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Y% " ©  ABSTRACT

' lhis thesis will suggest, by citing and describing five enamples,_'
that ﬁthe female;"_as a symbol, as an abstraction or as an historical-; .
) reality, is an important aspect of Ezra Pound's poetry :

1 examine ‘woman and sexunality in Mauberleg, in which there 1sla
-gxadual realization of the connection between artistic stultification“and
sexual frustration. This connection between womat - and aesthetics is also .
discussed in ChapterlTwo which traces Pound's metaphor of "the' female :
chaos" in his poens, essays and 1etters. Largely under the influence of
De Gourmont; Pound sees "the female" as a chaos which'the'artist mnsti
“ortder into form." | | |

The third chapter is an analysis oi two of Pound's historical‘
personae, Bertrans de Born and Sextus Propertius in relation to their
respective mistresses; Both "Near Perigord" and Homage to Sextus . Proper—
tins seem to state the opp031tion between female pass1v1ty and male
act1v1tw and between love and political expediency, but this apparent
polarization is complicated by various, interwoven concerns;

The final two chapters of the thesis dlSCuSS the female myth01031-
cal figures of the Cantos, beginning with the amblvalent benevolent and
malevolent forces represented by Helen, Diana and Circe 1n the earlier -
Cantos. The last chapter is concerned with Pound's assertion of the

value of the fertilitcy goddesses and . cults in Canto XLVII and in ‘The

Pisan Cantos.‘ The goddesses Aphrodite Demeter, Persephone and Gea -

¥
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Tella are a vital part of the attempt to regain composure and hope in
The Pisan Cantos. The thesis ends with a discussion of Pound's belief
in the Eleusinian Mysteries of Demeter, especially in relation to the

"lynx" passage of Canto LXXIX.

Examining Committee:
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Chiefest of these the second, the female
Is an element, the female '

Is.a chaos -

- Canto XXIX

vi



INTRODUCTION

The three major poets of the twentieth century all recognized a
certain energy, or individuating force, which lay beyond art and beyond
reality. For Yeats this energy was the dance, for Eliot "the still
point of the turning world," for Pound the vortex.l In Gaudier-Brzeska:
A Memoir, Pound describes the vortex as "'the point of maximum energy'"2
and as ". . . a radiant node or cluster-. . . from which, and through
which, and into which, ideas are constantly rushing."3 Certain symbols,
figures and motifs in Pound's poetry could be described as vortices, or
"nodes" of focus where concepts and beliefs are concentrated. One ele-
mental, pervasive vortex is the female. My thesis will suggest the
importance of woman as a means of expressing, embodying and focusing
many of the vital issues and values in Pound's Qork.

Although the "vortices" of the female, and of the éexuality associ-
ated with her, extend from the ethereal idealization of woman in Pound's
early Pre-Raphaelite poetry to the goddesses of Thrones and Rock Drill,
the scope of my study has necessarily been limited to the more signifi-
cant aspects of this "node or cluster." Pound's early, Rossettian
idealization of woman, his interpretation of the Provengal love ethic,
his interest in Cavalcanti's "intellectual" love poem 'Donna Mi Prega"&
and the unsentimental delicacy of the sexual relationships in Cathay or
The Confucian Odes all merit separate studies.

The opening chapter of my thesis is concerned with Pound's use of

the female as a vortex which focuses his view of the relation between



art and Sexuality in Mauberleg " The chapter Wlll outline the sexual
themes in Mauberley and evaluate these themes through a comparison of:

the women in‘Pound's poem with those of The Waste Land. . In Pound's
earlier poetry and in the Cantos, the relation between art and sexuality
is elaborated through one of his most unusual metaphors, in which "the
female" is seen as a "chaos" which'muef be ordered into artistic form.
Again woman could be described as a vortex, an abetract figure who
embodies Pound's changing, and often confusing, view of or&er and. chaos.
Pound is not concerned with ﬁoman:herself, but with concepfs'"phe ﬁemale"
may represent,

The third section is an examination of two of the "herdes;‘of"
Pound's Provengal and Latin franslatiens?.Bertfans de Born and Sextus -
Propertius, through the "vortex" of'pheir attitude towards love andr
towards their respective lovers, the Lady Maent and Cynthia.  In‘"Near
Perigord" and Homage to Sextus ?fopertius, woman beeomes a means of
focusing Pound's view of the interaceion between male activity and feﬁale
:passivi;y and of the conflict beteeep love and political expediency.‘ |
Lady Maent end Cynthia are predominaetly pagsive figures, usually seee
in relation‘tq the male lovers. .

Once Poued progresses beyond this limited use of historical or
contemporary female figures to the ﬁore colourful, mystical realﬁ of'the
mythological goddesses in the Cantos, his view of the female galns a new
dlﬁen31on‘ In the earlier Cantos, Diana, Helen and Circe embody an
intentional ambivalence‘between benevolent and malevolent forces. This
ambivalence is most forcibly represented by Circe, who seducesuodﬁssegs‘

and enchants his crew, but who also guides him towards spiritual regen-—
5 : .



eration. These goddesses can also be seen as "vortices," figures who
embody Pound's belief in the coexistence of good and evil, of creative
and destructive impulses.

The final section of my thesis will describe and examine the fer-
tility rituals of Canto XLVII and of The Pisan Cantos, especially in
relation to the goddesses Aphrodite, Gea Tella, Persephone and.Demeter.
I will also attempt to analyze the connection between Pound's "belief"
in the ancient Eleusinian Mysteries of Demeter, the goddess of the earth
and harvest, and the lynx passages of Canto LXXIX. This "VORTEX OF
FECUNDITY"5 is the most convincing assertion of seasonal rebirth in the
Cant&s.

At the outset I should stress that, at least in his poetry, Pound
is rarely concerned either with the 50ciologicél aspects of woman or
with the women he knew through his life. He shows relatively little
interest in contemporary woman. His attempts to satirize modern woman,
as in "The Garden,"6 ""Moeurs COntemporaines"7 or "the old woman from
Kansas'" passage in Canto XXVIII,8 often become trite and reductive.9
Subjects 1like the suffragette movement10 and the work of Florence
Nightingalell are mentioned only in his prose. Similarly, Pound's
view of the female has little relation to autobiography. 1In a letter
written in 1932 he states that ". . . personal love poetry [is] neither
in Cantos nor in any Epos . . . even (say) Beatrice in the Commedia.'_'l2
Of course his poetry may have been written for one of the women he knew:
13

the lynx passage of Canto LXXIX was written for his wife, Dorothy.

14 ;
But Pound's personal relationships with Dorothy, 3 with his mistress
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Olga Rud'gé ,15 v}ith his motherl'(? and 'with his daughtefl-irare; remoté'frdm

' the mythological world of the Cantos.



FOOTNOTES

1The vortex is most easily visualized in the form of a whirlpool.
The whirlpool cannot be merely described in terms of water, or air, or.
shape, or speed; it is a very specific, unique energy which is merely
recognized by these components. Similarly the female is: the manifesta-
tion, the recognizable form, for several concepts in Pound's work.

Hugh Kenner sees this unique force as "a patterned energy made.
visible by the water" and likens it to the knot: "The knot is neither
hemp nor cotton nor nylon: is not the rope. The knot is patterned
integrity. The rope renders it visible." See Hugh Kenner, "The Rope in
the Knot," Kentucky Review, 2, No. 3 (1968), 10-29.

2Ezra Pound, Gaudier-Brzeska: A Memoir (New York: New Directions,
1970), p. 81.

3Ibid., p. 92.

4Ezra Pound, Collected Shorter Poems {London: Faber and Faber,
1968), p. 265. :

5Gaudier—Brzeska: A Memoir, p. 23.

6Collected Shorter Poems, p. 93.

7 Ibid., p. 196.

8Ezra Pound, The Cantos of Ezra Pound (New York: New Directions,
1973), p. 135.

9Richard Giannone has shown how Pound's "Portrait d'une Femme"
compares unfavourably with Eliot's "Portrait of a Lady." See Richard J.
Gianonne, "Eliot's 'Portrait of a Lady' and Pound's 'Portrait d'une
Femme'," Twentieth Century Literature, 5, No. 3 (Oct. 1959), 131-34.

10In his article on suffragettes Pound agrees with franchise for
women, but says: '"The suffragettes as a body are foolish, not only
because they demand a shadow, but because of their tactics. They seem
to have very little intellect back of their campaign. . . .." See Ezra
Pound, "Suffragettes," The Egoist, 1, No. 13 (1 July 1914), 255.

llEzra Pound, Instigations (New York: Books for Libraries Press,
1967), p. 227.

lezra Pound, The Selected Lefters of Ezra Pound 1907-1941, ed.
D. D. Paige (Wew York: New Directions, 1971), p. 240.

13See Hugh Kenner, "D.P. Remembered,"” Paideuma, 2, No. 3 (Winte?i“
1973}, 491. ) ’
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lAThrough her mother, Olivia Shakespear, who was a close friend of
Yeats, Dorothy became part.of the London artistic scene of the first
decade, herself an amateur artist. She became engaged to Pound in 1914
and married him on 20 April at St. Mary Abbots. TFor many years of their
‘married life, Pound loved, and lived with, the violinist Olga Rudge.
Dorothy seems to have treated this relationship with her usual reserve
~ and sense of decorum. Although Pound, Dorothy and Olga all lived in a
" small house at Sant' Ambrogio during the war years, in later life Dorothy
seemed to preserve a distance between herself and Olga. According to
Hugh Kenner, she "remained aloof" from modern changes and she ". . .
behaved as she would have behaved had nothing changed, without effort
asserting simply her habitual presence." See "D.P. Remembered,” pp. 485~
93, and Noel Stock, The Life of Ezra Pound (New York: Pantheon Books,
1970), pp. 153-55. ‘

15Olga Rudge was an accomplished and successful violinist, who
became Pound's lover. In 1923 they travelled together to the Italian
Tyrol, where Olga gave birth to Pound's daughter, Mary. She played a key
part in the music festivals held at Rapalloc from 1933 to 1934 and in the
revival of interest in Vivaldi. The 1939 Vivaldi festival,.the Siena
"Settimana Vivaldiana," and the catalogué of Vivaldi's work, were mainly
brought about through the efforts of 0lga Rudge. See Stephen Adams,
"Pound, Olga Rudge, and the 'Risveglio Vivaldiano'," Paideuma, 4, No. 1
(Spring 1975), 111-18. )

Pound had another mistress, the Englishwoman Bride Scratton, who he
knew for several years. He was named as corespondent in her divorce.
See Stock, pp. 243-44,

6Accdrding to his wife, Pound regarded his mother, Isabel Pound,
as "the most discerning person in her rather limited Philadelphia
environment." She was of "high society," formal, with a general interest
in "cultural" activities. See Michael Reck, Ezra Pound: A Close-Up
(New York: MecGraw-Hill, 1967), pp. 4-6.

17While Pound's son by Dorothy, Omar, seems to have been virtually’
ignored by Pound, Miss Rudge's daughter Mary was always a favourite,
She was brought up in the Tyrolean village of Gais by a local peasant
woman, educated in Florence, and later translated the Cantos into
Italian. She married Prince Boris de Rachewiltz and lived in the castle
at Brunnenburg, which eventually became a centre of Poundian studies.
See Mary de Rachewiltz, Discretions (Boston: Little, Brown and Co.,
1971), and Stock, pp. 388-89.



CHAPTER I

SEXUALITY AND ART IN HUGH SELWYN MAUBERLEY

The first significant use of the female as a means to focus Pound's - -

;view of the relation between art and sexuélity occurs in Hugh Selwﬁn
Mauberley, written in 1920, The sexuality in the sequéence ranges from
‘the obliqué references of!the first poem to the more specific figures of
the Pre-Raphaelite model, the "'Conservatrix of Milésien'," the Lady
Valentine and the antithetical women of "Envoi and.“Mgdallion." Prior
to Mauberley the connection between art and woman.is iargely derivative,
often taking the form of the traditional invocation of the Muse. In
"Praise of Ysolt," which was influenced by Rossetti, Swinburné and
Yeats, "woman" is the source of inspiration:
And I 'I have no song',
Till my soul sent a woman as the sun:,
Yea as the sun calleth to the seed,
As the spring upon the bough
So is she that cometh, the mother of songs

(Collected Shorter Poems, p. 31)

In Mauberiég there is a new subtlety and complexity to Pound's dis-
cussion-of sexuality and art. One example of this complexityris the
ironical use of béth literary and sexual teéminoloéy‘to imply wvacuous
aestheticism and steriliﬁy. Throughout Mauberlég the references to
poetry are ironical, continually reduced to the "'scuipture'-of rhyme"
and Lady Valentine's "border.of ideas;" In "Yeux Giauqués," ﬁhicﬁ is

concerned with the vague aesthetics of the Pre-Raphaelites, the relation

‘between artistic stultification and perverse or self-conscious sexuality



is paradoxically iﬁplied through phrases like "a pastime for/ Painters
and adulterersf and "her last maquero's/ Adulteries." The “faun's head"
is the Raésettian, abstracted counferpart of the pagan, sensual "Faun's
flesh" in part II, and Elizabeth Siddai,the modél, is “Qééant,“ "Questing
and passive," Both art and beauty have become remote from physical |
experience. At the beginning of the sequence, in ﬁart 1I, the‘word
"ambrosial" is simply descriptive, suggesting the abparently ideal pggan'
world; but when the word recurs later in Mauberley, thé sexual, pastoral
connotations of the word impiy only the thwarted, unfulfiliéd sexnality
of the persona-poet Maub;rley:

For three years, diabolus in the écale,

He drank ambrosia

(Collected Shorter Poems, p. 217)
A Minoan undulétion, . :
Seen, we admit, amid ambrosial circumstances
(Collected Shorter Poems, p. 219)-
Similarly, in part XI, the word "instinct" implies only its opposite, the
absence of instinet, and, in part XII, Lady Valentine's name and words
such as "stimulate" are again part of the poem's iréqy, for the Lady is
preoccupied with the trivia of "the stuffed-satin drawing—foomﬁiand the
Twell-gowned apérobation/ Of literary effort." Oﬁly the exterior trim-
mings of both "poetry" and "passion" exist for Lady Valentine. Paradox—
ically, the beauty of the unnamed woman of "Envoi," the -only Sensuai
woman in Maube;ley, is not described through explicitly sexual termin—‘
oloéy, but through more abstract references fd colour and magic. In
fact, the sexual yocabulary of Mauberley.is only uéed ironically.
Even so, the sexual connotations become more apparent and more

incisive as the poem progresses, and, for this reason, I feel Mauberley



must be examined as a sequence rather than as a convergence of themes.

In the first poem, the dichotomy between sekuality and aestheticism

B

is implied obliquely, and cannot be fully appreciated‘without reference

to exterior sources and to several of Pound's other works;-_As the title .-

;‘indicates, the poem is concerned eith the burial of "E.f}f and.with‘the
need "to resuscitate the dead art/ 0f poetry." JThe.subtle-relatioh';
between sensuaiity and thia‘concern with'aesthetics is ihterred in,the
second stanea: | |

No, hardly, but aeeing he had been born -

In a half savage country, out of date;

Bent resolutely on wringing lilies from the acorn,

Capaneus; trout for factitious balt' -

7 The reader has already been attracted into the 111usion that the "he,ﬁ
or "E.P.," is a heroic figure unsuccessfully striving against "his time
and the.“half savage country." The "lilies" are preaumahly preferable
to the "acorn." 'Yet, beyond the surface attraction.of the tense, pre—=
sumptﬁoue laeguage; the sound, rather thanlthe sense, of‘the ﬁorde "Bent
resoliutely'" and "wrihging" introduces an element of doubt; alqeestioningl

of the value of the 1ilies. After all, this apparent hero has failed

'Ahas.already'been buried; On omne level the lilies represent the. beautiful

‘poem and the acorn represents the imperfection of "reality," of experi~ .

ence, but, beyond this 1nterpretat10n, the acorm has a further physical

signlflcance. For, as J. J. Espey has pointed out,2 the acorn means - ’

"glans in Latin and gland in French." Through the opposition between the -

lilies and the acorn, the line is thus indirectly concerned with
aestheticism and sexuality, a concern which serves as a prologue to the

more explicit sexual references in the’later poems of Mauberley; For

S
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the acorn seems.to introduce the fifst'flewtinto "2, P"'s aeetheticéem;'
he is now associated with the futilit? of Capaneus' gestute of tevoltLB

.He.has everemphasized the transieht prettiness oftthe lilies gt‘the'
expense of”the aeorn,'the symbol of neturei sehsuality,”groﬁthhand

u
[

" experience.

< BN

A full hhderstanding of the word "acorn" in this‘eontext‘neceési#_

tates reference to Pound's‘othet‘poems ana prose statements. In the
lynx pessage:of The Pisan-Cantos, for eiample, the "acerns"‘are.the'
antithesis of the rose, for the rose seems to 51gn1fy the same temperal .U
attractlon as the lilies of Mauberley |

Will you trade rosee for acorns Lt

Will lynxes eat thorn leaves?

(Cantos, p. 491)

. The acorn is a seed, a beginning;Wfor, as Fenollosa seys, "The fotces‘
\ whlch produce the branch—angles of an oak lay potent in the acorn. né rIﬁ
the later Cantos the acorn is linked with the most. pervasive symbol of
_‘11fe and continulty, llght. |

¥

I have brought the great ball of crystal;
who can 1ift it?
Can you enter the great acorn of light?
- (Cantos, p. 795)
The signlflcance of the acorn in Mauberley is heav1ly disgulsed but it
is.one of Pound's first assertions of a fundamental ;1fe—force of
inétihct and fecundity. The antithesis of this‘life-force is futile,'
indulgent aestheticism,
‘ Stanza four also admits a dﬁalxinterpretation.' The aestheticism

implied by the phrase "the elegance of.Circe's hair" is apparehtiy opposedl

to the symbol of fidelity, Penelope, and to the moral responsibilit& and
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commitment represented by the "mottoes on sun-dials":
| His true Penelope was Flaubert,:

He fished by obstinate .isles;

Observed the elegance of Circe's hair

Rather than the mottoes on sun-dials,
Yet the coﬁplexitieé of language-and the interplay of personae in Mauber-
ley may,indicate a further meaning; the criticism of the-"hair"'may‘be
another illusion of the buried "E.P." Circe is an enchaﬁtress, but: she
is also'Odysseusi lover, a symbol of sexuality, - Although it istémpliéd
that the "elegancé" should be avoidea, the hair not énly'signifies .
aestheticism, but also the antithésis of the sterile "moﬁtoeé;" sensual-
ity. The sensuality is jattractive, .impe'lling a ‘respons.e.'.

