72. Jbld., ps 45
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Both Cantos XLV and LI are condemnations of usury and are
set off from the rest of the poem by their concentration on
this one topic. These usury cantos, like the eplc cantos, are
not set off by the consistent use of any single method of hand-
ling subjeect matter as the historical cantos are.

v

Cantos XII, XIX, XXII, and XXVIII form a fourth set of
subject matter groupings, the modern cantos. These cantos are
a collection of glimpses of modern life -~ some humorous, some
bitterly satiric, most probably fictitious.

Canto XII is made up of three anecdotes, Baldy Bacon's
financial career, Jose Maria Dos S8antos and the pigs, and "The
Tale of the Honest Sailor."”3 Baldy Bacon's story is typical
of the anecdotes which make up the modern cantos. Baldy Bacon
bought up all the gentavosg in Cuba and sold them at a profit |
when the demand for gentavos became great enough.

was in géigiiguﬁﬁﬁﬁiﬁat
*No interest in any other uv bisnis,“7“
This transaction caused Baldy to become very unpopular with
the Cubans, so he returned to Manhattan and became an agent
for an insurance company until the company folded.

Also ran up to 40 OOQ bones on his own,
Once, but wanted %o "gat up the whole'r Wall 8t.n75

Most of the aneedotes in the modern cantos are like the
Baldy Bacon episode - short, colloguiasl, and concerned with

73. m;, iil; P 550
7""0 m-.», Pe 53!
75 mﬂ., P 5“»
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economics or polities in the early part of the twentieth cen-
tury. However some of these anecdotes are on art and some
merely present a character, such as this passage from Canto
XXVIII,

"Buk I* said the Second Barcnet, “eh...

"Thass a funny lookin' buk"” aaid the Baronet

Looking at Bayle, folio, 4 vols. in gilt leather, "Ah..

"WleseseWl cue ng you s@m ‘eh to do with ah ...

"eoe ah read-it?v;

Pound's concern in all of these anecdotes with telling a
good story 1s shown by the dramatic technique used here. The
only anecdote that seem# to involve the poet personally appears
in Canto XIX, where the marrator (this short seetion is in the
first persl:) 1s tolds

*But it's a $nest1@m of feeling,
"Can't move fem with a cold thing, like economics."?7

In shért, the ﬁwﬁarn cantos are groupings of anecdotes
told eanveésationaily and set off from the rest of the poem
as subjectéuatter groupings by their concentration on life in
the twenti;th eantﬁry;

A v

One large grouping, "The Pisan Cantos," remains to be
studied, Unlike tho epic, usury, and modern cantos, this
grouping, Cantos IXXIV through IXXX1V,78 forms & relatively
large partiag of the poom’ one hundred and fifteen of the

total five hundred and thirty-six pages.
b

76, 1Bid., EXVIII, p. 139,

776 x’bldi' Xn, po 85#

78. Qantos IXXII and IXXIII have not been published. Un-
confirmed rumors give two, likely reasonst o avoild libel suitsj;
because these cantos will not be intelligible until the poem
is completed. P
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"The Pisan Cantos® are the only large grouping of pere
sonal subject matter in the published sections of the poem.
Occasional glimpses of Pound speaking directly to the reader

appear throughout The Cantogs
And if you will say that this tale teaches ...
a lesson, or that the Reverend Eliot
has found a more natural language...’?
These passages, however, are no more than occasional asides
throughout the first seventy-two cantos, and even with the
‘addition of those sections of the modern cantos vhich are ob-
viously personal, the amount of material that is dipectly per=
sonal is very slight up to Canto LXXIV,
Not all the subject matter in these cantos pertains
direetly to Pound; many references to the preceding cantos

can be found, usually with a velue judgment attached, in this
grouping.80 i

%t Mc’ m, P 25,

80, These references to earlier cantos are one of the most
troublesome aspects of the poem to the reader, especlally when
the lines being referred to were not emphasized on their first
appearance. For example, these lines from Canto IXXVIII, p.59,

8¢ we sat there by the arema,
cutside rhii, and il decaduto

the lsce ouff fallen over his knuckles
considering Rochefoucauld

but the program (Cafe Dante) a literary program 1920
or thereabouts wasx neither published nor followed

are reference to and very enlightening expansion of the fole-
lowing lines from Canto XXIX, p. 145.

And another day or evening toward sundown by the arena
(les gradins)

A little lace at the wrist

And not very clean lace either...

~Taken together the two quoted passages are definitely more
meaningful than when they are apart, but they are separated
by so much material in the poem and are so inconspicuous in
context that there is very little hope the reader will make
the necessary connection.
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Fear god and the stupldity of the populace,
but a mwrecise definition
transmitted thus Sigismundo ‘
thus Duccio, thus Zuan Bellin or tfastevere
, with ILa Sposa
Sponsa Cristi in mosaic till our time / deification
of emperors :
but a snotty barbarian ignorant of T'ang histgry need
not decelve onedl
Only in these cantos does Pound consistently make the signifi-
cance of much of the material in the poem so explicit as in
the above example.
Yet these statements of value are not the main reason
for oclassing Cantos IXXIV through IXXIV as a grouping of per-
sonal subject matter: The autobliographical nature of these
¢antos 1s even more important: "The Pisan Cantos" are in
essence a journal.
In April of 1945 Pound reported to advance mits o the
Us S Army, was taken to Genoa for interrogation, and later
removed to an internment camp at Pisa where he remained until
November of the same year when he was flown to Wadington,; D.C.,
to be tried for tresson. "The Pisan Cantos" were written in
the camp at Pisa, and the poet's experiences there furnish an
autobiographical framework for this section of the poem. These
cantos are an almoes t equal mixture of scenes from life in the
camp; Pound's memories of his earlier life and the earlier
cantos ;82 and statements in varied forms of what might be

¢called Pound's personal philosophy.

25 zaa{' m !9, PP+ 3-1’!-

82. According to Russell, gp. git., p. 13, the only books
which Pound had during his internment were the Bible and
Prayer Book supplied by the camp and the two Confucian texts,

the Ig Halg and the m + Appareatly Pound did not
have access to the previously written cantos.
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Only Canto ILXXV 1s devold of any expliecitly personal
reference, The canto consists of only seven lines and the
score of Gerhart Munch's transeription for violin of Clement
Janequin's bird-song chorale.83 However, once the reader
identifies the score and remembers Pound's comparing several
times the birds sitting on the prison fences with notes on
the music staff, Pound's inclusion of the score of a bird-
song chorale no longer seems out of place in this often sub-
jective journal of the prison camp.

% birds on 3 wires, one on one
RN
3y o !
8th day of September

£t a

g
write the birds in their treble scaledd

three solemm half notes
their white dggny chests black-rimmed
on the middle wire.
Pound's descriptions of the camp andits surroudings and
his recording of incidemts and bits of conversation from life
in the camp provide an objectively autobiographical background

for Cantos LXXIV through IXXXIV.

83. Kenner, Qp. gite.s Pe 234.

84. The Cantos, IXXIV, pp. 63«64, Seven lines are omitted.
85. Ibid., IXXXII, p. 103.

86. JXbid., p. 105.
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and there was a smell of mint under the tent flaps
especlally after the rain

and & wvhite ox on the road towards Pisa
as if facing the tower,
dark sh:;p in the drill field and on wet days were
ouds
in the mountain as if under the guard roosts.S87
and Mr. Edvards saperd green and brown
in ward No. & a jacent benignity,
of the Baluba mask: ®“Doan you gall no one
I made you that table.®
This background is further established by secattered lines
which refer to the writing of "The Pisan Centos™:

As a lone ant from a broken antwhilg
from the wreckage of Burope, ego scriptor.89

and that day I wrote no further.90
and by Canto IXXXIV and parts of Canto IXXXII which are dated
as if they were entries in a diary..

Pound fi1lls the framework, established by lines such as
have been quoted, with memories and ideas. The momories are
drawn from all of Pound's experlence; the ideas are conclusions
drawn from this experience, Pound's philosophy of life.%1

87. JIbid., LXXIV, p. 6.
88o M., Pe 12,

89. M;, IRXVI, P 360
90. MJ, LXKXIV, p. 11l.

91. Unfortunately Pcund's philosophy seems impossible to
paraphrase in a neat prose statement:

Premature to mention my "philosophy,"
call it a dispesition, In another 30 years
I may put the bits together, but
prodbably won't,
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In a letter to George Santayana dated December 8, 1939,
Pound stated that Cantos LII through IXXI, the Chinese and
American historical cantos, would be followed by a section deal-
ing with his philosophy.92 Although "The Pisan Cantos" leave
mach to be desired as a systamatic statement of a personal
philosophy, they do stand out in the poem as a journal-like
recording of Pound's thought during his internment at Pisa.
This foecus on Pound sets "The Pisan Cantos™ off as a very def-
inite subject matter grouping.

One more characteristic of all the subject matter group-
ings needs to be pointed out before bteginning an examination
of the relationships between these groupings. The examination
of the historical cantos showed that each man or event treated
had some special significance for Pound. The other subject
matter groupings hgvc significance in the same manner. The
significance of thé usury cantos and "The Pisan Cantos” is
explicit in them. jlach of the three sources of the eplec cantos
has been judged si gnificant by Pound in his criticel prose;
of Odysseus he says, “I hope that elsevhere I have undersocred
and driven in the Qreek honor of human intelligence;"93 he
calls the Poemp dal Gid the finest of the medieval poems of
action;%% and the Divine Comedy is praised throughout his prose
as an indictment of usury. The significance of the modern
cantos is made explieit early in The Cantos.

92, IRid., p. 331.
93. Pound, guide %o Kulchur, p. 146,

6?' Ezra Pound, The §pirit of Romance (New York, n.d.),
P .
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“Beer-bottle on ihs statue's pediment !

"That, Fritz, 1s _the era, today against the past,

“Contemporary.*95

This chapter has established that a very large amount of

The Cantog 1s grouped within the poem according to subject
matter and sometimes technique as well. (See chart number II).
Now that these definite groupings of significant matter have
been established, an examination of their relationships be-

comes possible.