The oblique implications of the valug of sexuality in part T become
more explicit in the third boem, which'is one of-Pound'sAfirst ekpressions
of his neo-pagan beliefs. -The vapid present is compared to the Yambro—
sial" era of Dionysus;- References to "Sappho's barbitos" and "the .
mousseline of Cos" link art, the lite;atﬁre of Greece, wﬁth sexualit&
and withwoman, for Sappho's idyllic world has.ﬁeenigpiaced by the
mechanical pianola and the "tea-rose gea—gown.“ Thé‘unashamed pagan
fertility cults of aDionysus/ Phallic and ambrosial” haﬁe been followed
-only by the asceticism and "macerations"5 of Christianity. In fhéllater‘

" there is a similar opposition .

poem "'Siena Mi Fe'; Disfeceﬁi Maremma ,
between the Church and the gods Bacchus and Terpsichore:

With raptures for Bacchus, Terpsichore and the Church.
So spoke the author of 'The Dorian Mood'

In part II1I, Pound continues his catalogue of the ills of the present
and the ideals of the past: Christian beauty is as extinct as the cults

of Samothrace;7 70 xoAdv, "the beautiful," is now sold "in_the market
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plece";.modern‘man eah neitﬁer appreciate pag;n Seﬁeueiity, the "Faun's
flesh,"” nor-the Cﬂristian saint 8 v151on ; the Wafer of communion hae ;f
been replaced by the printing press; the right to votenhas supplanted
eircumeieion, the iritiation to religious life. Butﬁeooehow ?oqnd's
ideallof:Bacqhic,TSPDntaneous 1ove.seems a little ﬁaive;-the "elegaﬁeei
of Circe's hair" is mere ineieive than these overstated eﬁd dramatizee {..
comparisons. l |

Like Elizabeth Siddai, the woman of poem XInis efflicted oith pessi—'
vity and enpnui, for althougp.the focus has shitteﬁ to contemporary woman;f
:the poem implies the same betrayal of instinct.: As Donald Dev;e poipts
rout,s in hie'letters9 Pound equates the phrese "'Conservetriee &eé traei;‘

e nl
tions Milesienne'

with.Maud Gonne, tﬁe object of Yeate's‘unrequited ,
loire.11 The possible connection with Yeats and Ireland:ie interesting,
but the languor of.part‘XI seems remote from the reﬁolutionary antics of
Maud Gonne. I"'Milesien'ﬁ 1is derived from‘Miletus;'a citp of:Asia Minor_ﬂ
‘,.end Tte Milesian Tales were "aclass‘of voluptuoﬁs}romanees mEntionedtbi.“
eneient writers. 612 'Again‘the nuance of voluptuousﬁess is osed iroﬁi—
cally. . Living "with" the "most bank—clerkly of Engllshmen," the
:"'Conservatrlx'" has only the possibillty of "Hablts of mind and feel—
,‘1ﬁg, ' not of phy51cal sensatlons. |

| In the second stanza Pound/Mauberley admits the 1rony of "'Mlle-
sien' .' The 1nst1nct of The Mlleszan Tales is lost, substituted by the T
Victorian sensibilltles of the grandmother. There is’'an 1ntent10na1 |
) awkwardness in the position of "Possibly," in "Older than those“ andjiﬁ

‘incisive rhymes like ' exaggeratlon"/ "her station n whlch emphasize

the”sterility'of the woman's life. Rhyme patterns are an essent1a1 part
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of the epposition between sexualit& epd Sterility,hforpfhe iicentioes
ebnﬁotations of "'Milésien'" are.ceupled with the officious "Englisﬁieﬁ,"
and‘"feeling' is negate& by the mundane, suburban "Eallng. ?
Repressed sensuallty 1slalso examlned in part XII, but ‘the tone has

becOme more pethetie, evern t;agic, and any SEXual overtones are eoren_:
closely integrated with aestheticiem;  Ihe quoteﬁioe'wieh»which the feeﬁ
'beginsls and the refeeence to Daphne implies'both metamorphesie.and.'}
.51multaneously a fllght from Apollo s sexuality. The trlviallty of Laly
Valentine s "drawing-rcom" is related to art and aesthetlcs, to her
| "Weil—gewned approbation/ 0f literary effort." But wheeeas{the Lady
keows "preciseiyﬁ hef standards of tasteful dress and evaluatee he;
 friends by‘their choiee of coat, her view of poetry'is vague-aedaeﬁcritié
cals .1 o L S ‘ ‘ .

Poetry, her border of ideas,

The edge, uncertain, but a means of blendlng

With other strata o

Where the lower and higher have ending;
She can only define-poetry in terms of social utilitf: "A hook te eafeh
‘ EBe }ady-Jane's aﬁ;enﬁion" and "A possible friend and comfofte;?" 'Lady
ﬁalentine's inabilit& to-reséond.eitﬁer to sexualitynorqte art is not
reselved, aﬁd tﬁe poem's focus aﬁruptly shifts to‘a comparison dfrthe
past, Johnson's and Sappho'e world, with the'Present; the:“eale of
" half-hose." | o | |

For the fifst time in Mauberley the relation between ﬁhe-protageeei

ist's'arﬁistic‘feilure and hie.sexeal frystration<hes beeﬁ explicitlﬁ
stated. Prior eo this poem the references to Citce, Dionyeus ;r”,'
"

"1Milésien'" are apparently "objective," but the "I" of poem XII, who is



. presumably Mauberley, admits his desire, his need for a "durable pas- =
sion.”" Art must involve,land,pattly originate from; physical and’

sensual experiencer

;

The poem also encourages a sympathy for the. persona Mauberley,
whose pathetlc, perhaps traglc, stance results from the rejection by

- Lady Valentine, a woman who remains asexual and anonymous. In Eliot s

"Portralt_of a Lady the emphasis is reversed for the narrator is.

incapable of giving "friendship" and "sympathy, while the Lady even~ -
tually becomes a tragic, isolated figure:

Well! and what if she should die some afterneon,
Afternoon grey and smoky, evenlng yellow. and rose,14

Whlle Eliot's Lady SLgnlfles ‘the fallure of human relationshlps, Pound'
portrait of Lady Valentine is limited to hlS examlnation‘of repressedu
sexuaiitytand socia; neureses. |

ﬁhereas the'majerity of the poems in manberleg are'coneerned with
theaabsence‘of beauty, "Envoil -is about beauty itself, thﬁs set aﬁart
" from Mauberley's fntile analysis of himself and of his ehvirOnment; _A{
lyric in the Engllsh song traditlon, it is a pastiche of Waller s "Go

Lovely Rose,' and its Subject is the trad1t10nal assertlon of the

_immottality of art. The woman of fEnv01 is remote frem the "TConserva-

Ctrix'™ or‘Lady Valentine; her beauty, desirability and.sensualitflare

simply presumed:

I would bid them live
'As roses might, in magic amber laid,

Red overwrought with orange and all made
One substance and one colour ’
Braving time.
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like‘the poem itself, the view of Wemss-in "En#oi“ is aﬁ.anoﬁaiy .
within Mauberley. The concern with time and‘with tﬂe permeneﬁce of att. 
is shelved in the second part of the sequence, "Mauberley 1920 " 1ﬁ
'which art becomes merely 'an art/ In profile and female beauty‘ls il
"Colourless, ,AS in the first section of Meuberley, srtisticjmedioctitys -
is continually paralieled by sexual inedequaey:. in the first peem_t
Jacquemart, the eﬁéraver,'is linked with Messaiiﬁa, "oné of the most
profligate Roman empresses"15 and in "'The Age Demanded'".the senSual
‘attraction of "the 1ion—co;eﬁred sand" disturbs enlﬁ Mauberley's
"imegery." |

Section II-sf "Mauberley 1920"‘is_Mauberieyis final,.deséefete *
struggle to essert“his own sexuality, and’as such is a key poem in”tﬁe
~sequence. Although, as far as Pthemes" are concerned, it.QCcupies.a‘
ceﬁtral position in Mauberley, the allusions are toounumeross snd eso~
teric, the lines too fragmented and‘une{ren.l6 .The pathos °f_th¢ iadyl‘!
_Valentine episode-has become hysterie. The ep;grapﬁ, whieh_is itself
concerned with ﬂl'amoﬁr;" is not writtes ﬁn@er the guise of a persena, .
‘but is a stetemeﬁt by Pound through.his pseudonfm "Caid Ali."lz‘ The

'comprehension of poetry and of "musique" is equsted with "1'amour,” w1th

", the phy31cal sensations produced by "la rose' and.“leparfum des vio— X

lettes," but the references to "ambrosia," "ANANGKE " "Arcadiaf snd "her .

phantasmagoria” in the poem itself are only used ironlcally. For@

18

Mauberley is out of tune, the ”diabolus inlthe scale." "ANANGKE" is

an obllque reference to Eros, for it is the Greek noun fof "Necessity"

and "it was during the reign of Nece351ty that Eros was’ born."19 .
,"NUKTIS 'AGALMA " meaning nlght 8 jewel " is an allusion to Aphrod1te.20
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But Etos and Aphrodite are inaccesslble to Mauberley; who candhlyAdeift.
through time, bewildere&.

The sexual connotations.continue throuéh:the‘poem: the'orchid,'for“
, example, is one of the aerial flowers," but it is also Greek for ' 'tes;
tlcle. 21 The allusion to the "mandate/ Of Eros" is paralleled by the
"wide-branded irides," or irlses, whose d1lat10n Suggests sexual arousal;
and by the "botticellian ;prays," which is a tefereece;to:Bctticelli's
"Birth of Venus."22 Just as Mauberley's'seXual‘interest'is‘awakened,:
bct unfulfilled, so his art is conceived, but stillborn; the ffinal .
estrangement" and "blankness".refers to ﬁauberleyfs.failcre to‘respoae; '
either to'sexuality orﬁto-art. ‘An examinatlon‘of Pound's eccentfic
‘ postscript to De Gourmont's The Natural fhilosophy of.Love indicates
_ that the "sieve," the means of dlfferentlatlng "TO AGATHON " "The Good '
from the "chaff " has p0551b1e sexual overtones.' In thls postscrlpt
Pound relates hislstrange notlon of the ' 1nt1mate cqnnectlon between hls.

: . e 23
. sperm and his cerebration” to '"the sieve or separator.™

Mauberley's ultimate "failure" is his substitution of vacant - .

aestheticism for "'passion'":

- Given that is his 'fundamental passion',

‘This urge to convey the relation '

0f eye-lid and cheek-bone

By verbal manifestation;
The "anaesthesis" finally produces the poised, aronymous and sexless
. woman of "Medallion," Whose face, in contrast to the lmplicit sensuallty
and beauty of the woman of "Envoi " is encased beneath ‘the glaze" and

the electric light., The "magic amber"_pf "Envoi® has'become "intrac—

table amber':
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b

Honey-red, closing the face—oval R
A basket-work of bralds which seem as 1f they were

Spun in King Minos' hall

From metal, or intractable amber;

The face-oval beneath the glaze,

Bright in its suave bounding-line, as,

Beneath half-watt rays,

The eyes turn topaz,

+ Integration between art and sexuality ln Mauberleo thuS'developa
from the first oblioue references,lto the deaperatlon'of part XII'of‘ ‘
Mauberley and part II of "Mauberley 1920," to the flnal admlttance.of
fallure. But is it posalble to evaluate Mauberley through an examlnation
of this theme? | o ' . N =" |

One valid approach to evaluation is comnariaon;‘ following the
‘example of several critics, it seems plausihle to compare the view of
“woman ln Mauberley nith‘the'female figures of fhé Waste Land.erut_;
before these differences can be discdSsed, certain prejudices ofdmodern

4

» eriticism must be purged. .
Too often the preSumptlon has been made that modern poetry is good
" when it approaches, or attalns, "Waste Land" criteria or values." One

Pound crltlc Allce Amdur, says: "Pound felt the desiccation of modern

life quite as atrongly as Eliot but not 80’ sharply, nor could he reallzef N

its 1mp11cat10ns so broadly.za. t . Pound is vivid enough ‘but when we |
compare his laborlously accumnlated filth‘with Eliot's stark 'That corpse
. you planted last year in the garden' ; we see the dlfference between a |
mind that hates and abuses and a nind that is horrifled and can symbollzeh
its horror in one unforgettable 1mage.‘ A river of water and disinfectant'
.’would wash away Poundfs‘hell;'Eliot's contagion is in the marrow-ofih

civilization:ﬂzs Phrases like the "contagion . .'; in the marrow of
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" _civilization" are not only naive and melodremetic; but are also based on’
the fallacy that this so—celled‘cpntagion should be the central concern'
of modern poetry, Cllches like "a world where the natural rhythms of

life have broken down, 126° "the rootless society of the twentieth cen—

27 ‘
tury" 7 and "the great panorama of destructlon that is our time" 28
pervade Pound .criticism. Critical evaluation‘muSt allow flexibility in -
subject matt-er.29
While hoping to avoid too many generalizations and elichésl it is
illuminating to compare the women of Mauberley with those of The Waste
Land. In Mauberleg Pound 1nfers, through 1rony, through the asexuality
or repressron of sexuality in Ellzabeth Siddal or Lady Valentine, the
value of sexuallty and of instlnct. A woman, and her sensuallty, are
preserved in "Envoi." Walter Sutton's argument seems justified:
Despite the appearance of perverted modern woman in Mauber—T
ley . . . the value of human love and of matural passion
between man and woman remains a constant assumption. ‘But
.in The Waste Land human love 1s lacking, and natural passion
"~ is depicted as sordid and bestial. . . . But Pound, for all
the disillusionment with modern life revealed in Mauberley,
turns at the end of both groups of poems to the image of "
woman as a symbol of a beauty and passion that are prized
for their own sake and also recognized as the source of the
"motive power of the artist who would give them a continulng
life in his work.
_ 30 _ ,
Although Sutton prefers to 1gnore the strain of naivete in Pound'

Dlony51ac, romantic view of sexuallty, it is true that the female in

Mauberley is g 1ife—force. In contrast at least according to Eliot‘s

Notes, the women of Tbe Waste Land are theoretlcally fused into the °

~ androgynous Tiresias: "Tiresias, although a mere spectator and not

indeed a 'eharacter‘, is yet the most 1mportant personage in the poem,

g uniting all the rest. Just as the one-eyed merchant seller of currants,
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| ‘neits into the-Phoenician‘Sailcr, and the 1atter is ncc'nbollﬁ distinct
" from Ferdinand Prince of Nepies; so all the women ere one Women;:and the .
_ two-sexes meet in Tiresias."31 Whereas Eliot wishes‘tc ccalesCe the
ﬁomen of his poen into an embracing, asexual figure, Pound iscccntEnt to
'present his women as separate entities, who, 1argely through the use‘of
1rony, Suggest the 1ndispensab111ty of ‘the senses. |
As in part XI and part XiI of Mauberley, contemporary.wouan is“
sarirized. ‘But wHerees the satirical view of ﬁoman in Meuberléy-is e
paradoxicel assertion of the value-of sexualiry, in The Waste Lnnd sé£¥
uality is undesirable or simply vulgar:
But et my -back from rime to time I hear
The sound of horns and motors, which shall brlng
Sweeney to Mrs. Porter in the spring32 :
Flushed and decided, he assaults at once;ﬁ
Exploring hands encounter no defence;

His vanity requires no response,
And makes a welcome of indifference.

33
While Eliot's lines are a renunciation of this type of sexuality, Pound's
irony is an indirect affirmation: .

Knowing my coat has never been

0f precisely the fashion

To stimulate, in her,

‘A durable passion;
Although Elict*cnly attempts to depict the more sordid aspects of'senual—’
ity, he does not offer a physical:alternative or'answer.r Ellzabeth and
Lelcester never married- and their love was probably unconsummated

Cle0patre s senSuality becomes indulgence:

Unguent, powdered, or liquid- troubled, confused
And drowned the sense in odours . . 34

In contrast, the sensuality of the woman 6f "Envoi" is understated,
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presumed magidal. Whereas Eliot: reduces the post—war years to an easy,'
superf1c1al satire, in which working class woman is only assoc1ated with

adultery and abortion,35 the war and ‘its aftermath are the subject_of

S

the most explicit poem in Mauberley: -

"~ walked eye—deep in hell
belijeving in old men's lies, then unbeliev1ng
came home, home to a lie,.
home to many deceits, .

So the women of The Waste Land theoretiea;lf become Tiresias; an

"0ld man with‘wrinklee nugs" who has "foresuffered” sex: B .

(And T Tiresias have foresuffered all

Enacted on this same divan or bed; )

- I who have sat by Thebes below the wall

’And walked among the lowest_of‘the Qean7)36
Tiresias nay be Eliot's theoretical "enswer" to soeial or spiritna1;
evils,‘but he does not embody a reeolution to human‘sexualit§; This is;
not a criticism of Eliot, but more a description ofione_difference’i
. between The Waste Land end Mauberley.‘ For the eensuality of the'woman
in "Envoi"'is timeless.- Paradox1ca11y, the repressed "'Conservatrix' ".“"
the rarified beauty of the Pre—Raphaelite model_and the embalmed face 1n.l
"Medallion," together are one of the most conv1nc1ng assertions of sexu~

allty in Pound's work and in modern poetry. Mauberleg is a v1nd1cation‘-'

of physical experience, of the senses.



21
FOOTNOTES

1In the poem "Ortus,".which means "birth" and so the birth of
poetry, the vague, ethereal "she" signifies the poetic Muse:
- She is beautiful as the Sunlight and as fluid
' She has no name, and no place,
How have I laboured to bring her soul into separation,
To give her a name and her being!
See Collected Shorter Poems, p. 93.

2John J. Espey, Ezra Pound's Mauberley: A Study in Composition’
(Berkeley & Los Angeles: Univ, of California Press, 1955), p. 80..

Capaneus, one of the Seven against Thebes, was struck down by Zeus
for his pride.

4Instigetious, p. 377.

5-A wasting or:softe;ing process. See OFED.
éThe Muse of Dance.

7An'isiand in the Aegean Sea,

, 8anald Davie, Ezra Pound: Poet as Sculptor (New Yotk: Oxford ﬁniv.“
Press, 1964), pp. 94-95. . TR .

9Selected Letters 1907-1941, pp.'l40-41
10 As the letter indlcates, the phrase "'Conservatrix of Milésien"'
is derived from De Gourmont's Histoires Magiques. See K. K. Ruthven,
A Guide to Ezra Pound's Personae (Berkeley & Los Angeles._ Univ. of
California Press, 1969), p. 139, ‘

1lIt is ironical that Yeats once compared Pound himself to Maud
Gonne: "He has most of Maud Gonne's -opinions (polltical and economic)
about the world in general, being what Lewis calls 'the revolutionary
simpleton'." See Stock, P. 274 ' “ R

12

OED.

' 13Thie is a translation of two lines from Gautier's uoem "Le ChZteau
du Souvenir."” See Théophile Gautier, Emaux et Camees (Lille: Librairie
Giard, 1947), p. 105. . S

14

T. 5. Eliot, Collected Poems 1909—1962 (London Faber and Faber,
'1963), p. 22, , .

1§Ruthven, p. 142,
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Y: course, more fanatic Pound devotees might argue that the dif- ~

" ficulties and fragmentation are intentional, the voice of the persona.

It could be argued, for instance, that the proliferation of "..."

reflects Mauberley's desperation. But, as Pound himself would testify,
"imitation" does not necessarily produce ''good" poetry: "There are few
fallacies more common than the opinion that poetry should mimic the

daily speech.. Works of art attract by a resembling unlikeness. Collo- ‘
‘ quial poetry is to the real art as the barber's wax dummy is to sculpture;
In every art I can think of we are damned and clogged by the mimetic."

See Ezra Pound, Selected Prose 1909~1965 (London Faber and Faber, 1973){
pp. 41-42,

17See Ruthven, p. 142.

lSA note which '"gave the medieval musicians great difficulty | See
Ruthven p. 143. .

9Ibid. |

2OIbid.

2lhid., p. 144.
221114,

) ,
3Remy de Gourmont The Natural Phllosophy of Love (London The
Casanova Society, 1926), p. 180. :

24A11ce S. Amdur, The Poetry of Ezra Pound (1936 rpt. New York:
Russell and Russell, 1966), p. 63. '

231bid., pp. 80-8L.