55. ihe Gaptos, VII, p. 25.
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CHAPTER 11

R S e

The search for a unifying principle in The Cantos becomes
a search for relationships among the subject matter groupings.
This chapter will attempt to seek out the manner in which
these groupings are related: by examining Pound's prose for
any illumination of The Cantog it may offer; by examining the
heterogeneous cantos, those cantos which are not part of a
subject matter grouping; and by examining those lines through-
out the entire poem which direetly or indirectly are comments
on Ihe Cantos.

Pound 's prose praﬁidaa mach support for considering Ihe
Geantog an attempt to défino a complex idea in terms as concrete
as possible. 7Tha Cantog are a definition of Pound's evalua-
tion of modern civilization, an evaluation vhich involves also
a diagnosis of the ailments of modern life and a compounding
of a remedy for them:

There is no mystery about the Cantos, they are the

g;l:hgrpggzﬁzfggewﬁgivo Rudyard eredit for his use
The task Pound has taken on in The Cantos is a constructive
eriticism of the whole of modern eivilization.

This ‘criticism is theAeomplex idea which he wishes to de=~
fine as exactly as possible, for Pound believes that inexact
terminology and definition cause most of the problems in the

96. Pound, A Guide o Kulchur, p. 19%.
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modern world. The cure is suggested in his translation from
the Analeots of Confucius with which he begins the Guide to

s Lo wd. you first set

Much of the apparent lack of coherence and clarity in

The Gantos is caused by Pound's attempts to define precisely
the large and complex idea which is the meaning of the poem.
An examination of Pound's method of definitiom should show
why this difficulty exists.

In his search for exact terminology, Pound found what he
considered a defect in the method of definitiom used in Vest~
ern culture from the Greeks to the present:

In Burope, if you ask a man to define anything, his
definition always moves avay from the simple things
Riorn rapisy” o seseter and ploptesatiels Sommter
abstraction.?
Any definition made in this way would be obviocusly only as
exact as the abstractions from which it was made. Pound feels
that this way of defining was satisfactory during the medieval
period when language was carefully tended and the ®general
exactitude in the use of abstract terms” was high.%? However,

modern language has lost those precise and cleaar abstractions:

Wt mg‘v, P T6.
98. Pound, A. B. G- of Beading, p- 19.
29. m" PP 19-20,
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Pibstract thonghts or "goncral thoughte o philoso-
g?i:azzggigtsgizzzigggflgénz was ancillary to work
Consequently the method of definition to which people have
become accustomed in Western civilization 1s no longer exact
enough for Pound‘'s purpose in The Cantos. He has to find
some new method.

Just as Pound derives his emphasis on precise terminology
from China, from Confucius and Chinese poetry, he draws on
China and her langusge for his way of attaining this precision
in English, the ideogrammic method. The Chinese character,
the ideogram, is a way of defining without generalizations
or abstract statements; it is not a pieture of a sound or
group of sounds but of a thing or a group of things. Pound
uses the word red as an example of the difference between the
Western and the Chinese vways of defining. A Buropean, 1f asked
to define red, would say that red is a colour which is a vibra-
tion of a certain length which is a mode of energy and so fath,
getting farther and farther from his or anyone's actual sense
experience of red or what he really knows of the word.

In contrast to the Buropean, the Chinese has his defini-
tion of pred right in the character, itself, vhich means red.
This character is composed of four very formalized picturess
a rose, iron rust, a cherry, and a flamingo. The definition
is made of experienced marticulars; abstractions or generaliza~-

tions are avoided.lOl

100. Pound, Guide o Kulchur, p. 50.
101. Pm:md, AQ né go gg m, PP 19""200



-~ M L]
Pound has a complex generalization to communicate, but
he lacks the terminology to communicate it exactly in an ab-
stract statement.

"All knowledge is built up from a rain of factual atoms'102
S8ince Pound lacks the terminology to communicate "knowledge™
adequately, he bombards the reader with a "rain of faetual
atoms”™ from which the reader may build the knowledge. Being
unable to communicate the gemeralization, Pound communicates
the particulars and hopes the reader will relate them., "The
tale of the tribe" is the subject of the generalization, and
the subject matter groupings are the most important particulars.

The ideogrammic method has one more attraction for Pound.
It forces the reader to think;

On the other hand we also err in trying to FORCE
abstiact or g;gsral statement. We err in suppos-
ing that insincerity is peeulisar to the man speak-
ing. In nine cases out of ten we find an insincerity
of t&g auditor, of the man who does not want to
hear. 03
The ideogrammic method both makes possible exact communication
of abstractions and furnishes a means of prodding the reader's
mindé
The ideogrammic method consists of presenting one
facet and then another until at some point one
gets off the dead and desensitized surface of ggn
reader’s mind, onto a part that will register.

This ideogrammic method, the particularized definition,

is perhaps the most important unifying principle in the poem.