) 26Peter Russell, an Examination of Ezra Pound (Néw York: Baskell
House, 1968), p. 45. '

27Walter Baumann, The Rose in the Steel Dust (Bern. Francke Verlag,
_ 1967), p. 36. '

28Harold H, Watts, Ezra Pound and the Cantos (London Routledge & .
Kegan Paul, 1951), p. 93. :

29When comparing Mauberley and The Waste Land, Pound's comment’
.should be remembered: '"You don't sleep on a hammer or lawn-mower, you
don't drive nails with a mattress. Why should people go on applying the
SAME critical standards to writings as different in purpose and effect-
as a lawn-mower and a sofa cushion?" See Ezra Pound, ABC of Reading
(New York: New Dlrectlons, 1960), p. 88,

0 : .
3 Walter Sutton, “Maubérley, The Waste Land, and the Problem of
Unified Form," Contemporary Literature, 9, No. 1 (Winter 1968), 15-35.
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Eliot,. p. 82,
Ibid,, p. 70.
Ibid., p. 72.

Ibid., p. 66.

Ibid., pp. 68-69.

Ibid., p. 72.

23



CHAPTER 11

"THE FEMALE/IS A CHAOS™:

_POUND'S METAPHOR FOR CHAOS AND ORDER .

In both his poetry and prose, Pound attempts to describe the crea-
tive précess through the "metaphor" of the femalé. The artist who is,
again ﬁetapﬁorically, "male," orders the "female" chaos into form.
Ironically enough, when Pouﬁd.discusses this aﬁpec£ of art, ﬁhe»champion'
of linguistic precision is suddenly confronted with.a barrage of ébstrac-

tions. How exactly can we define '"male," "female," "

chaos" and "order"?

George Dekker says of Canto XXIX, in which woman is seen as a
"chaos" and a "biological process": ﬂ"? . + I believe that the brutél
simplification of Canto XXIX is clearly uncharacteristic. His women'are
usually more than a 'chaos' or matter capable of receiving fOrm.“1 But
the three lines Dekker then cites from the end of Canto XXXIX have a
different context and function than the passage in Canto XXIX.. Nobody
can doubt Pound's ability to describe woman's sensuality;'Canto XXIX is
not a literal assessment of "fhe female," but an attempt to describe.art.
This chapter will suggest that the metaphor in Canto XXIX, with several
modificagions, is frequently used by Pound to expréss the q?igins of
artistic creation.

Exceﬁt where the influence of Browning is ﬁrevalent, the wémen of

Pound's earliest volumes, A Lume Spento and the "'San Trovaso' Notebbok,"2

are idealized, anonymous and often identified with the "Songs:" Although

24
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Pound often sees his_"Huse" as female, the creative process is not
described through any elaborate sexual metaphors. But two poems in
these volumes are the germination of geverai passages in Pound;s later
prose'and poetry, including the passagerin ban;o XXIX."The fifstris the
Neo-Platonic poem "Plotinus":
As one that would draw through the node of things,
Back—sweeping to the vortex of the cone,

Cloistered about with memories, alone
In chaos, while the waiting silence sings:

3.
Apart from the Neo-Platonic associations, it is interesting.tﬁ note |
phrases like "the node of thipgs," "the vortex of the cone" and "alone/-
In chaos." Pound is ;pﬁarently speéking of "my essence"” and" "mine eter-
nity," yet these phrases also prefigure the emphasis. on "order” in two
later fheories of art. Thg vortex is essenti;lly a delimitétion of the:
“chaos," "a fadiant node or cluster,ﬁé and there is also a tentative
connection between "alone/ In chaos, while’the waiting silence singé"
and ". . . the female/ Is a chaos . . . we seek to fulfill" in Canto XXIX,
The "chaos" is ordered, ;nd both the "waiting silence" and "oﬁr desire,
drift" are "fulfilled," In "Ballad of Wime Skins," Pound more explicitly.
relates "chaos" ta artistic "formf:” |

As winds through a round smooth knot-hole

Make tune to the time of the storm,

The cry of the bard in the half-light

Is chaos bruised into form.5
Although_"chaés" éﬁd "order'" are not explicifly related to "the female,"
it seems that the metaphor of Canto-XXIX was derived froﬁ’thése earlier
formulations, | ‘

The idealization of woman in A Zume Spento turns at a strange tan-

gent in several poems of Personae (1909), Poems from Blast (1914) and



Lustra (1916), in which Pound begins to express artistic creatlon

through eccentric male/female metaphors. The woman of "Ballatetta"

.

contrasts to "the'female" of Canto XXIX:

The light became her grace'and dwelt among.
Blind eyes and shadows that are formed as menj
Lo, how the light doth melt us into song:

- The broken sunlight for a healm she beareth
Who hath my heart in jurisdiction.
(Collected Shorter Poems, p. 52)

This poem presents an antithesis to the metaphor of Canto XXIX: in -
 "Ballatetta" woman is described through images‘ot light, and is a crea-

tive force who herself "doth melt us into song" and "hath my' heart in

"

- jurisdiction,” while "men" are "Blind eyes and shadows.""The female is

active,_the male formless. Pound makes a more strident criticism of =
this apparently "male" aspect of art in "The Condolence"G‘of Lustra:

0 my fellow sufferers, songs of my youth, . : P
‘A lot of asses praise you because you are 'virile',
We, you, I! We are 'Red Bloods'!
0 my fellow sufferers, we went out under the trees, -
We weére in.especial bored with male stupidity.
And now you hear what is said to us:
We are compared to that sort of person .
Who wanders about announcing his sex
As if he had just discovered it.
(Collected Shorter Poems, PP. 91—92)

Pound is attaeking the American "'school of virility’" and the "'red

.blood'" attitude which- "'seems to imaglne that man is dlfferentlated

i

from the lower animals by possession of the phallus In‘contrast,

womsn is "ductile " easily moulded or shaped:
We were not exasperated with Women,

for the female is ductile.-
{Collected Shorter Poems, p. 92).
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' . ' _— . . 8- :
Pound repeats this view of "virility" in "Fratres Minores" and in the
Byronic satire "L'Homme Moyen Sensuel":

Despite it all, despite your Red Bloods, febrile
concupiscence
Whose blubbering yowls you take for passion's essence;
(Collected Shorter Poems, p. 257)

Prior to about 1916, Pound thus seems to see the "virile," ™'

red
blood'," aspect of art as ridiculous. But it was about this time that
Pound was becoming fascinated by the work of De Gburmonf,_and especially
by Physique de 1'Amour; essai sur 1'instinct sexuel, translated by Pqund'
as The Natural Philosophy of Love, rﬁ}thodgh Pound did not tr;nslaté this
essay until 1927, his interest in De Gourmont is first indicated by a-
letter written in 1913.9 Pound wrote several essays on Dé Gourmont,
translated his poetry, and gradually became imbued with his doﬁtrines
and his pseudo—science.10 De Goufmont's influencé on the Cantog,‘and
especially on the sexual metapho; of Canto XXIX, is as significant_as

his influence on Mauberley.l1 The change from the "male stupidity” of
"The Condolence" to the line ". . . and we seek to fulfill" in Canto XXIX
is largely the result of De Gourmont's theories. For both, De Gourmontis_‘
eccentric ﬁext énd Pound's equally eccentric "Postscript"” st?ess woman's
indefinite and passive nature, and relate "the feméle" to aesthetics.

De Gourmont's essay is concerned with animal and insect reproductive
drives and finally with woman, who "inclines in general to activities °
entirely practical"12 and in whom "al; movements are interior, or visible
only in the undulation gf‘her curves, copserving thus her.full aesthetic
value, while the man, seeming at once to recede toward the primitive

states of animality, appears reduced, putting off all beauty, to the
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bare and simﬁle cdndition §f genital organ.hlBI Wﬁman is-séeﬁ as an
embracing, rather vague, being, while the male ié.aggressivg, fércigg a
'specgfic act, | f: |

Pound séemsrto alight on the most.dﬁbiops andiridiédlous statements
that De Gourmont makes in this odd? but fasciﬁating, book. HThg whole Qf‘
qPound'é "Postsc;ipt“ isigdncerﬁeduwi;h one sentence in theﬂeésay{ ;'
casual, unexﬁlained hypothesis: TThere might be, ﬁerhaps, é certa;n ‘
correlation between compiete and profound copulatiqﬁ énﬁ the'development
.of the‘bra:i.n."14 Pound chogéés'to interpret this "cd%relatibﬁ" iﬁrtErms o
of the male."spermatozoid" aﬁd.expands this single senterce info his own
bizarre hypothesis:lsr " . ..but it is mofe_thén likeiy that thé bfaiﬁ
itself, is,’iﬁlofigin and develoﬁment, only a sért of great cloé,af _
genital fluid held in'suspeﬁse or resefvé."le. In‘fhe“"POStscript" De
Géurmont's reiétively innocuous view of thé.ffpll‘éesthetié valué" of
"

woman becomes the melodramatic "female chaos”: ". . . man really the o

Lphalius‘or sperﬁatozoid charging, head:on,'tﬁe fem;Lé chaos. . . :‘Eveﬁ_
oneself has felt it, driviﬁg aﬁy new idea iﬁtq.thekéreat.passive vulva
of London, a seﬁsatién analogoﬂs-to:the male feeliﬁg iﬁwéopulatioﬁ."17
The ﬁhrage "the<fgmale chaos" directly prefigures the.same phrase in
Canto XXIX. The "Pésgscript“ is Pound's first formulation oflthé male '
 fordering" oﬁ.the "female" chaos into.art, for, liEe:DéAGogrmont; Péund "
' makes the "standard"‘diétinction between.female practicality énd male
genius. 1In doiﬁg so, he becomés caught up in his éwﬁ rhgtoricé "Woman,-
thelcdnservatdr, the inheritof of paét gestures, clever, pragtic;l, as
Gourmbntlsays, not inve;tive . .f. taking the inéividuallas thé man in -

whom the new access, the new superfluity'of gpermatozoic pressure-. . .
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upshoots into the brain, alluvial Nile-flood, bringing new crops, new

. invention." 3

- Pound's essays on De Gourmont are at least a little saner,.if‘less
entertaining, than the "Postscript."“ The propaganda on behalf of De o

Gourmont dld not ensure the French writer any lasting prestige, so there

remains the strange impact he exerted on Pound's poetry and on his view

of the relation between sex and aesthetics. In the context of the Co

"spermatozoic pressure" and "the great clot of genital fluid," "the
female chaos" and the "great passive‘vulva"_are as'ridiculcus as the'use :
of the phrase "the female chaos" in a pseudo-humorous letter‘written to
Marianne Moore!

The female is a chaos

the male

is a fixed point of stupidity, but only the female

can content itself with prolonged conversation

with but one sole other creature of its own sex

and of 1ts own unavoidable spec1es19
hnt we. cannot 31mply dismiss the same metaphor when it ocecurs in the - .
_Cantos. For after Pound's interest in the physiological materlal in
De Gourmont s treatise had waned, he began to focus on the aesthetic
aspects of the wbrk; in the Cantos the phrase the "female chaos: is only
- used in the context of aesthetics.

Male "order" and female "chaos" in art is described in Canto XXIX
from the line "Drift of weed in the bay" to the end of the Canto.20 The
passage beginsmwith a comparison of the male and female in a social con-
text:

Drift of weed in the bay:

She seeking a guide, a mentor,
He aspires to a career with honour -
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The aimless, futile "drift".of the mind, the mind whichAhas.not been -
"fulfilled," is also described throﬁgh the métaphbr.of the floating sea-
weed, a metaphor which correlates with the "weed in thé‘bay" and tbe -
phrase "She is submarine." 'Whether."in the bay," "dried" on the beach,

x "floatéd," the seaweed is unmoored from its roots on the ocean bed,
and merely drifts; Without form or function:

Sea weed dried now, and now floated, _ )
mind drifts, weed, slow youth, drifts,
Stretched on the rock, bleached and now floated;
Canto XXIX is not one of Poﬁnd's most successfil poems, bﬁt it is partly ‘
redeemed by such lines, .
* The line "Wein, Weib, TAN AOIDAN," translafed from German and Greek,
‘rmeans "Wine, woman and songd; the remainder of the passage is an at;émpt"
to integfate the last two nouns, woman and .song. The passage céuld.be
read as a satire on woman, who is the "chaos," "octopus" and “biological
process." Certalnly Pound' 5 choice of descriptive vocabulary is unfor—
tunate; even for a hardened mysogynist it would be dlfficult to imagine
woman; or woman's significance, from these lines. There is no.real con—
ﬁection, fof instance, between the defined organism af the octopué and
the chaotic, grotesque "biological p;oceés.f But the lines are concerned
with art, and only iﬁcidentally with woman; Pound is attempting to
-express the overwhelming mass of experience, the "female chaos," which

" must somehow "fulfill."™

the artist, the "we,
But there is a further dimension to the passage. The "female" may

be a "biological process," but she is also the "element" beyond "TAN -

AOIDAN," the fundamental material of art and experience.21 The irrepléce;

N

able, elemental value of "the female" is moét forcibly indicated by the
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words "Our mulberry leaf, woman." Ttrough Cathay, The Confu;ian,Odes,

the "Chinese History" Cantos and The Pisan Cantos, the mulberry signities
both}physical subsistence and a natural, organic”pattern. After the o
eomplementing efforts of the silk worm and man, the mulberry eventually -

produees a created beauty, silk, The mulberry is linked to natural

fecundity in the part of Mencius' work which Pound translated,22 and

3

throughout the "Chinese" Cantos it is closely associated with the economic

and political welfare of the nation:

And in the 8th moon the public works and corvée department
presented GIN TSONG a volume on mulberry culture.
by Miao Haokien where he explains in detail the

growing of silk worms '

and of unwinding cocoons
and the Emperor had this engraved with all diagrams

and distributed throughout all China

~ (Cantos, pp. 305-6)

In most instances, the references to the mulberry in The Confucian Odes
_occur in the descriptive passages, but in the section entitled "The 01d
Capital," the mulberry is related with the "true man

Mulberry in the low—laud low

gloss of the leaf, 'tis so

much joy to see . .4 true man.

Mulberry covers ‘the 1ow-lend glade with

shade that lets but small light through,

Honesty holds men together like glue.23
Within the context of Pound's work as a whole, the "mulberry leaf," the
elemental aspect of the "female" of Canto XXIX, signifies physical subsis-
 tence . and spiritual unity. The "female" is not simply the object of
unfounded satire.

Just as the female is seen as both a "biological process™ and "Our

mutlberry 1eaf," so the final three lines of the passage allow a dual
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apparently concerned with the ordering of "chaos" should end with vague-
ness and abstraction:

Silver beaks out of night,
Stone, bough over bough,

lamps f£luid in water,
Pine by the black trunk of its shadow
And on hill black trunks of the shadow
The trees melted in air. '

Artistic creation is described through the metaphor of chaos apd
order in several passages in the Cantos. One relatively long passage in
Canto XXV, which is concerned with the same concept, begins with the
lines:

And Sulpicia
green shoot now, and thé wood
white under new cortex
"as the sculptor sees the form in the air
before he sets hand to mallet,
"and as he sees the in, and the through
the four -sides
"not the one face to the painter
. As ivory uncorrupted:
"Pone metum Cerinthe"
Lay there, the long soft grass,
and the flute lay thers by her thlgh
Sulpicia, the fauns, twig-strong,
gathered about her;
The fluid, over the grass :
Zephyrus, passing through her,
"deus nec laedlt amantes."
Hic mihi dies sanctus;
: (Cantos, pp. 117-18)

This passage, and especially the reference to Sulpicia, a'Roman poetess,
indicates that Canto XXIX is‘not a denial of woman's potential in ért.
Like '"the wave cut in the stone" of Canto XXiX, the ordering of experi-
encé inte form is expressed throﬁgh the art of sculpture. The form is
n

not concealed within the stone, but is "in the air," originating from

-the mind or intellect. Just as sculpture is "form in the air," so
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Sulpiéia's "flute" orders the eternmal, fluid world around her and pro-

24_=The following

duces the poem itself, "deus nec laedit amantes."
passage, like the growth suggestéd by the lines "green shoot now, and
the wood/ White under new cortex,” is concerned with the necessity for

continual renewal. Presumably the passage is "narrated" by the older

poets with "heavy voices": ' .

"Our opinion not opinion in evil
. "But opinion borme for too long.
"We have gathered a sieve full of water."

Like the "chaos" which must be fulfilled in Canto XXIX, "the form,"

without this continual renewal, reverts to "that bolge":25

. . . the shadow, :
Noble forms, lacking life, that bolge, that wvalle
the dead words keeping form,
and the cry: Civis Romanus.
The clear. air, dark, dark,
The dead concepts, never the solid, the blood rite

The passage is concerned both with the "dead words," and, like
Canto XXIX, with the relation between "the shadow" arnd "the form."

Phaethusa, the daughter of Helios, embodies the material of art, the

indistinct but elemental "Fire gleam under smoke of the mountain,” and

as such is analogous to the "female chaos" of Canto XXIX. Only art can
brder the "Fire gleam': FAnd against this the flute: pone metum.“26
Pound has moved beyond the concepts of Canto XXIX, for in Cagto XXV,

thrdugh the'references to Sulpiéia and Phaethusa,_ﬁform" ié seen as '
originating partly from a continual renewal of tradition and partly from
the individual imagination, "gods held in the air." Oncé the "fdrms"_

have been attained, there is a "Bright void" where Knowledge, symbolized

by Napishtim,27 is revealed, and where all "forms" and "gods" become
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part of the vovs, the cosmic intellect.

At this point Pound repeats thé line '

'"as the sculptor sees the
form in the air . . .'," but elaborates the concept:

"as glass seen under water,

"King Otreus, my father...

~and saw the waves taking form as crystal,

notes as facets of air,

and the mind there, before them, moving,

so that notes needed not move.
The phrase "the waves taking form as crystal" is a referemce to the birth
of Aphrodite, "marrator" of this passége.28 Musical notes are only
"facets of air" until ordered by "the mind.”" In these earlier Cantos
poetry, music and sculpture are all controlled by one overriding factor,
fhe human intellect,

In an essay first published in 1928, Pound repeats the attitude ofj
Canto XXV and XXIX: "Art very possibly ought to be the supreme achieve-.
ment, the 'accomplished'; but there is the other satisfactoryeffect,
that of a-ﬁan hurling himself at an indomitable chaos, and yanking and
‘hauling as much of it as possible into some sort of order (or beauty),
aware of it both as chaos and as potential."29 Once again the "man," or.
artiét, is active, and the substance of art is "an indomitable chaos."
Although this "chaos" is not given a female gender, the passage is
closely related to Canto XXIX. But between 1928 and the publication of
The Pisan Cantos in 1948 the metaphor was modified, for in Canto LXXIV
the "stone" has a dynamism of its own, "knowing the form which the carver
imparts it":

that the drama is wholly subjective
stone knowing the form which the carver imparts it
the stone knows the form

sia Cythera, sla Ixotta, sia in Santa Maria dei Miracoli
(Cantos, p. 430)
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. 8imilarly, in Section: Rock-Drill (published in 1956), the stone
"takes" the form in the air:
Taking form now,
the rilievi,
the curled stone at the marge
Faunus, sirenes, T
the stone taking form in the air
(Cantos, pp. 607-8)

However, it is difficult to find any consistency or "development" in
Pound's use of the metaphor. Curiously enough the interpretation inm the
later Cantos seems to revert to a statement made in 1921: ' "Gaudier had
discriminated against beefy statues, he had given us a very definite
appreciation of stome as stone; he had taught us to feel that the beauty
of sculpture is insepa}able from its material and that it inheres in the

g w30 oo " T R
material. The reference to the '"stone alive in a seminal passage
of The Spirit of Romance, published in 1910, is analogous to the "stone -
knowing the form" of Canto LXXIV. Pound's descriptions of artistic
creation seem to follow a cyclical pattern, the idiosyncratic sexual
metaphors forming the centre of this pattern.

An examination of this male/female metaphor in relation to the

. . 2 ' . '

broader spectrum of Pound's work is 1nstruct1ve,3 ,for there is a con- °
nection between the "female chaos" of Canto XXIX and his theories of
poetic form. The connection is order. Vorticism is an energy, but it
is also the ordering of this energy; the energy of the '"vortex" orders
the chaos, the previously unrelated facets of experience, into form,
into a whole. Whereas the vortex is an emnergy which orders all aspects

of experience and of art, the more static "Image" is confined to the ~

"ordering'" of language, to the definition of words and to the examination
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of the relation between words. In 1913 Pound degcribed the image as

" . . an intellectual and emotional complex in an instant of time. . . .
It is the presentation of such a 'complex' instantaneoﬁsly which gives
that sense of sudden liberation; that sense oflfreedém from time limits

and space limits., . . ."33

The phrases "sense of sudden liberation" and
"freedom from time limits"™ reveal the psychological and romantic aspects
of the earlier formuiations of Imagism. ‘This vague "freedom" was soon
withdrawn from Imagist theory ana-replaced By more definite analogies to
mathematics, a science of order, In Gaudier-Brzeska, Ppund described the
origin of the poem "In a Station of.the Metro" as an équétibn:34: "I do
not mean that T found words, but there came an equation . . . not in
speech, but in little splotches of colour."35 Pound's otﬁerrpoefic
theories are also related to order and definition. The "method of Lumiﬁ—
ous Detail" is opposed to the "inexactnesé"-of "the method of mulgitudin—

‘ous detail".;36

"the Japanese hokku and the Chinese ideogram are an ordering
and condensation of lénguage. On a.larger_scale Frobenius' "paideuma"
is the “exact"'arrangement or pattern of a whole ethical and soéial -
structure: "His 'Paideuma’means the mental fqrmation, the inheriﬁed
hapits of thought, the conditionings, aptitudes of a given race or
time."37

Pound is both a romanticist and a proponent of order. He is the
true "bohemian" poet who affirms a pagan, Dionysiac sexuality,‘ﬁho is
one of the instigators of Blast and its_rebellious fiourishes, and who
writes a "Postscript” on the relation between sperm and the brain. Yet

a fundamental belief in order pervades his work. The most significant

influence on the Cantos and on Pound's later critical essays was the
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philosophy of Confucius, in which social order is complemented'by the
emphasis on precision in language: - "Finding the precise word for the
inarticulate heart's tone means not.lying to oneself.">® "order” is the

key to man's social and personal fﬁlfilment; o

+ » «» wanting good govern-
ment in their states, they first established order in their own families;_.
wanting order in the home, they first disciplined themselves.“39 Para-
doxically, order40 is a central concept in the seemiﬁgly:entangled
Cantos. Just as the "precise definition" is the "'total sincerity'"é;
of language, so man only achieves integrity through order:
If a2 man have not order within him
He can not spread order about him;
And if a man have not order within him
His family will not act with due order;
(Cantos, p. 59)
To trace one of Pound's metaphors is a fascinating and instructivé,
if at times confusing, pursuit, The implications of the "female chaos"

of .Canto XXIX range‘from the eccentric biology of De Gourmont to the

ethics of Confucius, from a temporary display of fanaticism to belief,
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lGeorge Dekker, Sailing After Knowledgg {London: Routledge and
Kegan Paul, 1963), p. 96. : |

2Pub1ished in the same volume as A Lume Spento (New York:  New
Directions, 1965), pp. 111-23.

3A Lume Spentc, p. 56.
Gaudier-Brzeska: A Memoir, p. 92.
SA Lume Spento, p. 123.

6The mere prevalence of the male/female metaphor justifies an examin- -
ation of one of Pound's more dubious, and uncharacteristic poems. It is
always difficult to determine the degree of seriousness in Pound's rant-
ings; his special brand of sensationalism is mercifully peripheral to his
art. ’

'Ruthven, p. 55.

8They howl. They complain in delicate and exhausted
metres ‘
That the twitching of three abdominal nerves
Is incapable of producing a lasting Nirvana.
See Collected Shorter Poems, p. 168,

9Selected Letters 19071941, p. 21.
lOThe second decade of the century was a time of renewed enthusiasm
for scientific discovery. As Kenner points out, it was the era of the
‘radio-telegraphy of Marconi, the biological discoveries of Mendel and of
a full knowledge of thepowers of radium. See Hugh Kenner, "The Rope in
the Knot," p. 19. o

llSee J. J. Espey, pp. 66-82.

12De Gourmont, p. 35.

31v44., p. 41.

41, p. 55:

15Pound could be incredibly impressionable. All of his excursions
into physiology and medicine seem equally naive; Forrest Read describes
Pound's various prescriptions for Joyce's ailments, presecriptions- which l
first postulated a connection between eyesight and genius "and later the
effects of the glands on genius. See Forrest Read, ed., Pound/Joyce
(New York: New Directioms, 1970), p. 212.
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16De Gourmont, p. 169.

1 1pid., p. 170.

181144, , p. 179,

rlQSelected‘Letters 1907-1941, p. %46.

20 cantos, pp. l4h-46.

lThe two lines in Provengal are from Sordello: "Alas, that my
eyes avail me not/ For they see not what I wish." See J. H. Edwards and
W. W. Vasse, Annotated Index to the Cantos of Ezra Pound {Berkeley & Los
Angeles: Univ. of California Press, 1959), p. 5. The significance of
the lines in this context is not clear, but they wmay indicate failure,
the failure of wvision, perhaps the futlle drlft of the artist in the
elemental, but as yet unfulfilled, "chaos.'
22""Le.t Mulberry trees be planted about the homesteads with their
five mow [land measure] and persons of fifty may be clothed with silk'."
See Selected Proge 1909-1965, p. 108,

23Ezra Pound, trans., The Confucian Odes (New York: New Directions,
1954), p. 142,

) . .
4"Nor does God harm lovers." See Edwards and Vasse, p. 51.

25A "bolge" is an adaptation of the Italian "bolgia,"” a word applied

by Dante to the gulfs of the eighth circle of the Inferno. See OED.

26"Lay aside fear." See Edwards and Vasse, p. 176.

27Napishtim is ". . . a character in the Babylonian epic, Gilgamish;
he reveals to Gilgamish 'knowledge deep-hidden’'." See Edwards and Vasse,-
p. 151. :

8Aphrodite had told her lover Anchises that Otreus was her father.
See Edwards and Vagse, p. 161. '

.29Literary Essays, p. 3%6.

30Ibid., p. 442,

31

: Ezra Pound, The Spirit of Romance (New York: WNew Directions, 1953),
p. 92. -

32Especially in view of Pound's belief in Confucianism, a connection
between the male/female metaphor and the I Ching would seem plausible.
Two editors of the I Ching explain that the "most important literature of
the five Confucian Classics is the I Ching" and that "there.are two
primal forces: the virile called the Yang (the positive element, the
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male) and the docile called the Yin (the negative element, the female)."
See Ch'u Chai and Winberg Chai, eds., I Ching (New York: . University
Books, 1964), p. xxvii and p. x1i. The I Ching is specifically mentioned
in Canto LIII: . :

And they worked out the Y-king or changes -

. ) to guess fram

See Cantos, p. 266. It would be tempting to explain the male "fulfill-
ing" of the "female chaos" through reference to .the I Ching, but there
is a considerable difference between these "primal forces" and a twenti-
eth century description of artistic creation. The influence of the T
Ching, if any, on Canto XXIX can only be surmised.

3Litérarg Essays, p. 4.

' 34Later in Gaudier-Brzeska: A Memoir Pound confuses this analogy
by actual "examples" from mathematics. The "order" of Imagism can even
be described through algebraic formulae. See Gaudier-Brzeska: A Memoir,
pp. 90-92. '

31b1d., p. 87.

36Seleéted Prose -1909-1965, p.. 21.

3?Ibid., p.. 118,

38Ezra Pound, trans., Confucius: The Great Digest and Unwobbling -
Pivot (New York: WNew Directions, 1951), p. 47. '

39I'bid., P. 31,

40Confucian order and moderation is expressed, for example, through
the repeated "middle" ideogram and the "Ching Ming" or "true name" ideo—
gram, See Cantos, p. 413 and p. 333.

4l1b1d., p. 468.



CHAPTER III

- CASTLES OR LOVE? BERTRANS DE BORN,

SEXTUS PROPERTIUS AND THEIR MISTRESSES

Pound's interpretation of history concéntrates, almosﬁ eiclﬁgively,
on the "men of action," while precluding or undermining the importance
of historical female figures. The women of history are merely appendageé
to their lovers or husbands. Lady Maent, Cynthia or Isotta have little
inherent value, but instead become the means of presenting concepts whiéh
centre on tﬁe male heroés. lIn Pound's earlier poetry, the " ove" ﬁetween
Beftrans de Born and Lady Maent and the "love" between Sextus Propertius
and Cynthia are manifestations of certain opposiﬁg, abrasive energies;
.The "heroes" and their respective mistresses seem to embody the opposi-
tion between maleAactivity and female passivity, between political
expediency and love, between pragmatism and romagtic chiva;ry. Bué, aé
I will show, this apparent polarization is complicated by several inte-
grated concerns, including an examination of the ﬁsychological state of
the protagonist and of his obsession with death;

Bertrans de Born, a twelfth-century poet of Provence (c.lléO—c.lZlSj,
was partly responsible for ghe political faction between Prince Henry
Plantagenet, the eldest son of Henry II, and his brother Richard Coeur
de Lion. In 1183 Prince Henry died and in the same year Richard besiég;d
Bertraps' castle at Hautefort, capturing-Bertrans. According to Provgh—

¢al legend, King Henry IT, aftex hearing the poem on the death of his son,l

42



showed Bertrans clemency. These romantic, chivalrous episodes were

among the earliest influences on Pound's.poetry,2 for his fascinatién .
with Proven;ai literature ;nd legends produced nearly fifty trqnslations )
of troubadour poems, the lectures on medieval literature which férmed

the substanée of The Spirit of Romancerand five early poems3 which are
directly concerned with Bertrans.

Pound's essays and‘poems which involve Bertrans emphasize "subjectx
matter," and especially the dichotomy between romantic love and #olitical'
opportunism. Whereas Arnaut Daniel's technical innovations and crafts-
manship had a considerable influence on Pound, BertrQns' stjle is rarely
mentioned. Throughout the essay "Troubadours: Their Sorts and Condi-
tions," Pound defines the difference between "romantic" and."romanic,"
and, by stressing the ﬁolitical activity in Bertrans' lifé, divorces
troubadour poetry from notions qf pretty, vapid minstrelsy:' "The mirth
of Provengal‘song is at times anything bu£ sunburnt, and the moo& is
often anything but idle. For exampie De Born advises the barons to pawn
tﬁeir castles before making war . ; . these songs played a %ery‘real
)part in 16ve intrigue and in thé_intrigue preceding wa;fare. Thé time
had no pfess and no theatre. If you wish to make love to women in pub-

. lic, and out loud, you must resort to subterfugé."4 Later in the‘essay
Pouna makes a similar point: "My pﬁrpose in éll this is to suggest to
the casual réaderlthat the Middle Ages did not existviﬁ tapestry alone,
nor in the:fourteenth century‘foménces, but that there was a lifg like
our own, no mere sequence of citherns and citoles, nor a continuous
stalking about in sendal and diaspre. Men were preésed for ﬁoney.

There was unspeakable boredom in the castles. The chivalric singing was
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devised to lighten the boredom; énd this very singing Bgcamg itself - in
due time, in the manner of all thiﬁgs, an eﬁnﬁi."s

it is this.hardeneé, often intellectual, attitude to'iove'which
attrécted Pound to Bertrans. Influenced by the depiction ofﬂBertrans'in_
Canto XXVIII of Dante's Inferno,é Pound-seems-him as a political activist,
a "man of action.” Although he translated the poem "Dompna Pois de me
No'us Cal,"7 written'for the Lady Maeﬁt de Montagnaé; in”Thé-Spirit of
Romapce.Pound undermines the importance of Bertrans' love poeiry:. "Yet
it is not for thiS‘lément nor yet for his love songs that ﬁe is most
remembefed, bﬁt for the goad of his tongue?_and for his scorn of:sloth;'E
peace, cowardice, and the bérons offrovence."8 Pound mentions that
"Bertrans has left a nuﬁbér bf'lqve soﬁgs," but sées him "at hié best inl
tﬁe war songs."9 Only the motivation beyond the "love" poems entérs
Pouﬁd'slpoems abouf, or written in the persona of, Bertrans de Borm.

When Pouna translates Bertrans' poetry, however, the bias of hié
attitude‘is necessarily minimized. In the direct trénslation of."'Dompﬂa
Pois de me No'us Cal'," for éxample; there is no tangible indicatidﬁ of
a possible politiéal motivation beyond the romantic.sentiments. ?his
. éulogy, in which Bertrans compliments the Lady Maent by comparing her
Witﬁ a hypotﬁétical idéal who is thelcomposite of the local Proveﬁ;al
beaﬁties, was written to regain his Lady's favour, for hig étten;ion to‘
her ﬂad temborarily lapsed: ”

' I will go out a-searching,
Culling from each a fair trait
To make me a borrowed lady

Till T again find you ready. e
(Collected Shorter Poems, p. 115)
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In "Na Audiart,”" which is an interpretation of Bertrans' life.
rather than a translation -of his poetry, the woman addressed is the
least cooperative of these beéuties.' Hugh Witemeyer rightly points out
that although the poem is "commonly read as a straightforward.lyiic
effusion chiefly distinguished by its unusual rhythm, .'Na Audiart' is
actuélly the portréit of a detached, sophisticated, and ironic charac—
ter."10 In spite of Pre-Raphaelite archaisms like "thy" and "shouldst,"
the poem has an anti-romantic and "male" quality; Pound already. realizes
that Bertrans' poetry is not romantic outpouring. Audiart's ample pro-
portions are described in lines which sound romantic, but whose sense is
satiric:

Where thy bodice laces start
As ivy fingers clutching through
Its crevices,
Having praised thy girdle's scopé
How the stays ply back from it;
(Collected Shorter Poems, p. 22)
Seemingly "poetic" phrases like "thy bodice" or "thy girdle's scope” are
deflated by "clutching" and by the lines "'Cause never a flaw was there]
Where thy torse and limbs are met',” which are a reference to the Lady s
genitals. The Lady understandably dislikes Bertrans, but has no control
over his poems:
Yea though thou wish me ill,
Audiart, Audiart.
Thy loveliness is here writ till,
. Audiart
Oh, till thou come again. -
The poem then proceeds to a "carpe diem" theme which does not appear in

the poem by Bertrans on the same subject,11 but which, by inference, is

a further insult to Audiart:
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And being bent and wrinkled, in a form
" That hath no perfect limning, when the warm

Youth dew is cold

Upon they hands, and thy old soul

Scorning a new, wry'd casement
The persona Bertrans is highly skilled in the dialectics gf love, for
the poem which began with an apparent apology has ended with "forgive—‘
ness':

For whose fairness one forgave
Audiart,
Audiart
Que be-m vols mal,
In "Sestina: Altaforte" Bertrans' dissatisfaction with'romanticism,
and with woman, is more explicit. The poem states a rather simplistic
préference for war instead of peace, for "manly" action instead of

"womanish peace." The subject.is repetitive and tedious, for, as Pound
admits, his interest lay more in technique, in the adaptation of Daniel's
sestina form, than in "theme": "Technically it is one of my best, though .
a poem written on such a theme could never be very important;"lz‘ In
spite of this so-called "masculine" vigour and undirected energy, the
poem prefigures "Near Perigord" through the interconnection between
action, woman and art. The noise of warfare is repeatedly described
through reference to "music" and through erotic, sensual vocabulary:

"o

"the standards gold, vair, purple,” "my heart nigh mad" and "there's no

wine like the blood's crimson."
"Near Perigord"l3 is in a different category. The poem is concerned

with the opposition between love and politics, for Pouﬁdfs interest lay

the possibility of a political intriguekbehind the apparent love

poem.'“l4 Although Pound was aware of Dante's condemnation of Bertrans,

in

15

who was placed in the Ninth Bowge of Nether Hell as a "Sower of Discord,"
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he is fascinated by the sheer dynamism of thié Pfoven?al countérfart of
Malatesta or Jefferson. . Pound immediately alludes to the "riddle" of
the poem: ‘was Bertrans' love for Maent sincere, or simply a pblitiéal
and military strategy? This "riddle,"” in which pblitiqai oppqrtuniém is

represented by the word "castle,"

is explicitly stated several times in
the poem: °

~—for every lady a castle,
Each place strong.

Take the whole man, and ravel out the story.
He loved this lady in castle Montaignac?
The castle flanked him--he had need of it.

All of his fiank——how could he do without her?

And all the road to Cahors, to Toulouse?

What would he do without her?
Contrasting to Canto XXIX, in which "the.female" becomes an abstr#ction
and a pért of a purely theoretical. concept, "Near Perigord" presents a
totally pragmatic attitude to womén and to sex. In fact; Pouna's discus—
sion of historiqal or contemporary woman is quife different from his
views of an abstract or mytholqgical “feﬁale." ‘In His prose, sex is
redhced'to a financial consideration:l6 in qude to'Kulchur he-sfates
tﬁat "all tangled relations between men and women have been analyzed and
set in two categories: those due to-money and those that are indepen—
dent of it."17 |

But severalrinterwoven, and sometimes disturbing, concerns are

superimposed ontthis opposition betﬁeen love and expediency. The appar-
ently simple dualism of the questions "Ig it a love poem? Did he siug'

of war?" is partly complicated by the Lady herself. Although Pound does

not attempt a "portrait" of Maent, she is not reduced to a symbol of
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complete-passivity or complacéncy, for she seems to have asseésed
Bertrans' motivation: "And Maent failed him? Or saw ﬁhrough,the
scheme?" The enigma of "the knot, thé first knot of Maent," Méentrs_
intellectual "counter—thrust"‘i;Afinally narrated by Bertrans himself
in part III: -

Higﬁ, high and sure . . ..and éheﬁ the counter—thrust;

'Why do you love me? Will you always love me?

But I am like the grass, I can not love you.'

Or, 'Love, and I love and love you, , )

And hate your mind, not you, your soul, your hands.'
Lady Maent recognizes the difference between Bertrans' "mind,d‘his poli-
tical pragmatism, and'his essential nature, the 9'gou, your scul, your
hands'." 1In spite of the element of.emotional_fail;re indicaﬁed by .
these lines, Maent's questions reveal he; understandiﬁg of?Berfrans'
) ﬁsyéﬁological state., Pound's Maent is limited, but neither is she a
complete nonentity.