The Gantog consists of a great mass of material much of which

102, Pound, Guide to Kulechur
103. Jbid., p. 128,
10%. Jbid., pe 51.

s Ps 98,
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is not explieitly related; the relating of the parts of the
poem must be done by the reader. The reader constructs the
unity and coherence of The Cantos by grasping the poem's mean~
ing. Thus the unity of the pcem exists only in the mind of
the careful readerj the unity is the generalization which the
reader makes from the materials of The Cantos. It is an 1dea
implicit in the entire poem, as the philosopher's principle is
implicit in the accumulation of his memoryi

Pound's "one prineiple" can be expressed only in the several
hundred pages of his poem. The "one principle," the ides, exists
only in the mind of the readerj there, is the unity of The
Gantos 106

However, Pound runs into a problem caused by the nature of
written language when he attempts to utilize the ideogrammic
method as the unifying principle in his long poem. The 1deo-
gram in the Chinese character causes no difficulty because the
parts of the character are co-existent, and, like the parts of
a painting, may be perceived simultaneously. But when Pound
attempts to create an ideogram out of words instead of formale

ized pictures, he is forced to put the words one after another,

T—g. fbid-, Pe Y‘;a

106, ggg%zx gg;g s Pe 38, Hugh Kannor states
in his di:ens ion of the 1 ram t the unity ofr§§g
is Pound, This statement is axaet since any eare reader
may grasp the ideogrammic unity of The C g Thus the unity

Q;n&gg is not just Pound but an idea in Pound's or any
mind that imows The Cantog sufficlently well.
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and in a poem as long as The Cantosg, any possibility vanishes
of the reader perceiving all of the ideogram simultaneously.
Pound's attempt to ereate an ideogram out of written language
is an attempt to achieve simultanelity in a medium limited to
consecutiveness. An ldeogram like a painting exists in space,
a dimension which written language lacks. Consequently the
parts of Pound's ldeogram are recorded consecutively, but the
poem can not be understood unless they are contemplated simul-
taneously by the reader.

An examination of the cantos which do not fall into one
of the subject matter groupings shows that Pound is quite
conscious of the difficulties to be met in using the ideogram~-
mic method for a long poem. Pound realizes he must make the
reader aware of the simultaneous existence of the whole poem
before the ideogrammic unity of the poem can be grasped. The
cantos not ineluded in subject matter groupings and the lines
commenting on Ihe Cantos which are found throughout the poem
include many devices intended to juxtapose the subjeet matter
groupings in the reader's mind, to give the materials of the
poem a simultaneous existence.

The heterogemeouscantos have ancther funetion in the poem
which should be mentioned before discussing their part in jux-
taposing the subjeet matter groupings. Pound us;s the hetero-~
geneous cantos as an opportunity to include subjeet matter
which would be out of place in any of the subject matter group-
ingsand whieh is not of sufficient extent or significance to
form a separate grouping. For example, Pound includes in
Canto XXXVI his translation of the Donna Mi Prega by Guide
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Cavalcanti, Since Pound has written an essay of more than
fifty pages on this poem, it 1s obvious that he attaches some
significance to the poem and the poet, but for his purposes
in The Cantos, Cavalcanti's canzone merits only two and one
half pagesj the canzone is important enough to be included as a
part of Pound's ideogram, but for some reason it is not im-
portant enough to form a subjeet matter grouping, like Sigis-
mundo or the Monte del Paschi. One definite funetion of the
heterogenous cantos is to form a catcheall for these odd bits
of material which Pound wishes to include in The Cantos.

The most important function of these cantos is the juxtae
position of materials mentioned earlier. Rach heterogenous
canto is & mixture of new materials and materials from the
varioué subject matter groupings. For example, the first hdf
of Canto XL is made up pf‘eeononic subject matter ranging from
the Venetiasn bank of 13615 through Adsm Smith, the United States
e¢ivil war, the Rothnchij:lds, to Mr. Morganm in 1907. The second
half of the canto is au account of the voyage around 500 B. C.
of the Cartheginian, Hanno, along the west coast of Africa.l07

In this canto the transition, from economics to the voy-
age of Hamno, is made explicit:

One of which things seeking an exit,108
The "things" in this line are the economic subjects which di~
rectly precede it, and the “exit" which was for Hanno his

j Y

107, This account.is probably a translation of the z@;}gm,
a Greek translation of Hanno's own account in Phoenician o
the voyage. Both the voyage md m translation of g trans~

lation br to mind the Qdvys Pound's translation of
Divius ra%ﬁgr than Homer Ir

108. ZIhe Cantos, XL, p. 49.
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voyage is for Pound and the reader his telling of it. Thus
Canto XL indicates one relationship in The Cantos between
economics, history, and the voyage of Hanno and indirectly of
Odysseus.

Hot all of the heterogenecuscantos make so obvious the
rel ationships between the different materials found in them,
Often Pound merely lists references to different subject mate
ter groupings, apparently in the hope that the resulting
jumble will foree the reader to bring the subject matter
groupings together in his mindj; but ocecasionally Pound manages
to achieve moments of poetic synthesis in the midst of an ap~-
parently 4haotie mass of references to other parts of the poem
and/or nev material. An excellent example of a moment of
poetlc syﬁthesis occurs in Canto XXVII where Greek mythology
and modern history are for an instant fused together.

Sa that the Xarites bent over tovarisch.
And these are the labors oi tovarisch,
That tovarisch lay in the earth,
And rose; and wrecked the house of the tyrants,
And that the tovarisch then lay in the earth
And the Xarites bent over tovarisch.
These are the labours of tovarisch,
That tovarisch wrecked the house of the tyrants,
And rose, and talked folly on folly
And wvalked forth and lay in the earth
And Xarites bent over tovarisch.

And that tovarisech cursed and blessed without aim,
These are the labours of tovarisch,
Saying: ,
*Me Cadmus sowed in the earth
And with the thirtieth autumn
I return to the earth that made me.
Let the five last build the walljy

I neither build nor reap.

That he came with the gold ships, Cadmus,
That he fought with the wisdom

Cadmus, of the gilded prows. Nothing I build



And I reap /

;

foizize) ¥, te, chirsech s
And T Bhala ne Tals 103
The use of "tovarisch"™ brings to mind the end of Canto
XVI which deals with the Russian revolution. The tovarisch
13 associated first with the three Graces. Then he speaks as
though he were cne of the armed men who sprang up when Cadmus
sovwed the dragon's teeth, thus completing the poetic fusion
of Greek myth with modern history.,l10 This examination of
poetic fusion can only attempt to point out how the synthesis
occursj the lines themselves must prove its existence.
Although these iaaaata of complete synthesis are few in
the poem, Pound offten is able to draw together varied materials
by using what he al}t saybjeet rhyme."lll Ppound uses "sub-
Jeet rhyme" in mudh éha same way as the traditional poet uses
sound rhyme except that the echo 1s not in the sound of a word
or group of words but im their meaning. In the letter to his
father in which he uéas the phrase, "subject rhyme," Pound
gives as an example the rhyme between Elvira on the wall and
Helen of Troy which appears in Canto XX,112 fThe Elvirs on the

wall-~Helen of Troy rhyme is strengthened by the speeches of

165, 18id., YXVII, pp. 131-132.

110. These moments of synthesis do not occur often in the
poem. However I am unable to say whether these moments are
80 few because Pound attempts synthesis only a few times, be-
cause he fails in the majority of his attempts at synthesis,
or because I fall as a reader to perceive more of these moments.

111, Paige (ed.), m ketters of RBazra Pound, p. 210.
112, Ibid.
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the 0ldy Trojan men watching Helen which appear earlier in
the poem.ll3 1In this example the similarity between Elvira
and Helen on thelr respective walls is so obvious that Pound's
reason for calling this association "subject rhyme® should be
apparent., However,the rhyme is not always this close.

Canto II is an excellent example of "subjlect rhyme" in
operation., The subject matter of this canto, like that of
many other cantos, is arranged in a pattern of echoes and re-
statement similar to & traditional rhyme scheme. Of course,
this rhyme scheme does not inelude all the subject matter in
the canto; it would be as absurd to require Pound to rhyme
all the subject matter as to require any poet to rhyme all
the sounds of all the words in his pbetry. The rhyme scheme
of Canto II can be examined by listing the subject rhymes,
omitting all unrhymed material.

The body of Canto II 1s Accetes relating to Pentheus the
incident which brought him to worship Lyseus, more commonly
known as Dionysus.ll¥ Acoetes had been the pilot of ship
whose sallors attempted to kidnap a young boy. Aeccetes tried
to stop them but was ignored by thé cerew. The young boy turned
out to be Lyseus who changed the rebellious c¢rew into fish and
caused the boat to become covered with vines and lynxes.

Almost half the canto is devoted to this subject while
the rest of the canto is mostly material which rhymes directly
or indirectly with the Acoetes narrative. These rhymes are

ﬁ3' M't m P 6.

114, Blackmur, 9p. g;&. pe 138 identifies this passage
as an adaptation from Boo iIX of Ovid's Metsmorphoses.
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best pointed out by listing the rhyming subjects in the order
in which they appear in the cantot

Browning's "Sordello®

So-shu

Elesnor of Acquitaine

Homer

Helen and the old men on the walls of Troy
Tyro

Acoetes'! narrative

So-shu

ig::teallf

Pfaten:

The subjeet rhyme between the two poets is obviousj
Pound's prose re-inforces this rhyme since he praises both
Homer and Browning for their narrative abllities.

S8o-shu and Tyro are presented in rhyming situations.

115. This fusion of 8o«~8hu, Tyro, and Acoetes is another
example of a moment of poetiec synthesis in The Cantos.

And So-shu churned in the sea, So-shu slso, using the
long moon for s ehurnwntick « o w
Lithe turning of water,
sinews of Poseidon,
Black agure and hyaline,
glass wave over Tyro,
Close cover, unstillness,
bright welter of wave-cards,
Then quiet water,
quiet in the buff sands,
Sea~fowl stretching wing~joints,
splashing in rock~hollows and sand~-hollows
In the wave-runs by the halr—dunai
Glass-glint of wave in the tide~rips against sunlight,
pallor of Hesperus,
Grey peak of the wave,
wave, colour of grape‘’s pulp,
(Canto II, PP, w10, )
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So-shu churned in the sea.ll6
And by the beach-run, Tyro,
Twisted arms of the gsea-god,

Lithe sinews of water, gripping her, eross hold,l1l7
There 1s also a slight rhyme between the So-~shu lines and the
Homer lines.