Like "Planh for the Young English King" and "Na Audiarf," one of

the predominant concerns of "Near Perigord" is death. At the outset of

the poem Bertrans is seen in Dante's hell:

As caught by Dante in the last wallow of hell--
The headless trunk 'that made its head a lamp',

The discdssion betwéen.Daniel and Richard takes place after'Bertransf
death, Richard's own death is foretold and then described, and Maé;t is”
"Gone—-ah, gone-untouched, unreachable!™ at the gnd of the poem. ' Most of
these féferences are humorous, almost farcical, yet there is a strange,
sinister element in this humour. Immediately following the'melédramatiq

account of Richard's death is a translation of the Inferno:

Surely I saw, and still before my eyes
Goes on that headless trunk, that bears for light
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Its own ﬁead swinging, gripped by tﬂe dead hair,

And like a swinging lamp that says, 'Ah me!

I severed men, my head and heart

Ye see here severed, my life's counterpart.’'
Dante was not joking. "Near Perigord" is by no meéns.a deterﬁinisfic
poem, but the continual references to‘deatﬁ add a héw Qiﬁension.fo the
question "Is it a love poem?"‘

The opposition between romance and politics is paralleled by the
conflicts and inconsistencies in Bertrans' own values. Bertrans is a
man of virility, action, war; he is also a poet, a man of cpnteﬁplatioﬂ5
sfillness; observation. Although "Neaf Perigord" is not ndrrated by the
persona Bertrans, the lapses into-de3cription indicate that Pound was
always aware of Bertrans the poet. The lands which Bertrans wishes to

acquire are described as:

Spread like the finger-tips of one frail hand;
And you on that great mountain of a palm--

Similarly the lines which describe the area connected with the "new.
alliance" deny a total preoccupation with expediency:
Chalais is high, a—-level with the poplars.
Its lowest stones just meet the valley tips
Where the low Drommne is filled with water-lilies.
Lines like "Sunset, the ribbon-like road lies, in red cross—-light" are
examples of Pound's descriptive skills, but also serve as a projection -
into the more contemplative aspect of Bertrans. For the ereative,
lyrical Bertrans is revealed in the final section of the poem, which is
"spoken" by him:
Bewildering spring, and by the Auvezere
Poppies and day's eyes in the green émail
Rose over us; and we knew all that stream,

And our two horses had traced out the valleys;
Knew the low flooded lands squared out with poplars,
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In the young days when the deep sky befriended. - -
And great wings that beat above us. in the twilight,

And the great wheels in heaven B

Bore us together...surging...and apart...

Believing we should meet with lips and hands,

‘
The passage is Pound's recreation of the Provengal attitude to environ—
ment, in which nature is found "in its proﬁer place, i.e. as a background
to the action, an interprétation of the mood."18 The scene and its.
accompanying "mood" are remote from the political strategies .and dilemmas
of the preceding sections of "Near Perigord," for Bertraus is finally
seeﬁ as a poet.

The conflict between Bertrans the politician and Bertrans the.médi— '
tative poet perhaps explains the final enigmatic iine, "A broken bundie
of mirrors.” Hqgh Kenner sees this line as a reference to Maenf who
"like the lady in Lhe canzoﬁe, was a collection of fragments . . . a
woman not yet 'awakened', with brilliant surfaces but no center."lg
Donald Davie is more hypothetical: "Thus 'a brokeﬁ bundle of mirrors'
is what the whole of recorded history isf"zo But it is also possible
that the "broken mirrors" are within Bertrans himself. To "'Say that he
loved her'"™ Cannof solve thé riddle, for the riddle is Bertrans.

The conflict between love and social utility also occurs in Homage
to Sextus Propertius, a poem which, according to J. P; Sullivan, is con-
cerned with "the relation of the artist to society, the vindication of
private poetic moralitf égainst public compulsions wﬁether these be the
demands of a government or promises of fame and f'ortune."21 For Proper-
tius had been asked by his patron Maecenas to write patriotic verées
instead of 1ove.poems. The opposition between individual integrity,

which is usually represented by Propertius' love for his mistress,
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2

Cynthia, and the demands of imperial Rome 2 is stated several times in
Propertius, especially in parts I, II and V. Propertius seeé poetry as
an eternal "dance tune" rather than "historical data" and as "something
to read in normal circumstances" rather than an exposition of "the dis- . -
tentions of Empire.” The ironical, sometimes facetious, tone of the - ‘
poem is partly the result of this tension:

Yet you ask on what account I write so many love-lyrics

And whence this soft beook comes into my mouth.

Neither Calliope nor Apollo sung these things into my ear,

My genius is no more than a girl.

But Pound's poem cannot simply be explained in terms of a polarized
argument between social pressures and the demands. of love. Pound/Propér—
tius seems to suggest this preference for lyrical love poetry, yet
simultaneously undermines the classical ideals of love poetry and the
subject of love poetry, womén.'_In spite of the sarcastic title "Mistfess,"
Calliope's23 criticism remains:

'These are your images, and from yoo the sorcerizing of
shut-in young ladies,
'The wounding of austere men by chicane.'
Thus Mistress Calliope,
Dabbling her hands in the fount, thus she
Stiffened our face with the backwash of Philetas the Coan. '
Phrases like "the oorcerizing of shut-in young ladies,"™ "Dabbling her
hands" and '"the backwash of Philetas" hardly correspond with romantic,
pastoral lyricism. Cynthia is not Lady Maent of "Near Perigord" or even

Lady Valentine of Mauberley, she is a prostitute:

And may the bought yoke of a mistress lie with
equltable welght on your shoulders

Propertius was a love poet; Pound's persona is a love poet with reserva-

tions.
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Even allowing for the "creative" aspect of translatiom, it is’
apparent that Pound chooseés to exéggerate the more lewd aspects of sex-
uality and to undermine the idealism of Iove.: In the first part of the
poeﬁ Pound "translates" the line "Gaudeat in solito tacta puella sono"” .
(literally, "let the heart of my mistress be moved with joy at the old

24

familiar music"“’) as "And the devirginated young ladies will enjoy them."
In reply to criticism by W. G. Hale, a Latin scholar, Pouﬁd gaid of the
line: "I note that my translation . . . is as literal, or rather more

so than his. . . . Hale, however, not only makes the 'girl'into 'my lady',
but he has to supply something for her to be 'touched BY'. . . . If 1
were, however, a professor of Latin at Chicago, I should proﬁabiy,have

to resign on divulging tﬁe fact that Prdpertius occasionally copuiavit,
i.e. rogered the lady to whom he was not legally weddec‘l—."25 Pound's
criticism of the Victorian translator was justified,lyEt his explanation
does not completely excuse the stringency of'“devitginated.“ The trans-—
lation is not merely "literal," but intentionally crude. Similarly he .
"translates" the line "Turba puellarum si mea verba colit" (literally,
"That a host of maidens should adore my words??ZG)Ias "There will be a
crowd of young women doing homage to my palaver.”" This is not a criti-
clsm of Pound's scholarly pursuits, nor of his "accuracy," for Proéértius
is essentially an attempt ". . « to bring a dead man to life, to present
a liviné figure."27 it is a successful contemporary poem, But Pound's"
more deliberate deviations from the original Elegies do indicate an -
gndisguised devaluation of the feminine ideal. | -

Pound/Propertiué' attitude towards Cynthia is, to say the least,

ambivalent. In part IV he narrates Lygdamus' description of her:
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No gawds on her snowy hands, no orfevrerie, .

Sad garment draped on her slender arms.

Her escritoires lay shut by the bed-feet.

Sadness hung over the house, and the desolated female
attendants _

Were desolated because she had told them her dreams,

She wés veiled in the midst of that place,
Damp woolly handkerchiefs were stuffed into her
undryable eyes

"Romantic" phrases like "her snowy hands" and "veiled in the mldst“ are.
debased by the "Damp woolly handkerchiefs," for the persona Propertius -
is both a romantic and an anti-romantic. The .duality in Propertius'
view of love attracted Pound as much as his criticism of Imperialism or
his assertion of artistic integrity. Part VII, in whiech Propertius
spends a night with Cynthia, begins with the lines:

Me happy, night, night £full of brightness;

Oh couch made happy by my long delectations;

How many words talked out with abundant candles;

Struggles when the lights were taken away;

Now with bared breasts she wrestled against me,

Tunic spread in delay;
. And she then opening my eyelids fallen in sleep,
Her lips upon them: and it was her mouth saying:
Sluggard! ‘

The passage is ironic, bathetic. Archaic vocabulary like "delectations"
and "poeticisms" 1like "Me happy" create a pseudo-romanticism which is
immediately deflated by "Sluggard!" Similarly, the following‘referencg

"——such at least is the story" and to

to Helen and Paris is reduced to
"Though you give'all your kisses/ you give but few." 1In part X, the
description of Cynthia's "beauty" is counteracted by Propertius' expec-

tation of another bed-companion and the final cryptic remark about "pure

form":
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I was stupified,
I had never seen her looking so beautiful,
No, not when she was tunick'd in purple.
Such aspect was presented to me, me recently emerged
" from my visions, '
You will observe that pure form has its value.

Pound gives little indication of the "character or psychology of
Cynthia herself, for she is largely a catalyst for Propertius medlta—
tions on love, politics, death and art. But Pound's limited account of
her and his arbitrary selections from her speech, indicate that she
would not have encouraged romantic idealization. Her realism makes her
a far more credible, and vigorous figure, Her incisive .reply "Sluggard!"™
and her speech about the hypothetical "other woman'"" certainly matches
Propertius' facetiousness:

'Let her lovers smore at her in the mornlng'
May the gout cramp up her feet!

'Does he like me to sleep here alone,
Lygdamus?

_ R 5 .
Hexr apt reply to Propertius' accusations of infidelity indicatezher own
expertise with irony:

'You are a very early inspector .of mistresses.
'Do you think I have adopted your habits?'

. e . L] . s 0 . . . (] « e . @ &

'No incubus has crushed his body against me,
'Though spirits are celebrated for adultery.
'And I am going to the temple of Vesta. . .'
" In spite of the devaluation of love in Propertius, and perhaps in spite
of Pound's original intentioms, Cynthia is reborn.

But the unresolved iensions in Propertius do not primarily.gtem
from Cynthia or from Propertius' love for her, but from Propertius him—

self. He doubts his ability both as an artist and as a lover; a passage

in part II indicates the Dionysiac lover he wishes to be:
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Orgies of vintages, an .earthen image of Silenus '
Strengthened with rushes, Tegaean Pan,
The small birds of the Cytharean mother,
their Punic faces dyed in the Gorgon's 1ake°
Nine girls, from as many countrysides
bearing her offerings in their unhardened hands
But in the following section of the poem, after Cynthia has invited.
Propertius to her bedroom, this Dionysiac anticipation becomes apprehen-
sion:

Shall I entrust myself to entangled shadows, '
~ Where bold hands may do violence to my person?

In two passages Pound even seemé to add an element of homosexuality:
the "small boys" who capture Propertius for Cynthia are described as
"naked, the lot of them,/ And one of the lot was given to 1ust;“ and, in
part XII, Propertius refuses Lynceus his "bed":

Preferable, my dear boy; my dear Lynceus,

Comrade, comrade of my life, of my purse, of my person:.

But in one bed, in ome bed alone, my dear Lynceus

I deprecate your attendance;
This is Cynthia's bed, but there is a suggestion that Lynceus may "attend"
Propertius at other times., The homosexuality is never explicit, but these _
lines are as sensual as the aescriptions of Cynthia.‘

Propertiué' love for Cynthia, like Bertrans' love for Maenf, is
complicated by his bﬁsession with death., The first line of the poem,
‘ﬁhich is a reference to dead poets, to 'Shades of Callimachus, Cbaﬁ
ghosts of Philetas," implies his preoécupation with the immortality of
his art. Words like "funeral," "wreaths" and "tombs" are reiterated,
sometimes in connection with art, sometimes in connection with‘Prbpertius

or Cynthia. Propertius hopes that the poem will be "a boom after my

funeral,"” and, contemplating his visit to Cynthia, he envisages the
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physical details of his death:
What if undertakers follow my track,
such a death is worth dying.
She would bring frankincense and wreaths to my tomb,
She would sit 1like an ornament on my pyre.
The accumulation of detail is part of Propertius' ironical stance; he is’
laughing at his own paranmocia. Part VIII, a meditation on Cynthia'é
death, is also a satire on morbid anecdotes:
Ino in her young déys fled pellmell out of Thebes, -
Andromeda was offered to a sea-serpent
and respectably married to PerSeus
But beyond the humour and .irony of Propertius, there is fear and
pathos:
While our fates twine together, sate we our eyes with
love;
For long night comes upon you
and a day when no day returns.
' 1illian Feder melodramatically attributes the element of morbidity in
Propertius to Pound himself: '"The question this raises, and it is not
meant facetiously, is which is the dead man, Propertius or Pound? . . .
The Homage is but the first of many examples which indicate that it is
from the world of the dead that Pouﬁd speaks most truly_.“28 To suggest
that Pound ‘is a "dead man" ridiculously overreaches the function and
etiquette of criticism, This may be the simplest "answer" to the death
motif in Propertius, but the vigour and vitality of Pound's work contra-
dicts Miss Feder's assumption. Pound is indeed "interested" in death,
but then such an interest is hardly unique. The "death wish" in Proper-
tius is always closely integrated with the development of the persona

Propertius and with the other concerns of the poem. The interconnection

between love and art, for example, is expressed through references to
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death, fér PrOpertius makes-the traditional assertion that hié poet;y‘
will outlive both himself and his mistress, that he-will take "his stand" .
among‘fhe classical poets. There is some justification for thié "eter—
nalizing" conceit: Propertius and Cynthié'live through Pound.

In the Cantos the dynamic historical figures are male, while the
women are predominantly passive. The "Pull down thy fanity" passage in
Canto LXXXI ends with Pound's "belief" in action: |

But to have done instead of not doing
this is not wvanity
To have, with decency, knocked
That a Blunt should open _ _
To have gathered from the air a live traditiom
(Cantos, pp. 521-22)
A friend of Pound and Yeats, Wilfred Scawen Blunt, actiﬁely opﬁosed the
British imperialism of the Victorian era. Like Mussolini or Jeffersonm,
" Blunt was a "man of action.” The female "princiﬁle" is.representéd only
by-goddegses or'by other figures from mythology; ﬁithiﬁ the historical
framework of the Cantos womaﬁ is only the source of inspiration or aetion.
The "Malatesta" Cantos (Cantos. VII to Xi) are predominantly concerned
with action, business, arrangements..- Although Malateéta's third wife,
Isotta degli Atti, inspired the Témpio Malatestiano,_?9 she is péssive,
quiescent and, like Penelope, a symbol of fidelity; The'only,description
of Isotta 1s in Italian, and even in this passage she is seen only in
relagidn to her husband: "and he loved Isotta degli ATTI to distraction/
and 'she was worthy of him'/ 'constant in purpose/ tshe was pleasing to
the eyes of the prince/ 'beautiful to look at'/ 'she was liked by the

people (and the honour of Itaiy)."30
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The opposition between passivity and activity in the Cantos can be
jllustrated by a passage in Canto VIII:
Lyra: )
'Ye spirits who of olde were in this land
Each under Love, and shaken,
Go with your lutes, awaken
The summer within her mind,
Who hath not Helen for peer
Yseut nor Batsabe,'
With the interruption: ‘
' Magnifico, compater et carissime
(Johanni di Cosimo)
Vénice has taken me on again
At 7,000 a month, fiorini 4i Camera.
(Cantos, p. 30)

The "Lyra" is a translation from a poem by SigismundO;Bl it is a tradi-
tional eulogy, with arcﬁaic language and a lyric tranquillity. But after
the phfase'"With the interrupfion,".the passage reverts to the world of
action, of men, and the lyricism becomes the hardened, "pragmatic"

poetry which characterizes the Malatesta Cantos and the American history.
Cantos. The "'Go with your lutes'" is superseded by "At 7,000 a2 month."
The Cantos are an intgrplay between éhort lyric lines, which, as Kenner
says, are "records of emotional absolutes,"32 and lengthened, "prosaic”
lines; the.lyricism of Canto XXX, for example, 1s set beside the pfose-
poetry of Canto XXXI and Canto XXXIV.

In spite of Maent's opposition to Bertrans' demands and in spite of
Cynthia's irony, the mistresses of Pound's earlier poems are -safely
‘incarcerated in eitﬁer the castle or the bedroom. The Isotta of the
Cantos may be beautiful, but she is faceless and inert. The more posi—‘-
tive, dynamic aspects of "the female" are granted onl& to the goddesses

and women of mythology.
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CHAPTER IV

THE AMBIVALENT FEMALE FIGURE IN THE CANTOS

Whereas Pound's view of the historical ™men of action" is charac=~
terized by_a polarizétion which produces, for example, the dismissal of
Chufchill and the adulation of Mussolini, his attitude to the female
mythological figures of the earlier Cantos is more ambivalent. Heien,
Diana and Circe are neither unequivocally benevolent, nor unequivocally

~malevolent. Partly because of this balance, this intentional, controlleq
ambivalence, Pound's interpretation of myth in tﬁe éantos.is more con-
vinecing than the historical information or perspectivé he préseﬁtsn

In éanto IV several female figures from.differentfmythologies forﬁ |
a composite pattern of good.and evil. Even the first passage is an
oblique indication of the ambivalence between creation and destruction
which will be more explicity stated through the Provengal legend and the
Actaeon myth. The canto begins‘with the archetypal imagé of destruct?on,‘
Troy, and its assobiétion with Helen, who is a symbol of both irresist-—
ible beauty and futile devastation. Troy is a "Palace,” imbued with the
attractive mystery of fhe "smoky light," but it is-nevertheless reduced
to "a heap of smouldering boundary stomes." The:third line is aisdién
obscure indicatioﬁ of therduality-betwéen negatioﬁ and affirmgtién:
"ANAXIFORMINGES," meaning "Lords of the Lyre,"l is the epiphet ﬁf Pindar's

second Olympian Ode and "Aurunculeia'" is-a reference to Vinia Aurunculeia,

. a bride who is praised in Catullus'-Carmen LXI.2 Although the sentiment

61
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of these lines is not immediately accessiblé,,the typography may imply
the opposing values signified by the two Words.3 For the capitalized
letters indicate the bombast of Pindaric heroism and the lower case
lettefs represent the more stable value of the bride, of the créative
union,
The following lines are apparently a biece of idyllic pastoralism,

a remote world of "green cool light" and "Choros nympharum."4 " The invo-
cation "Hear me. Cadmus of Golden Prows!" is presumably addressed to
Pentheus, Cadmus' grandson, who had denied the cult of Dionysus,.and who -
is here encouraged to renounce his asceticism. The remaining lines of
the passage are enticing, rhythmically sensual:

The silver mirrors catch the bright stones and flare,

Dawn, to our waking, drifts in the green cool light;

Dew-haze blurs, in the grass, pale ankles moving.

Beat, beat, whirr, thud, in the soft turf

undexr the apple trees,

Choros nympharum - goat—-foot, with the pale fool alternate;

Crescent of blue-shot waters, green-gold in the shallows,

A black cock crows in the sea-foam;
But Pound is more critical of Dionysiac lyricism in Canto IV than in,
‘for example, Mauberley. The passage appears to be an evocation of an
ideal, Arcadian scene, and of a ritualized dance, yet there is a destruc-
tive, sinister element amid this lyrical bliss. For the dance is not a
fluid movement, it is hurried, tense: ™"Beat, beat, whirr, thud. . ..."

As Walter Baumann says, "

+« « » it is the rather coarse and promiscuous
goat-footed companions of Zagreus Dionysus who tread out the dance with
the delicate and chaste pale-footed companions of Artemis."5 Notlsimply

a beautiful goddess emerges from the "sea-foam,” but the "black cock,"

a symbol of the destructive aspects of Aphrodite's beauty. As with all
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the lyrical passages of this canto, a negative, destructive quality
ﬁenetrates the idealistic scene. According to one eritic, the iyrical
passages in the Cantos are "bright loci placed in the poem to coerce in: -
us the perceptién of what darkness is darkneés."6 ‘But these passages
have their own darkness; the "Choros nympharum," thasg apparent abstrac; :
. tions of female'éensuality, are not‘aitoge£her innocént. ‘

The sense of foreboding initiated by the referemce to the "black
cock" is augmentéd by the next passage; which is a compounﬁ‘of the Itys -
: myth and a rather obscure Provengal iegeﬁd. Both myths involve sacrilege -
and adultery. Procne murdered her son ItysAand served his flesh to her

husband Tereus, as vengeance for Tereus' rape of Philomena. As tﬂey
fled from Téreus, Proéne was transformed into a swallow and Philomena '
into a nightingale. In the Provengal legend, Lady Sorembnda committed
suiqide by jumping frbm a window after her jealéus*huéband had served
her the flesh of her troubadour loﬁer, Cabestan.7 At this point the
ambivalence is presented through two women. For although the final 
atrocity of the Itys myth is committed by a wéman, in the Provengal
legend the victim is a woman.

The negative forces of the passage are inFroduced by the déscrip;ion
of "the curved, carved foot of thé-couch,/ claw-foot and lion head" and
by the old man ﬁho narrates the two myths. The passage is a brilliant
interweaving of the two myths and of séatiai and temporal perspectives.
"Ityn" becomes a universal cry of grief, a’paf; of Pound's ‘own statement
of destruction and mourning.8 Yet the suicide is a positive, if tragic,
‘act, The swallow's chant is a choric setting for the understated,

restrained description of Soremonda's suicide. “The passage is like her
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fnll from the‘windon, a2 moment when all‘aspects of timé and place fush
into consciousness. In one downward movement, while the swallows cry,

" Soremonda seen the details.of the "window," of "the slim white stone

bar" and "the firm pale étone,"9 and feels the tactile sensations pro-
duced by the stone and by the wind. Simultaneously sne experiences-nhE-
taste which necessitated her death and env1sages her lover's flesh on

the dish. Death is a refusal to accept the atrocity, to compromise.
Regardless of our comprehension of the intricacies of the myth, the lines
recreate an atmosphere of candid, restralned dlgnlty. This dignity is

"

itself "creative,™ an answer to the precedlng atrocity:

And she went toward the window,
the slim white stone bar-
Making a double arch;
Firm even fingers held to the flrm pale stone;
Swung for a moment,
and the wind out of Rhodez
Caught in the full of her sleeve. ' : ‘

The metamnrphosis of Procne is pa:alleled by the myth'of Diana and
Actaeon, which is related in Ovid's Metamorphoses.lo_ Throughout the
Cantos Diana signifies thé ambivalence between beauty and destruction,
for her viréinal puriﬁy is capable of acts of unjnstified aggression.

She is the "Mefciles‘Beaute"ll of Chaucer and of The Pisan Cantos:
Your-eyen two wel sleye me sodenly
I may the beaute of hem nat susteyne
: (Cantos, p. 520)
In thé later Cantos, and especially in Thrones, she embodies the qnnjunc—
tion of "mind” and "beauty'": .
- “And in thy mind beauty, O Artemis,

as of mountain lakes in the dawn,
Foam and silk are thy fingers,

(Cantos, p. 778)
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But even in his final poetry Pound is critical of the force Diana
represents:

And in thy mind beauty, .
O Artemis.
As to sin, they invented it--—eh?

(Cantos, p. 789)

"under the

Paralleled to the description of Troy and to the scene
apple trees," place indicates the ambivalent nature of Diana. The valley
where Diana and her nymphs are bathing again appears to be an ideal,
pastoral scene:

The valley is thick with leaves, with leaves, the trees,
The sunlight glitters, glitters a—-top,
Like a fish-scale roof,
Like the church roof in Poictiers
If it were gold.
But there is a suggestion that there may be a less idyllic force beyond
the lyricism, that there is a sense of darkness amid the extreme illumin-
ation of the scene: beneath the leaves the water is "black," the nymphs
are "fanning their hair in the dark" and there is "not a lost shatter of
sunlight." The darkness is an omen of the aggressién which suddenly
manifests itself through the startling elimination of Actaeon:
Stumbling, stumbling aiong in the wood,
Muttering, muttering Ovid:
_ "Pergusa... pool... pool... Gargaphia,
"Pool... pool of Salmacis." )
The empty armour shakes as the cygnet moves.
The pool of Gargaphia, where Actaeon was metamorphosed, and the pool of
Salmacis, where Salmacis and Hermaphrodite became one creature, are
linked to Pergusa, the scene of the abduction of Persephone into the
underworld. The apparently tranquil scene has now acquired some of the

characteristics of Hades.12
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The pattern of light and darkness, which represents the ambivalence
between creative and destructive impulses, is elaborated in the following
two passages of Canto IV. In contrast to Persephone's dark world and the

"empty armouf, there. is a sense of'overflowing light+

Thus the light rains, thus pours, e lo soleills plov:l
The liquid and rushing crystal
beneath the knees of the gods.
Ply over ply, thin glitter of water;
Brook film bearing white petals.
After Actaeon's unmerited metamorphosié and Diana's aggression, these
passages return to a more positive mote. The setting is now oriental,
and predominantly Japanese: '"The pine’ at Takasago“ refers to two pine
trees at Takasago in Japan, which symbolize conjugal fidelity, Isé is a
Japanese shrine and the "Tree of Visages" may be an allusion to a Japan— -
ese shrub.13 The petals are white, innocent. The Japanese motifé are
paralleled by the references to the wedding celebraticns of Hymen, the
god of marriage, and by the implications of "Auruncuieia!":
Saffron sandal so petals the narrow foot: Hymenaeus Io!
Hymen, Io Hymenaee! Aurunculeia!
One scarlet flower is cast on the blanch-white stone.
But the final, beautiful line is perhaps a renewal of the ambivalence
embodied by Helen, Procne and Diana. At one level it alludes to the
consummation of the marriage, the initiation of the virgin. But the
image of the dark flower on the white stone is also a continuation of
the light and darkness patterns, and the "blanch-white stone" is an echo
of the scene of Soremonda's suicide, "the slim white stone bar."
"The element of doubt which has entered the epithalamium is elabor-

ated in the narrative by SB—Gyoka, the Chinese poet.  The "wind of the

palace'" parallels the "wind of Rhodez" and the allusions to the "'water-
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jets'" and "'water with rushes'" relate the passage of the scena of
Actaeon's metamorphosis. Although wind and rain are seen as "part of
the process" in The Pisan Cantos, in Canto IV the wind"signifies destruc-
tion and the disruption of nature:
No wind is the king's wind.
Let every cow keep her calf.
"This wind is held in gauze curtains..."”
No wind is the king's...
The line "Let every cow keep her calf" is related to the murder of Itys
by his mother and the reference to the "gauze curtains" is a further echo
of Soremonda's suicidal fall from the window. No king has control over
the forces represented by these two women.
The final passage is an orchestration of the ambivalent forces pre—
sented in the canto. The "camel drivers" are passiﬁe onlookers who, as
a later canto indicates, may represent the "wisdom" of mere survival:
« « « "I said 'let us speak of religion.'
"Camel driver said: I must milk my camel,
"So when he had milked his camel I said 'let us speak of rellglon.
And the camel driver said: It is time to drink milk,
(Cantos, p. 232)
Ecbatan, the capital of Media Magna which was surrounded by seven per-
fectly concentric walls, was adopted by Pound as an archetype of physical,
aesthetic and spiritual perfection.la For Pound, Ecbatan is the anti-
thesis of Troy. But the ideal symbolized by Ecbatan and the "wisdom" of
the camel drivers are counterbalanced by the reference to Danae, who was
imprisoned by her father, and by the line "Smoke hangs on the stream,"
which parallels the description of the "Palace in smoky light." The

idyllic "peach-trees," "evening haze" and "Gilt rafters" are modified by

the word "scrapes" and by the further references to darkness, the "black
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water" and "Gray stone-posts.”" The goéts do not quité leaa to Echbatan.

As Pouﬁd explains in one of his letters, "Sennin are the Chinese
spirits of nature or of the air" and "Rﬁkku is a mountaih."15 Both are
thus related to a sacred mountain in China; Mount Téishan, which is a
pervasive symbol of spiritual awareness in The Pisan Cantos. But the
value of Sennin and Rokku is immediately undermined by the references to
Polhonac, Gyges, Cabestan and Tereus, who all signify some form of pér-
verse actiﬁity: Cabestan and Tereus have already aﬁpeared inrthe canto,
Polhonac encouraged his wife's adultery and Gyges murdered his king.

The Church, "god's bride,” is only "waiting," for the "Procession" is a
secular ritual and "Regiﬁa" is Elizabeth, the virgin, barren queen. In
contrast to.thé River Adige, which is associated with the Madoﬁna and
the poetry of Cavalcanti, the river Garormel6 is "thick like paint."

| Like the centaur, which is neither horse.nor man, Canto IV is a
compound. It encompasses both Troy and Ecbatan, the beauty and tle
aggression of Diana, the viclence siéﬁified by Procne and thé dignity
signified by Soremonda. Pound does not attempt to resolve this ambi-
valence, he simply presents it. Canto IV is a plga to recognize and to
watéh "there in the arena."

The Helen of the Cantos is beautiful and sensual, yet she simul-
taneously represents destfgetion, perversity_and flux., She dis an
aesthetic ideal, yet an instigator of the most futile act of‘agéression
_in history. This dﬁality is introduced in Canto II, in which she is
first likened to various sea nymphs and goddesses: "daugﬁter'of Lir,"17
"lithe daughter of Ocean," "the voice of Schoeney's daughters"18 and

"Tyro."19 Her beauty is related to the sea, "the blue—gray glass of the
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wave," and thus to her champion, Aphrodite, who was born from the sea
foam. Bu£ Helen, or Eleanorzois "2Aévous and Eléﬂroh15"-—"shib;destroy—
ing and city-destroying." The Homer of Canto II récdgnizes the divine
beauty of her movements and of her'faee,.but'élso realizes that an
aesthetic ideal instigéte& the'sglfQPerpétuating destrucfion of the
Trojan War:

"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 1ike a goddess

And has the face of a god

Under the synonym "Tyndarida," the Helen of Canto V is linked with

the disruption of natural order, with the vines that "lie untended;"
with the infertility of Atthis and with the murder of Giovanni Borgia.
Thellinés fr;m Sappho, beginning "'Fades light from the sea-crest'," imply
the ideal world Which has been lost. The destructive consequences of
Helen's beauty is paralleled by the reference to Savairic Mauleon, an
opportunist in Provengal politics, who, accerding to Pound, "wed the
woman" for "land and knight's fee." Ppicébot, a monk who was "'converted"
to the more frivelous aspects of troubadour life, lived in the court

where the "air was full of woman'":

Found a woman, changed and familiar face;
HBard night, and parting at morning.

But in spite of these lascivious implications, the legend in Canto V
which most resembles the Trojan storyis that involving Pieire de Maen-—
sac's abduction of Bernart de Tierci's wife. The relation between Helen

and ProvenceZl is finaliy stated:
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And had De Tierci's wife and with the war they made-
Troy in Auvergnat
While Menelaus piled up the church at port
He kept Tyndarida. Dauphin stood with de Maensac.
Cante V is partly concerned with the destructive elements of .female
beauty typified by Helen; but the "lust" is in man, in Poicebot, de
Maensac and Menelaus.
Canto VII adds a further dimension to Helen's paradoxical beauty.
It opens with a reference to Eleanor of Acquitaine and a repetition of
the Greek pun of Canto II, which translates as "man—destroying“ and
"city-destroying.” The pun is taken from line 689 of the Agamemnocn,
from the Chorus' speech about the history of the.Trojan War.zz"It is
repeated at about the mid-point of Canto VII:
But is she dead as Tyro? In seven years?
EAévavs, Elavdpos, BAEmMTOALs
The sea runs in the beach—groove, shaking the floated pebbles,
Eleanor'
The scarlet curtain throws a less scarlet shadow'
The lines indicate the ambivalent nature of Helen., As in Canto II her
beauty is implied through the references to the sea,. but the direct
quotation from the Agamemnon and the final line present the destructive_
consequences of this beauty. According to Géorge Dekker, the source of
the line "The scarlet curtain throws a less scarlet shadow" was Ovid,zsl
but it is also possible that it is a further reference to the Agamemnon.
The adjectives scarlet, crimson and purple pervade the play, usually in
connection with the murder of Agamemnon by Clytaemestra. A richly
‘coloured tapestry entices Agamemnon into the palace:
Why this delay? Your task has been appointed you,
to strew the ground before his feet with tapestries.

Let there spring up intec the house he never hoped

to see, where Justice leads him in, a crimson path.24
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Now.since my will was bent to listen to you in this
my feet crush purple as 1 pass within the ha11.25 .
Pound's interest in the Oresteia seems confined to the Agamemnon,26 to
the iﬁmediate consequences 6f Helen's beauty and the Trojgn War; hg
ignoreé the gttempted resolution preseﬁted in Choephoroi and'THe
'Euﬁenides.ZT There are several referencesrto the murder of Agamemnon
and Cassandra28 by Clytaemestra, a murder which is linked to the other
exaﬁples of violent death in the Cantos. Like Giovanni Borgia, Agamemnon
was murdered in his bath. 1In Canto V, a line from the Agamemnon which is
spoken by the Chorus as Agamemnon.is m.urdered,29 follows an allusion to |
"~ the murder of Alessandro de Medici:
Whéther'for love of Florence .., but ,
"0 se morisse, credesse caduto da s&" . -
L1y, ovyo ‘
(Cantos, p. 19)
The fiﬁal line qf Canto LVIII, translated as "And that is that,".is the
‘las; phrase of Clytaemeséra's emotionless and pragmatic speech abouﬁ her .
dead husband.30 There is a further feference to this épeech in Cénto
LXXXII.31
In Canto VII Pound thus seems té,emphasize the destructive aspects
of Helen by isolating lines an& allusions from the Agamemnon. Yet his
© attitude to Helen in tﬁis canto is not 5ne of unqualified-condemnatiOn.
For he presents a world devoi& of.the beauty and sensuality she emBodies:
‘'The old men's voices, beneath the columns of false marble;
The modish and darkish walls,
Discreeter gilding, and the panelled wood
It is the world of Henry James;32 a world of artificial érnaments, o£

33 ' , . .
manners, of furniture. The passage attempts a satire of late Victorian

England, but lacks the compact stanzaic structure, the ironic rhymes and
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the vivacity of Mauberley. It is an overstatement which lacks the com-
pensation of humour. But this section of the canto is significant in
its relation to Helen, for here, in James's England, beauty is buried:
We also made ghostly visits, and the stair.
That knew us, found us again on the turn of it, .
Enocking at empty rooms, seeking for buried beauty;
And the sun—tanned, gracious and well-formed fingers '
Lift no latch of bent bronze ... ‘
Amid this sterile scene Helen's beauty, her "well-formed fingers,"
reappears. The lines "Ione, dead the long year/ My lintel, and Liu
Ch'e's lintel" refers to two of Pound's early poems, which signify the
"lintel" or threshold to mew creation. But both poems wére concerned
with past, lost love and are thus related to the plea for the "buried
‘beauty.” The passage is a rather simplistic comparison of past with
present:
"Beer-bottle on the statue's pediment!
"That, Fritz, is the era, to-day against the past,
"Contemporary.”" And the passion endures.-
Against their action, aromas. Rooms, against chronicles,
Smaragdes, chrysolithos; De Gama wore striped pants in Africa
And "Mountains of the sea gave birth to troops";
The passion represented by Helen "endures" through the sensual "aromas"

which modify "action,'" through the personalized history of a room rather

than systemized “chronicles,"34 and through the jewels "Smaragdos,
chrysolithos,™ which highlight the vulgarity of the "striped pants.”
In spite of the devastation caused by her, Helen35 represents light, .
"naked beauty" and timeless love:
Lamplight at Buovilla, e quel remir
And all that day )
Nicea moved before me
And the cold grey air troubled her not

For all her naked beauty, bit not the tropic skin,
And her long slender feet lit on the curb's nmarge
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And her moving height went before me,
We alone having being.
Pound often presents Helen in motion; but usually ﬁer ﬁovements signifyl
destruction. In Canto II the line "And doom goes with ﬁer walking”.
' conﬁects movement to the fate of Troy and at the end of Canto VII itself
"her moving.height" has become "the tall indifference":
All the tail indifference moves; .
a more living shell,
Drift in the air of fate, dry phantom, but intact.

But the static scene at Buovilla is suddenly transformed iﬁto a world éf
"Dry casques" and "A‘dryness.calling for death." 7In a world without an
ideal "Art" is .the aftifice of "'Toc' sphinxes" and beauty is lost, a
"stillness,/ Shell of the older house."” Musié is "ill beat"‘ﬁnd there
is a “petrefaction‘of ai;." The land is dry, but ;heré is stilllthé
thirst, a thirst for "Passion to breed a fofﬁ in shimmer of rain—blur;"
Canto VII is concerned with the paradox of Helen's beauty, with é
_supremely &eétructive, but siﬁultaneously indispensabie, force. Helen's
beauty. is "man-destroying," but:a world Witﬁout the idealism of béauty
is intolerable.