And poor old Homer, blind, blind as a bat%
s

BEar, ear for the sea-surge, murmur of old men
vaiaea:ilg

These lines lead into the speech of the old men as they watch
Helen on the walls of Troy, and their talk of Helen rhymes
with the appearance o Eleanor of Aqultaine earlier in the
aénto.
"Eleanor, éAfvave and &AémtoAis 0119

The love scene of Tyro and Poseidon rhymes with Bo-shu,
as previously noted, with the sea-god combination of the
Acocetes narrative and is slightly assoclated with the Homer
lines because of Tyro's appearance in the Qdyssey.l20

Most of the rh&ysa of the Acoftes narrative have been
noted previously. Qﬁly the rhyme between the metamorphosis of

Y6 The Cantos, II, p. 6.
117, Ibid.
118, Ibid. z

119. 1Ibids The Eleanor of this lime i3 positively idene
tified as Eleanor of Aquitaine in the follow lines from
Canto VII, p. 2k,

Eleanor (she spolled in a British climate)
"EAavdpos and ‘TAénTolis, and

poor cld Homer blind

blind as a bat,
Bar, ear for the sea surgej

rattle of old men's voices.

120, Tyro appears in Book XI of the Qdyssey. Odysseus

sees her spirit in the underworld.
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the boat and crew and the Proteus reference which closes the
canto needs to be mentioned. Here the rhyme is two-fold: the
changing shapes of the crew with Proteus' ability to change
his shape, and sea setting of the Acoetes episode with Proteus
as the old men of the sea.

The basiec subject rhyme in Canto II 1s the sea. All of
the rhyming subjects, except Browning's "Sordello"™ and
Eleanor of Aquitaine, explicitly involve the sea, and both
Browning and Eleanor are rhymed with subjeets which involve
the sea. The sea is present in So-shu, Homer, Helen, Tyro,
Acoetes, and Proteus, furnishing a subject rhyme which runs
throughout the canto. Over thils basic rhyme are the other
rhymes which cement the canto into an involved series of sub-
jeet rhymes. (Bee chart number III).

The main sourece of complexity in subject rhyme is the
large number of elements from which the poet may choose his
rhyme in a set of subjects in contrast to the limited number
of possible rhymes in a set of sounds. For oxamplg; a poet
may rhyme the words mole and goulj any word chosen to rhyme
with goul, such as hole, will also rhyme with mole because the
number of possible sound echoes is limited by the first rhyme.
When subjeet rhyme is being used, this first rhyme does not
limit the number of possible second and third rhyﬁes; Pound
rhymes Browning with Homer because they are both great narra-
tive poets and then goes on to rhyme Homer and So~shu by
assoclating both of them with the sea. Thus he can make two
completely different subject rhymes with only three subjects

because each subjeet contains several possible rhymes while a
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sound contains only one possible rhyme. This technique, that
of making more than one rhyme on the same subject, makes it
impossible to write out s neat rhyme scheme of Canto II.

Subject rhyme does not oceur only within the canto, for
Pound often uses it to link canto to canto. For example, the
sea imagery of Canto I rhymes with the swimmers in the sea in
Canto II who in turn rhyme with the swimmers described by
Pogglo in Canto III. This technique is used throughout The
Gantos to draw together subjects which are only slightly simi-
lar. It is another of Pound's attempts to yoke together the
subject matter groupings into a unified ideogram of consider-
able proportions.

Thus the heterogeneouscantos exhibit several of these
techniques intended to make the ideogrammic unity of the poem
more easily apprehended. Through subjeet rhyme and moments
of poetic synthesis, Pound attempts to force together some of
the varied subject matter of the poem, but most often he is
content to paek the heterogemdouscantos with a variety of
material, nev msterial and references to the subject matter
groupings, and then hope that the reader will be jarred into
at least seeking for a common denominator when he finds, for
example, Thomas Jefferson and Sigismundo side by side.

The lines in which Pound comments on The Cantog form the
last body of material to be examined in this chapter's search
for attempts to yoke together the subject matter groupings.
Even on a first reading certain parts of The Cantos stand out
as the poet speaking as poet. These asides often seem designed
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only to remind the reader that he is reading and that the poet
is always behind the poem controlling and shaping it.

Keep the peace, Borso " Where ari we?
"Eeep on with the business,l2l

Or another time . . . oh well, pass 1it,122

(That, I assure you, hsppened.
Ego, seriptor cantilenae.)123

And I have told you of hgu things were under Duke
Leopold in Sienal2

And he wrote
s poem on the Beautiecs of Mougden
and condensed the Ming Histories
literarzakuas, and wus Emperor
for at least years.
Perhaps you will look up his verses.l25

As a lone ant from a broken ant-hill
from the wreckage of Europe, ego seriptor,l26

and to change the vaiue of money, of the unit
of money
METATHEMENON
we are not yet oub of that chapterl??

This list of lines from various parts of The Cantos con-
tains only a few of the passages in which Pound, like some
curious stagehand, ean be seen peering over the set at the
audience. Pound wants to make certain the reader is always

conscious of The Capteos as an artifact in order for the jumble

121, The Gantog, XXI, pe 96.
122, Ibid.

123, JIbid.s XXIV, p. 112,
124, Ibid., LII, p. 3.

125, JIbid., IXI, p. 86.