Perhaps because of her utterjpassivity, the importance oleelen
diminishes in the later Canfos; Whereas Helen is merely é pawn in the
Trojan War, Circe36 actually seduces Odysseus and leads him towards a
‘new awareness. In his treatment of the Qdysseus ﬁyth, Pound emphasizes '
Circe's role at thé expense‘of both Penelope and Nausikaa. TFor Circe'é 3
Mdestructive beauty" has a further dimen;ion: she is also a guide to

Tiresias, to spiritual renewal.
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Canto I is a tramslation of a translation, a translation of Divus'
Latin version of the Odyssey, Book XI. Odysseus and his companions
leave Circe's island and embark on the journey'to Hades:

And then went down to the ship,
Set keel to breakers, forth on the godly sea, and

The word "And" 1ndicates the previous episodes of the Odyssey, including
the effect of Circe's spells and her seduction of Odysseus. The line
"Bore sheep éboard ﬁe;, and our bodies also," however, illuminates the
more benevolent aspects of Circe.. For the "sheep” will be sacrificed to
Tiresias. Through Circe's help, the bodies which are.merely an inéft :
cargo méy be reunited with the "We," the spirits of the men. For
Odysseus reaches "fhe place/. Aforesaid by Circe," evokes the dead37 éﬁd
first encounters the seer Tiresias. Circe is anotﬁer ambivalent,figure,-
an enchantress and a spiritual guide. For although Circ; instigateé
Odysseus! sfiritual regeneration, Canto I describes the consequences of
her previous actions:
But firét ﬁlpenor came, our friend Elpenor,
Unburied, cast on the wide earth,
Limbs that we left in the house of Circe,
Unwept, wrapped in sepulchre, since toils urged each other.
The duality Circe signifies is most vividly presented in Canto
IXXIX, in wﬁich eveﬁlthe opening scene is ambivalent; )
Desolate‘is the roof where the cat sat,
Desolate is the iron rail that he walked
And thg corner post whence he grgeted the sunrise.
The scene is priﬁarily.des;ribed as '"Desclate": in this context the cat
ié a sinister animal and the “roof" is an echo of "'the Atreides' rdof'"_
of Canto LXXXII.38 The "he" is presumably Odysseus. But in the third

line the "sunrise" and the "corner post” imply an element of light and
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direction which is elaborated by the productivity associated with the

"loom,"

the creativity associated with the song, and the wisdom associ-
ated with the olive. Even before the introduction of Circe into the_
canto, Pound has presented an ambivalent scene of light.and darkness.’
It is quite apparent from the description of Circe's "ingle" that
Pound was not abashed at sexuality:39
Fat leopard lay by me
* Girls talked there of fucking, beasts talked there of eatlng,
All heavy with sleep, fucked girls and fat leopards,
Lions loggy with Circe's tisane,
Girls leery with Circe's tisane
On one hand Circe is a sorceress, a symbol of the disruption of natufal

order:

Spring overborne into summer
late spring in the leafy autumn

This disruption of seasonal patterns is a continual concern in the
Cantos, as in the Chinese History Cantos:
Snow fell in mid summer
Apricots were in Decembér ...
(Cantos, p. 274)

Amid the references to the "dreadful drugs" and the "fucked girls,"
there is an indication of the positive aspects of Circe and even an
.implication of fertility. She has a "Venter'venustus,“ a "beautiful
belly," she sings of the spring: ''ver novum, canorum, ver novum"40 and

she is linked with symbols of sustenance and growth:
First honey and cheese .
honey at first and then acorns
Honey at the start and then acorns

Although Circe's song is "sharp at the edge," her "crotch" is "like a

young sapling." The line in Latin, which translates as "she hushed with
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rief, and her voice likewise,"
g s

implies that Circe has a capacity for
érief, that she is norlonger merely a seductive enchantréss.”

The next lines are a more-explicit statement of Circe's function as'
a spiritual guide.,. Like the Greek guotations iﬁ thelfirst'passage, these
lines are from Boak X of the Odyssey, from the episode in which Circe
instructs Odysseus to journey to Hades, where he will meet Tiresias.
Thréughout the Cantos this meeting is only seen as a fufqre-event and
from the viewpoiﬁt of Circe rather than from that of Tiresias. Circe is
now linked with the benevolent spirit of Mava, a sea deity; wifh ﬁathor,
an Egyptian goddess of fgrtility, and with Flora, an Italian deity of
flowers and fertility. The line "Euné kai philoteti ephata Kirkh,"
which translates "Making love in bed said Circe,™ now seems to represent

"thé positive aspects‘of physical love rather than promiscuity.

The central motif of the final passage is spring, the traditional
symbol of new life, of seasonal continuity. Pound borfows a sténza‘from_
the fourteenth century lyric "Alysoun':

Betuene Aprile and Mérche
with sap new in the bough
With plum flowers above them
with almond on the black bough
The "Ver novum" of the first passage is repeated, and the’seductiqn'by

' and to marriage,

Circe is related to procreation, the "god in my belly,'
"Sic loquitur nupta7 Cantat sic nupta."41 Corresponding to the evocation
of the spring is the dance,42 the celebration of ritual and fertility:
To beat of the measure
From star up to the half-dark
From half-dark to half-dark
Unceasing the measure

The figure of Circe seems to merge with the sea, with the goddesses of
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fertility and with the dance, which now acquires diviné proporﬁions: K

With one measure, unceasing:
"Fac deum!"” "Est factus."

43

The last line is spoken by Odysseus: "I have eaten the flame."
The flame is Cirée, who is the flame of physical desire and potential |
destruction, but who also'represents the flame of sacrifice. 'In‘spite.qf
the linguistic difficulties it presents, Canto XXXIX is crucial to,tﬁe
structure of the Cantos. TFor Circe represents the "destructive‘beéuty"
embodied.by Helen and Diana in the earlier Cantos, yet is linked to the
permanent, cjclicél fertility of Demeter, Aphrodite.ana Gea_Tellg.in fhe

Pisan Cantos. As such she is the most central female figure in the-

Cantos..
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.FOOTNOTES

lEdwardshand Vasse, p. 6.

2Baumann, p. 22,
3But the degree to which sound or typography can convey meaning
will remain a subject for speculation.

4In Canto XVII this connection between "Choros nympharum" and
Dionysus, or Zagreus, is more explicitly stated:
Zagreus, feeding his panthers,
the turf clear as on hills under 1ight,
And under the almond-trees, gods,
with them, choros nympharum,. Gods,
See Cantos, p. 77. '

Baumann, p. 25.
6
Watts, p. 62.

7These sacrilegious acts, and the adultery which accompanied them,
parallel the myth of the House of Atreus.

8It is difficult to understand why Pound reduced this cry to the
cheap pun "'Tis. 'Tis. Ytis!"®

9Both signify Soremonda's innocence.

lOThe Actaeon myth seems to have been of lasEing interest to Pound,
as in the earlier poem "The Coming of War: Actaeon." See Collected
Shorter Poems, p. 117. :

llChauce;; Complete Works (London: Oxford Univ. Press, 1965), p. 121.

12The reference to Piere Vidal is another example of metamorphosis, -
and is thus linked both to the stag hunt and to the Actaeon myth. '
Because his Lady's name was "Loba" ("she-wolf"), Vidal disguised him-
self as a wolf, was chased, but finally gained favour with the lady and
her husband. But the lines are unnecessary and diverting.

13Edwards and Vasse, p. 227.

4Ecbatan reappears in Canto V and later in Thé Pisan Cantos: "To
build the city of Dioce whose terraces are the colour of stars," see
Cantos, p. 425.

;5Selected Letters 1907-1941, p. 180.
16

The river Garonne is also mentioned in Canto LXXXIV. See Cantos,
p. 538. '
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7Lir was a Celtic sea god. See Edwards and'Vasse; p. 126.
lsschoeneus' daughter, Atalénta. See Edwar&s and Vasse, p. 194.

19The daughter of Salmoneus, who was also loved by Poseidon. See
Edwards and Vasse, P. 230.

0p This is also a reference to Eleanor of Aquitaine (1122#1204)
See Edwards and Vasse, p. 58.

1 . .
Auvergnat is an area in Provence.

22David Grene and Richmond Lattimore, eds., Greek Tragedies: ~Volume
I (Chicago: Univ. of Chicago Press, 1973), p. 26.

23Dekker, p. 23.
24 : .

Agamemnon, II, 908-11. See Grene and Lattimore, p. 32.
25 ‘

Agamemnon, 1I, 955-57. Sge Grene and Lattimore, p. 34.

6Pound says of the Agamemnon: "1 then took over. If one Greek play
can claim pre—eminence over the best dozen others (which it probably can
not) that play wd. be the Agamemnon." See Guide to Kulchur, p. 92.
27Athene, the arbitrator at the trxial of Orestes and the goddess of
Athens, has relatively little significance in the Cantos. Unlike Helen,
"Athene cd/ have done with more sex appeal." See Cantos, p. 486,

281n Canto LXXVII and Canto LXXVIII the emphasis is on Cassandra,
Clytaemestra's other victim: '"the wind as mad as Cassandra/ who was as’
sane as the lot of 'em." See Cantos, p. 475.

nggamemhon, I1.1344, See Grene and Lattimore, p. 48. The line is
translated as: - "Silence: who cried out that he was stabbed to death
within the house?" :

0 " :
3 Agamemnon, 1I.1404-06. See Grene and Lattimore, p. 48.

3lCantos, p. 523,

32 The phrase "con gli occhi onesti e tardi” is repeated in the poem
"I Vecchi" (Collected Shorter Poems, p. 200), and in his essay on James °
(Literary Essays, p. 295).

3Literarg Essays, p. 308.
4"Rooms-ma.y betray the spirit of a civilization, but chronicles

can reveal only the unanalysed 'march of events'." See Daniel D. Pearl-
man, The Barb of Time (New York: Oxford Univ, Press, 1969), p. 83.
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35"Nicea" is a possible reference to the "Nicean barks" of Poe's
poem "To Helen." See Edwards and Vasse, p. 154.
36Accordiug to A. Alvarez, ". .. nearly-all the women of the
Cantos, for example, turn out in time to be Circe." See Noel Stock,
Ezra Pound: Perspectives (Chicago: Henry Regnery, 1965), p. 54.

37The "nekuia."

38Cantos, p. 523,

391n his essay on Cavalcanti, Pound says: "They are opposed to a
form of stupidity not limited to Europe, that is, idiotic asceticism and
a belief that the body is evil. . . . For after asceticism, that is
anti-flesh, we get the asceticism that is anti-intelligence." See
Literary Essays, pp. 150-34. :

40
P. 237.

41

p. 198.

"Fresh spring, melodious, fresh spring." See Edwards and Vasse,
"so the bride speaks, so she sings.”" See Edwards and Vasse,

42The emphasis on dance was probably influenced by Pound's study and
translation of the Japanese Noh plays, a study which eventually produced
The Classic Noh Theatre of Japan (New York: New Directioms, 1959).
Fenollosa says in his notes on the plays: "We can now see why, even in
the full lyric drama, the god dance remains the central feature. All
the slow and beautiful postures of the early dramatic portion invariably

lead up to the climax of the hero's dance." ' See The Classic Noh Theatre.
of Japan, p. 69.
43

"Make God!" '"He is made." See Fdwards and Vasse, p. 66.



CHAPTER V

THE "VORTEX OF FECUNDITY" - -

Speaking of historical Chinese -dynasties énd_of_the "race; inhabit-
ing Africa and the Ocean islands,” the sculptor Gaudier-Brzeska wrote in
Blast: "THE VORTEX WAS INTENSE MATURITY. Maturity is fecundity;—they
grew numerous énd it lasted for'éix thousand years. . . . They pulled
the sphere lengthways and made the cyliﬁder, this.is the VORTEX Of
FECUNDITY, and it has left us_the»mastérpiecés tha; are‘known as love
charms."1 This statement is an apt introdﬁction to one.aspeét of Pound's
"philosophy,"” his belief in ‘continuing fertility and in universal; orgaﬁic

interrelationships., The energy, or "vortex,"

of fecundity lies beyond
many of his poems.

Althoﬁgh this "philosopﬁy"_is partly the result_of his own idealism
and belief in human pérféctability, Pound's interpretation of the connec—-
- tion between humanity and natural, proéreative patterns was influenced bfﬁ
several diverse theories. Two early influeﬁées were De Gourmont, who
constantly asserts the relation between man and his envirbnment,2 and
Fenollosa, whose studyrof the etymology of the Chinese ideogram mayl'
explain Pound's view of the "organic" relation between phenomena. Fenol-
losa often describeé language as é "natural ﬁroceés":l'"lt seems to me
that the normal aﬁd typical sentence in English as well as in Chinese

\ . . ~ 3 . .
expresses just this unit of natural process.”” Pound's interest in

sinology soon blossomed into Confucianism,4'a'philosophy in which social

81
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"order complements agricultural ferﬁility: "Ethics are "b_o'rn.fron} agri-
culture; the nomad gets no further than the concept of my sheep and thy
sheep."s The Confucian bel;ef in natural cycles is the basis of Pound's
economic theories, for usury is ", . . a charge for the use of purchasing
power, levied without regard to production, sometimes without regard'even'
to tﬁe possibilities of production."6 When flnanclal systems lose their
relation to natural fertility, usury,7 the sin "CONTRA NATURAM, "8 ensues:r

Usury brings age into yvouth; it lies between the brlde

and the bridegroom

Usury is against Nature's increase.
Whores for Eleusis;

»

(Cantos, 'p. 250)
The banks which Pound esteems give Credit.wﬁich-"rests in ﬁltimatelon the
ABUNDANCE OF NATURE, on the growing grass that can nOurisﬁ the living
sheep"{9 the examination of.theveconomic basis of'society eventually
-leads back to an examination of‘nature.A
Although it prefigures his interpretation of the £Ertility:goddesses

in the éantos, Pound‘s treatment of the relation between nature and the
ethg;eal, abstracted women in his earliest poems is a convenfion rather
than a conviction:

Lady of rich allure,

Queen of the spring's embrace,

Your arms are long like boughs of ash,10
“In "Surgit Faﬁa"xliKﬁfé, or Persephone, is relatéd to the "corn" and to
human fertility, and in "Coitué," Dione, is part of the'phallic metaphor
for the celebration of spring:

The gllded phaloi of the crocuses
are thrusting at the spring air

(Colletted Shorter Poems, p. 120)

This self-conscious eroticism was supplanted by the celebratiom of
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Aphrodite, and of the cyclical patterns she represents; in the Cantos .
Like Canto I and Canto XXXIX, Canto XLVII begins with Odysseus'
journey into hell and his meeting with Tiresias, who "even dead, yet -
hath his mind entire." -Again the meeting is only anticipated.l2 Instead
thé emphasis is on Circe, for the first passage, the sound "in the dark,"
is her speech to Odysseus prior to his deéparture. But whereas Canto
XXTIX is concerned with the ambivalent aspects of Circe, in Canto XLVII
she is related only to spiritual regeneration, to fertility and to the
"knowledge" which Odysseus gained from his encqunterrﬁitﬁ her. This
"knowledge" is now elevated to the awareness of "the shade of a shade';
Eros and "knowledge" are integrated through Circe. She is also indirectly
linked with Ceres,l3 the goddess of the harvest, and with Persephone, who
is a symbol for cyclical rebirth throughout the Cantos; The association
with the fertility rituals of Demeter, Persephone and Aphrodite, who‘is
not only the traditional goddesslof love but also the goddess of fertility,
is elaborated in the passages which follow the initial narrative. At this
point the figure of Circe merges into that of Aéhrodite. 'Fgr instead of
the "black cock croﬁs in the sea foaﬁﬁ of Canto IV, Aphroaite and the sea
are symbols of fertility and continuity.

The passage beginning "The smallhlamps . . . introduces the myth
of Aphrodite and Adonis. After he had been attacked by a boar, Adonis
was metamorphosed into an anenome by his forlofn‘lover'Aphrodite. fhig -
metamorphosis, or rebirth, explains Adonis' significance in several ’
fertility rites., 1In Canto XLVII he is assoéiated with Tamuz, a Babylon;

ian fertility god whose blood was supposed to stain the waters of the

river Byblos each year; the blood of Tamuz and Adonis and the red of the
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1 ) .
anenome 4 permeate the imagery of the canto:

The sea is streaked red with Adonis,
The lights flicker red in small jars.

The Greek "TU DIONE"15

and "Kai MOIRAI'ADONIN' originate from Bion's
"Lament for Adonis;"l6 but whereas Bion's poem 1s predominantiy.cdncerned
‘wifh Aphrodite's grief, Canto XLVII'emphasizes Adonis' metamorphééis and
survival. For Canto XLVII is a celebration of the "wheat" ana the 

Yaltar," of both physical and spiritual renewal:

Wheat shoots rise new by the altar,
flower from the swift seed.

The metamorphosis coalesces with the sense of matural unity. Light,

the "small lamps" and the "red flame,"

connects humanity, the "Llong
boats,”" with the elements of the sea and of the '"pale night":
From the long boats they have set lights in the water,
The sea's claw gathers them outward.,
Scilla's dogs smarl at the cliff's base,
The white teeth gnaw in under the crag,
But ir the pale night the small lamps float seaward
The image of the "sea's claw" describes the darkened inlet, the sea seem-
ing to grasp the land, the unity of landscape and of nature; towards the
end of the caunto the image recurs, but more explicitly associated with
fecundity, the "Fruit" and the "plowing":
Fruit cometh after. The small lights drift out with the tide,
sea's claw -has gathered them outward, .
~Four banners to every flower
The Sea's claw draws the lamps outward.
" Think thus of thy plowing
The reason for Odysseus' journey on "the road/ to hell" is his quest for

a place in this natural "unity," for humanity is "measured" as part of

the entire environment:
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When the cranes fly high
' think of plowing.
By this gate art thou measured

Aphrodite becomes a more cosmic "she,"

a'figufe Wﬁo is clﬁsély inte~
grated with fertility, with the "Wheat shoots." Beyond natural proéesses
"she believes not,ﬁ for, just as the sap is "in the shoot™ and the “Mﬁth

is called over the mountain,” so this archetypal female has a-sﬁbject;ve,

persondl relationship with environment:

The stars are not in her counting,
To her they are but wandering holes.

Complementing this subjectivity is the sheer, male will which forces the
bull to run "blind on the sword" and which instigates the visit to Circe's.
cave. The "Molu," the herb which counteracted Circe's spells, is only
a "respite" from instinct, for the male instinct is dynamic, while the A
female instinet is passive, a subjective commitment. But both are part
of the same process, a pfocess which encompasses man's agricultural
activities. The plough is a traditional symbol for seasonal rebirth,
temporal‘progression and continuing fertility:

Begin thy plowing .

When the Pleiades go down to their rest,

‘Begin thy plowing

40 days are they under seabord,

Thus do in fields by seabord

And in valleys winding down towards the sea.
Just as the valleys eventually merge with the sea, the Pleiades move in
the cosmos, or the cranes migrate, so man .must conform to a cyclical
Process.

The antithesis to this seasonal order is the disruption signified

by the stars which "fall from the olive branch and by the shadow which

"falls dark on the terrace.'" Like the martin's "wing-print," which
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disappears "with his cry," man's position on earth, on "Tellus," is
reduced to a "notch”:16
Thy notch no deeper indented '
Thy weight less than the shadow
Yet hast thou gnawed through the mountain,
Scylla's white teeth less sharp.

Humanity can either become a vehement Scylla, a disruptive force which

has "gnawed through the.mountain," or it can find a "nest," a "deeper
plénfing" in the mountain. | |
The final invocation is "narrated" by Adonié, who becomes the épitome

of a full integration with nature, with light’, the hills and the grass.
It is a lyrical celebration of metamorphosis and regeneration: |

The light has gome down into the cave;-

Splendour on splendour!