126. Jbide, ILXXVI, p. 36.
127. JIbid., LXXVII, p. 46.
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of fact and fiction, of time and place, which is the world of
The Cantos to become acceptable to a literal minded reader.
These lines are Pound's way of getting around the reader who
demands a one for one correlation between art and life,

However, the most important comments on The (antos are not
as obviocus as the lines just mentioned. These comments are
usually indireect; that is, only occasionally is the comnection
between the Odysseus passages, for example, and the pian of
the entire poem made explicit. In this most important group
of lines commenting on the poem, Pound presents to the reader
a point of view, a perspective to take towards The Cantos,
which should draw the subject matter groupings closer together
and thus make the ideogrammic unity of the poem more apparent.

The first element of the perspective offered the reader
is to consider The Cantos as an account of a voyage. The idea
of The Cantos as a voyage is introduced in Canto I with the
sailing of Odysseus from Ciree's isle and reappesrs through-
out the poem im the many references to Odysseus, Hanno, and
the other voysgers. By viewing The Cantps as a voyage whose
landmarks are the subjeet matter groupings and whose goal is
apprehension of the poem's ideogrammic unity, the reader becomes
eonscious of a purpose in the poem, of a sense of direction.

Ere thou come to thy road's end,
Yot must thou sail atter

knowledge
Knowing less than drugged beasts.128

128. mgo, XLVII, p. 30.
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Kot until the "Pisan Cantos," when Pound believes his

perscnal experience has become significant enough to form a

subjeet grouping, does he explicitly assoclate himself with
Odysseus.

oY TIZ, 0Y TIZ? Odysseus
the name of my family,129

With Pound as a modern Odysseus and The Cantos as his and his
reader's voyage after knowledge, the subject matter groupings
can be seen to have a tenuous thread of narrative running
through them.

In ﬁddium to proposing a perspective of The Cantog as
a voyage, Pound proposes a perspective on the form of the
voyage. The substance of the voyage, the subject matter of
the poem, has been cast into a form borrowed from the Divine

Somedy.

Uhder the portico Kirbe . ¢« «
#Ifthink you must be Odysseus « « +

feel better when you have eaten ¢« .
Always with your mind on the past + . « «
44 Orcum Autem Quisquam?

flondum nave niga parveﬁg o o 0o s
Been to hell in a boat yet

- The voyage of The Cantos
paradise. It is significant that Canto I presets not only

Odysseus salling from Circe's isle but also his calling up of
the dead, Lines scattered throughout the poem Pplace the voy-

is through inferno, purgatory, and

|
age in the inferno, purgatory, paradise framework.
And 1f you will say that this tale teaches . » . »

8 lesson, or that the Reverend Ellot
has found a more natural language « « » . you who

125, 1pid., LXXIV, p. 3.
130. Ibid., XKKIX, pp. lWhh5,
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think you will
get through hell in a hurry.l3l

By the "Pisan Cantos®" the voyage has passed through what
Pound has variously referred to as hades, infermo, or hell.
How soft the wind under Taishan
where the sea is remembered
out of hell, the pit
out of the dust and glare evi1132
Wwe who have passed over Lathed33
Since the poem is not finished, a statement by Pound in
a letter to George Santayasna is the only available evidence
that the voyage will end in paradise.
I have also got to the end of a job or part of
a job {money in history) and for personal ings have
got to tackle philosophy or my "paradise."l3
Some danger lies in attempting to draw too close a parale
lel between The Cantos and the Divine Comedy. Although Pound
does take the inferno, purgatory, paradise framework from
Dante, he asdapts it to his own purposes by adding other ele~
ments. Pound realizes the diffieultles inherent in using the

Dantean structure for a modern poem.

Btage set a lea Dasnte 1is moderg_iruth. It
may be Q. K. but got as n@ﬁeggihan'a§§3§ru )

And we agree, Je crois, that one can no longer
put Mr. Purgatory fm't{ giiea high inthe midst of
Australian sheep land.+3

131 Mt, FLV1 9 Pe 25

132. Jbid., LAXIV, p. 27.

133. Jpid.
This levtor is Gared beowbeniy,i¥isEe € Bara foumd, v., 331
IXXI were published in 1940; "The Pisan Cantos" in 1948,

135. JXbid.s P+ 293.

136. .Ibid.s p. 190.




- 60 =«

Consequently, Pound makes no attempt to recreate the
Dantean machinery. The inferno, purgatory, paradise frame=~
work 1is merely suggested throughout The Cantos, adding a sec-
ond element to what might be called'the overall metaphor of
the poem, a voyage through inferno, purgatory, and paradise.

Pound adds a third element to the perspective on The
gantog he proposes to the reader. The voyage which The Capntos
describe is a voyage through a vision. Although the "osmosis
of perscns,"l37 the metamorphosis of subjeet into subject
which is the essence of the vision, first appears in the Acaoetes
narrative in Canto II, the first, éxplicit mention of the poenm
as vision does not appear until Canto Vi

Topaz I manage, and three sorts of blues

The fire ?”a":‘ayft’ing‘tﬁﬁism alvays
Ear dull, perhaps, with the vision, rlitéing
And fading at vili.lggh

In these lines Pound characterizes The Cantos as a vision
which he, as a very conscilous technician not completely lack-
ing in inspiration, has ereated. As was previously noted,
Pound always keeps both the artist and the artifact before the
reader. Possibly the only way to make a vision acceptable to
a modern reader is by emphasizing it as only a poetiec device,
or so Pound appears to believe.

However, the most important aspeet of the vision 1is that
all its parts exist simultaneously. The consecutive asppear-

ance of the parts of the vision is caused by the poem being a

137. m m, XXK, P 1’4‘50
138. JIbid., V, P. 17.



record of a voyasge through the vision. The reader, the voya-
ger, must move through the poem, the visionj but the reader
moves, not the poem or the vision.

and saw the waves taking form as crystal,

notes as facets of air,

and the mind there, before them, moving,

8o that the notes needed not move.139

This idea of the vision existing all at once while the

voyager moves through it, of the poem existing all at once
while the reader moves through it, is one more attempt to
meet the basic difficulty of the ideogrammic method when used
in English., Pound attempts to foree the reader into a realiza-
tion of the essential simultaneity of Ihe Cantos by providing
him with this metaphor of a voyage through a vision.

Lalage's shadow moves in the frescoe's knees

S8he is blotted with Dirce's shadow

dawn stands there fixed and gegoving.

only we two have moved.

By treating Ihe Canitog as a voyage through a timeless vision,
Pound hopes to suggest to the reader the simultaneity of the
poem, but he admits that the attempt 1s not always successful.

(Clock~tick plerces the vision).l¥l

139, 1bid., XXV, p. 119.
140, Zbldey Ly p. 43,
141, JIbid., ¥V, p. 18.




CONCLUS ION

The question posed at the beginning of this paper was,
what is the unifying principle in The Cantosz Since definite
groupings of subjeet matter were found in the poem, the ques-
tion becomes, what are the relationships among these groupings?

The ideogrammic method was found to be the basic rela-
tionship between these groupings. They are related in much
the same way as formalized pictures are related into an ideoce
grams The groupings are ths_pnrtieulars which when they are
contemplated simultaneously form an idea, and this idea 1s the
unity of Ihe Cantos. |

fo.though the ideogrammic methocd indicates the basic re-
lationship among the groupings, it does not fully deseribe
the wnity of Ihe Qantog, for this relationship is complicated
by an important difference between am ideogram and The Cantos.
An obgerver can apprehend the partis afJanﬁiduogram simultane-
ously, but a reader comes upon the subjeet matter groupings
consecutively. Before Ihe Cantos osn function as an ideogram,
Pound must make the reader aware of the poem's essential simul-
tanelty, and his attempts to give the poem this simultaneity
form relationships asmong the groupings which sre secondary to
the ideogrammic relationship.

Material from different groupings 1s Juxtaposed in the
heterogenecus cantos in what usually seems s random fashion.
But sometimes these varied references are related by explieit,
transitional statements, by subject rhymes, or by moments of
poetic synthesis, Pound suggests to the reader a perspective

- 62 «
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towards The Cantog which emphaslzes the coexistence of the
groupings. Besides these relationships which I have found,
Pound in a letter to his father suggests another, a fugal
pattarn,lha vhich I have not discussed because I feel an
extended analogy with musical forms i1s an approach to The
Cantog outside of the scope of this paper. All these devices
ereate secondary relationships among the subjlect matter group-
ings, relationships intended to meke the ldeogrammic unity of
the poem more easily grasped. By drawing the groupings toe
gether with these relationships, Pound hopes to overcome the
problems inherent in using the ideogrammic method in a long
poem.

I believe that Pound has successfully met these probdblems,
but of course my opinion is based only on my own experilences
in reading The Cegntog. The two greatest obstacles to a sue~
cessful reading of the poem are the necessity of keeping in
mind over five hundred pages at onece and unfamiliarity with
the ideogrammic method. A reader who is v lling to spend
time reading snd re-reading the poem, however, can surmount
both of these obstacles, Consequently I believe that The Cantos
are a suacossw~ir the reader is willing to devote the necese
sary time and energy to the poem.

But for the average reader the poem 1s chaos.

Harvu:%}igit:ﬁiggr:$ ma?e m§t2§; ggil’ié'ﬁﬁfaﬁﬁ

reading matter, singing matter, shouting matter,
the tale of the tribe,.it3

Th3. Paige (ed.), The Letters of Ezra Pound, p. 210.
1‘*‘30 Mo, Pe 294,
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If judged by these standards, Ihe Cantos are a faiiﬁre, and
there can be little hope that the last sixteen cantos will ime
prove this sltuation.

The limited scope of this paper'!s inquiry does not do
Justice to many fine qualitles in The Cantos. The strength
of Pound's translations from the Qdyssey, the exactness of the
imagery déscribing scenes on the Mediterranean, the humor in
many of the medern cantos, and above all the mastery of sound
exhibited throughout the poem are but a few aspects of The
gantog whose success is beyond question. Most readers will
be put off by the struetural complexity of the poem and will
f£ind only moments of brilliant poetry, but after the careful
reading which I believe The Cantog deserve, some readers will
grasp the structural unity of the poem. Only then will they

realize the axtent of Pound's achievement.
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