By prong have I entered these hills:

That the grass grow from my body,

That I hear the roots .speaking together
Rebirth, the fertility of the fruit and the flower, is celebréted by a
choric patfern of images frompreceding passages, the "seven stars,” "the
valleys that_wind‘down toward the sea" and "the new shoots brought to
the altar." Finaily, after Aphredite's cry is reﬁeated, Adonis and
Aphr&dite becoﬁe a force "that hath the gift of healing,/ that hath- the .
power 6ver wild beasts." ‘

Whereas the idealism of Canto XLVII is distanced thréugh fhe mftho—

logical figures of Circe, Aphrodite and Adonis, the interpretation of
- mythology in'The Pisan Cantos has a new, personal dimension. As myth—‘
ology becomes an immediate equivaleﬁt for an egotionél experience, the .

experience at the prison camp, the celebration of fertility and of the

fertility goddesses, becomes taut, ennervated.
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The objeétive, didactic "Bégin fﬁy plowing" of Canto XLVII has
become the tense, prﬁtracted line "plowed in the sacréd field and |
unwound the silk worms.early ;i.n'tensile."l7 The line has its owm
“Imagist"laufonomy,.for, although there is no subject and no grammatical;
or rational struﬁturé, it cfeates its own”perspecfive: rthe silent,

- mystical field is the macrocosmic -scene; the thread of the delicate silk
is the microcosm. It approximatés the effect of.the.Chinese ideogram,
The silk worm is one manifestation of the sense of natural order and
fertility, but the phrase "in tensi'le"18 has a more complex connotagion.
It describes thé silk thread, which has.the precise tenéion of a string
on % musical instrument,19 but it dlso carries implications of extreme
light, of light intensity stretched to its limit. The plough and the )
silk worms, which both signify fertiliﬁy, are part of the "total light"20
ideogram, the expressiqn of supreme physical and spiritual'lightf'

‘The affirmation of fertiiity is more ﬁsually embodied in the fémale
deifies, in Aphrodite or in the eartﬁ goddesses Demeter, Persephone and
" Gea Tella. The passage in Canto LXXIV, which begins with "gs by Terra-
~cina . . ."21 is a celebration of Aphrodite's powér both as the goddess

of love and as the goddess of‘fertilitf. Initially her beauty and her
birth from the sea is suggested:

as by Terracina rose from the sea Zephyr behind herl

and from her manner of walking
: as had Anchises
(Cantos, p.‘435)

Aphrodite's sensuality, which is indicated by "her manner of walking"
and by the reference to Anchises,zz'is also associated with the spiritual

"shrine," with the natural "process" and with the seasonal movement of
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the Pleiades:

till the shrine be again white with marble
tlll the stone eyes look again seaward
The wind is part of the process
The rain is part of the process
-and the Pleiades set in her mirror

As in Cantd XLVII, Abhrodite becomeé a more general "feﬁale principle,"..
merging with Kuanon, the Chinese'goddess of Mercy, and with the refer-
ence in Greek to "nether earth, Mother." 1In the natural harmony of the
"Mother" earth, wine is pientiful, "the stone bringeth sleep,"23 grass
is "nowhere out of place" and the medicinal.herbs grow "from" hef and
eventually return "to'" her. The iine "will ne%er be more now than at.
present'" is crucial: the "belief" in the continuing fertility of this
"Mother'" and in the fundamental'benevolencerof natural processes, can-
never be more real, "more now," than iﬁ the immediate situation. For
the "shrine'" is now the tent and the sensuality of Aphrodité has become

m s

a personal "knowledge,” "in coitu inluminatio," n24 a knowledge'which may;.

as the reference to "TIOQNQI"zs suggésts, lead to immortality. The tent
gives Aphrodite a new proximity and validity, |

Throughout The Pisan Cantos Aphrodite's metaphysical significance_'
~ is paralleled by a physical, sensual dynamism. Although she is linked
with the three ideals of "XAPITEZ,"ZG‘Kuanon and Cuniz_zaz7 in a 1éter
passage of Canto LXXIV, her virtue is never static:

XAPITEZ possibly in the soft air
with the mast held by the left hand
in this air as of Kuanon '
enigma forgetting the times and seasons
but this air brought her ashore a la marina
with the great shell borne on the seawaves
" nautilis biancastra
By no means an orderly Dantescan rising
but as the winds veer
{Cantos, p. 443)
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The irony of "By no means an orderly Dantescan rising" is not a refuta-
tion of the idealism othotticelli;s "Birth of Veﬁus"_or of Dante's
Commedi;, but more of an affirmation of Aphrodiﬁe's physical presence.
She is not a diétaﬁt abstraction, bﬁf.a natural, dyﬁamic force which
moves "ag the winds veer." Similarly, in Canto LXXVI she is the "live

" 3 vital energy amid the traditiomal syﬁbol

ﬁind" aﬁd the "strong air,
of death, the "cypress." The antithesis to Aphfodite is Persephone, ﬁho,
in this context, is a figure "to whom passion is unknown"28 and whose
asceticism results only in "béath, insanity/ ;uicide &egéﬁeratian."
Aphrodite's crystalline, yet tangible, presence is repeatedly describéd,
as in the‘passage beginning "Thé rain has-falleﬁ, the wind coming down.”
She is again related to female fertility deities, to Thétis, the mother
of Achilles, and to Maya, the ﬁother of Buddhé.29 The gaddesses embddy
the ethereality of the "colour rose-blue before sunset/ and carmine and
amber," but also a "tangibility by no means aEésal.“BO 'Apﬁrodite, Maya
and The£ia are not merely "spiriti," but "personae,"BlAand the principle
they represent "can be weighed,”" can be confined to a crystalline sphere:

‘-but the crystai can be weighed in the hand

formal and passing within the sphere . . .
- (cantos, p. 459)
In The Pisan Cantos the "man-destroying" Helen of Canté II and

Canto VII is synthesized with Tellus, the Roman goddess of the Earth,
and thus sigﬁifies fertility rather than the ambivalent "destructive

beauty" of the earlier cantos:

Mist covers the breasts of Tellus—Helena and drifts up the Arno
(Can;os, P. 473)
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as from the breasts of .Helen, a cup of white gold
2 cups for three altars, Tellus Yéa feconda
"each one in the name of its god"
mint, thyme and basilicum, .
. (cantos, p. 487)
In Canto LXXXIIT the figure of Tellus gives a sense of perspective to the
immediate fear and loneliness of the prison camp:
The infant has descended,
- from mud on the tent roof to Tellus,
like to like colour he goes amid grass-—blades
greeting them that dwell under XTHONOS . . .
(Cantos, p. 533)
The passage begins with a detailed description of the movement of the
ant, "The infant," from the "tent roof" to "Tellus." Tellus signifies
" both the earthen floor of the tent and a mythological archetype. Simi- -
larly the minutiae of the ant and of the "grass blades" expand into a
contemplation of the whole of the nether world, the "XTHONOS." A small
patch of land gives the perspective of an archetypal "earth" figure; and
the concentration on a single detail of experience unfolds into the
whole spectrum of mythology.

At the end of Canto LXXXII, anticipating his possible execution,
Pound initially sees the Earth, here called "GEA TERRA," as a symbol of
inescapable mortality:

How drawn, O GEA TERRA,
‘what draws as thou drawest
till one sink into thee by an arm's width
embracing thee, Drawest,

truly thou drawest.
{(Cantos, p. 526)

Yet he immediately realizes that it is the Earth which can simultaneously

give the only "wisdom," a wisdom beyond language, "past metaphor.”

"Wisdom" is not the "knowing" of humanity, but the wisdom gained from a
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realization of the "mystery beneath the earth," "XOONIOL mysterium":
but I will come out of this knowing no one
neither they me S "
connubium terrae £¢aTe Too1s £uds
XOONIOL, mysterium
This passage alternates between the consolation given by the "GEA TERRA"
and "the loneliness of death,” a loneliness which could never be disso-
clated from the experience at Pisa:
but that a man should live in that further terror, and live
the loneliness of death came upon me
(at 3 P.M., for an instant)
Partly through the perspective gained through mythology and through "GEA
TERRA," the sense of loneliness is restrained, even objectified, The
.sudden, terse parenthesis, the ironiczl zbbreviation and colloquialism
-make the experience more distant and therefore more tolerable; there is
ne lapse into sentimentality or morbidicy. The canto ends with objective
.description of the visual and oral presence of the birds, for the indi-
49 ’
vidual "periplum"B" can now be viewed with some detachment:
three solemn half notes
their white downy chests black-rimmed - |
on the middle wire -

periplum

" Pound's interest in the Eleusinian mysteries and in their presiding
-deity,. Demeter, the goddess of the earth and harvest, is particularly
relevant to the "lynx" passages of Canto LXXIX. 'The ancient Eleusinian
tradition, which was first described in the Homeric Hymn to Demeter of
.about 600 B.C., originated in the mythological legend of Pluto's abduc—~
‘tion of Persephone, the daughter of Zeus and Demeter, inte the under~

world. When Demeter learned that Zeus, who was also Pluto's brother,

had given his consent to this act, she left Olympus and eventually came
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to Eleusis, near Athens, where a great temple was built to honour her.
She isolated herself in this temple and vowed that the earth would be
infertile until the Olympian deities returned her daughter to her. Zeus -
submitted and recalled Persephone, but Pluto gave her some pomegranate
- seeds which, if eaten, would retain her 1n the underworld for part of
the year. Persephone ate the seeds and was forced to live a third of
each year in the lower world, but for the remainder of the yeer she
lived with her mother on Olympus. Before Demeter left Eleusis she
restored the land's fertility and tauéht the citfr's leaden_:s her mys—
‘teries,33 which were "'. . . awful mysteries which no one may pry into
or utter, for deep awe of the Gods checks the voice'."34
Pound mentioned the "mysteries" in one of his‘letter335 and in

several of his articles, which indicate his "belief" in "festivals of “
fecundity" and "sun festivals":

Paganism included a certain attitude toward; a certain under-

standing of, coitus, which is the mysterium.

The other rites are the festivals of fecundity of the

grain and the sun festivals, without revival of which reli-

gion can not return to the hearts of the people.36

I believe that a light from Eleusis persisted throughout

the middle ages and set beauty in the song of Provence, and

of Italy.37

On the other hand the cult of Eleusis will explain not

only general phenomena but particular beauties in Armaut

Daniel or in Guido Cavalcanti.38
The lynx, which is the central symbol in the latter part of Canto
LXXIX,39 has no exact equivalent in the Eleusinian mysteries, but it dis '
jmmediately related to the produce of the earth, to the "wine pot," to

"our corn" and to "Manitou," which is 'the Algonquian Indian name for

the natural power which permeates 'all things."40 But the lynx is
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for it is initially addressed as "my love" and thus seems to represent A
the bacchic, sénsual aspects of paganism. Also the Iynx "guards" or
"keeps watch'" throughout these passages; it preserves the mysteries and
regulates natural order and cycles. It is a coﬁplex, irreducible symbol.
Through the diurnal .cycle, Pound's predicament in the camp coalesces
with mystical experience:
The moon has a swollen cheek
and when the morning sun lit up the shelves and battallons
of the West, cloud over cloud
0ld Ez folded his blankets
Neither Eos not Hesperus has suffered wrong at my hands
0 lynx, wake Silenus and Casey
shake the castagnettes of the bassarids,
the mountain forest is full of light
the tree—-comb red-gilded
Who sleeps in the field of lynxes
in the orchard of Maelids? '
(Cantos, pp. 488-89)
The simple, ironical "0ld Ez folded his. blankets" is paralleled by the
awakening of both Casey, a corporal at the DIC, and of the mythological
figure Silenus.42 Mythological deities and mystical rituals are fused
into the evocation of the lynx, for Priapus, Dionysus and Cythera43 are
* within the '"field" or "garden" of the lynx, and the sacrificial "fire,"
the "grape vines" and the dance44 are attended by him. Again the con-
fined present has expanded into the eternal.
At this point there are specific allusions to the subjects of the
Eleusinian mysteries, Persephone,45 Demeter and Dionysus.46 This passage
may be concerned with "a young girl's fascination with sex,"47 but the

"six seeds of ‘an error” are alsoc a reference to the ponegranate seeds

eaten by Persephone. In the Eleusinian legend the pomegranate seeds
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signify Pluto's lust and vindictiveness, but in this context the seeds
. have more traditional conmotations, for they are symbols of continuing
fertility and seasonal regeneration.48 The pomegranate is linked with

" of "Pomona" and

the fertility of the "orchard," of "Demeter's furrow,
the forest "named Melagrana."49 But it also represents the "fire" or
"flame" of sacrifice:

This fruit has a fire within it,

Pomona, Pomona
No glass is ¢learer than are the globes of this flame
what sea is clearer than the pomegranate body
holding the flame?
Pomona, Pomona,
- It seems poséible that the pomegranate '"orchard" is implicitly related
to the Garden of‘Genésis and the question of Good and Evil. But although
the pomegranate seems to represent the choice between the idyllic "bas—
sarid"so and the "crotale," or rattlesnake, its colour has neither the
full sensuality .of red ﬁor the absolute purity of white. Like naturé,
it is a compound of colours and shades;
There is a rose vine in this underbrush
Red? white? No, but a colour between them
When the pomegranate is open and the llght falls

half thru it
This orchard may be superfiéially like that of the 0ld Testament, but
the polarization between Good and Evil, between red and white, is super- )
seded by the emphasis on fertility and natural cycles.

The "juice of the gods," "ixdp," can only be attained through the

realization and the celebration of the instinctive patterns embodied by
Aphrodite, who appears here under the name‘"Kutheré."51 The antithesis

of Aphrodite and the "acorn" is the more rational, intellectual "wisdom"

represented by Athene, or "ylavk@mis.". Once the power of Aphrodite has
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been asserted the incantation becomes a fluid, mystical celebration of
fertility: ’

"and the vines are thick in their branches

‘ no vine lacking flower,
no lynx lacking a flower rope
no Maelid minus a wine jar

this forest is named Melagrana

The lyrical "dance of the bassarids" is performed for Aphrodite, the
goddess "born of the sea foam," whose beauty, sensuality and fertility
are continually affirmed in The Pisdn Cantos. But here she also embodies

the hope for a new sacrificial altar, "aram/ nemus/ vult."52

Al though
Aphrodite had little significance in the Eleusinian mys;eries,'in Pouﬁd's
interpretation she seems to merge with the lynx and the other goddesses
-of fertility. For Canto LXXIX is not merely an imitation or an enactment .

of the Mysteries, it is Pound's own complex, esoteric arrangement of

fertility rituals and symbols.
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FOOTNOTES

lGaudier—Brzeska: A Memoir, p. 23.

2". . . man is an animal, submitted to the essential instincts
which govern all animality; there being everywhere the same matter
animate with the same desire: to live, to perpetuate life." See The
Natural Philosophy of Love, p. 4.

3Instig'ations, p. 367.

4See hie translations of The Great Digest and Unwobbling Pivot (New
York: New Directions, 1951) and of The Confucian Odes (New York' New
Directions, 1954).

5The Great Digest and Unwobbling Pivot, p. l49.
6Selected Prose 1909-1965, p 325

7Donald Davie gives a lucid explanation of Pound's "Usura"'

If the only reliable symbol of true wealth is the grain which
the earth may be made to yield, a national currency can be a
true register of wealth only when the amount of money in cir-
culation corresponds to the wealth of the natural resources
known to exist in that nation's lands and 4in the known apti-
tudes of its citizens. To create money out of nothing, in
excess of natural wealth, to buy and sell money, to set money .
chasing after money--this is the way of the moulder and the.
brickmaker, not the way of stonemason and ploughman. And this’
is what Pound means by "usura."

See Davie, pp. 158-59,
8Cantos, pPp. 229-30.
9Selected Prose 1909-1965, p. 240.

1OA Lume Spento, p. 74.
11
Collected Shorter Poems, p. 99.

12There is even a suggestion of ridicule in the line "So full of
knowing that the beefy men know less than he."

3
Demeter.

4Accordlng to the OED, "Scarlet and white anenomes are there, some
born of Adonis' blood, some of Aphrodite's tears."

15Dione was Aphrodite's mother, but here the name is a synonym for

Aphrodite herself.
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16Bion, The Lament for Adonis (London: A, L. Humphreys, 1918), .
PP. 14-15.
17The syntax of the line is difficult, but it seems fair to assume
that it is not the worms themselves which are "unwound,” but the silk
thread from the worm.

18Pound uses the same adjective in The Great D;gest . and Unwobbl-
ing Pivot, p. 187¢ ‘

This unmixed is the tensile light the
Immaculata. There is no end’
to its actiom.

g

19"Tensile" means "eapable of being stretched." See OED.

20The "1ight" images which pervade the later Cartos were strongly
influenced by Confucius: "The celestial and earthly process pervades
and is substantial; it is on high and gives light, it comprehends the
light and is lucent, it extends without bound, and endures." See The
Great Digest and Unwobbling Pivot, p. 183,

21The sea, "Terracina" and "the stone eyes" synthesize this image
of Aphrodite with that of Circe in Canto XXXIX: : '

By Circeo, by Terracina, with the stone eyes
" white toward the sea

See Cantos, p. 195.

22_Aphrodite's husband and the father of Aeneas.

3This image recurs in the following passage of Canto LXXTV and in
Canto LXXVI: ‘ '
Her bed-posts are of sapphire
for this stone giveth sleep.
See Cantos, p. 459.

4"coitioh maketh the light to shine." See Edwards and Vasse, p. 99.

25Tithonus, who was granted,K immortal life by Zeus, but not immortal

youth. See Edwards and Vasse, p. 267,

26The Graces. See Edwards and Vasse, p. 268.

27gordello's lover. See Edwards and Vasse, p. 186.

28"et libidinis expers."

9Maya could a}sb be a reférence to Hermes' mother.
Ouynion with God." See Edwards and Vasse, p. 12.

31 . '
In this context the word "personae' means "people.”
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32"Periplum," as distinct from "map" or "chart,"

viewed by the individual: :
periplum, not as land looks on a map
: but as sea bord seen by men sailing.
See Cantos, p. 324. ' '

33The Eleusinian Mysteries continued to be an esoteric cult which
involved a complex initiation ceremony and strict vows of secrecy. It
began as a local cult, but soon became a Hellenic institution and finally
was adopted by the Romans. See George E. Mylonas, Eleusis and the Eleusin-
ian Mysteries (Princeton: Princeton Univ. Press, 1961), p. 7.

34Mylonas, p. 6.

is geography as

35"The mysteries are not revealed, and no guide book to them has.
been or will be written." See Selected Letters 1907-1941, p. 327.

36Selected Prose 1909-1965, p. 70,

37 1bid, p. 53.

38 pid., p. 59.

39Cantos, pPp. 487-492,

40Edwards'and Vasse, p. 137.

41 . .
OED description.

42
p. 199,

43Aphrodite.

A satyr and a companion of Dionysus. See Edwards and Vasse,

44Astafieva was a Russian dancer and teacher, See.EdwardSAénd"
Vasse, p. 12, i

45"Kopn."

46"Imee.“

47Dekker, p. 72.

48 , ‘
Pound thus emphasizes the consequences of the pomegranate seeds,
the initiation of the seasons.

49

Italian for pomegranate.

50Tracian maenads. See Edwards and Vasse, p. 17.
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SlLike "Cythera," "Kuthera" is one of Pound"s synonyms for Aphro—
dite in the Cantos.

52"the grove needs an altar."” See Edwards and Vasse, p. 10.



CONCLUSION

The female figures of Pound's poetry can be seen as individual
"yortices," or points of focus, which embody both his most sensational,
temporary enthusiasms and his more lasting beliefs. But there is also

' For

a sense of progression between these apparently separate 'nodes.'
the sexuality represented by woman in Mauberley or the bizarre metaphors
written under the influence of De Gourmont become the conviction beyond
Demeter, Circe or Aphrodite. Woman, who initially represents an abstrac-
tion or a theory of aesthetics, is given a limited, but sometimes
incisive, portrayal in Pound's historical poems, symbolizes an ambiva-
lence between positive and negative forces.in the earlier Cantos and
finally becomes an essential part o§ a belief.

For Pound "believed" in mythological gods and goddesses. Allen
Tate's criticism of Pound's inability to "believe in myths, much less in
his own power of imagining them out to a conciusion"l seems unfounded,
for Pound continually asserts that "A god is an eternal state of mind."2
Although Pound states this belief several times in his prose, the god-
desses and gods of the Cantos are more convincing than any prose state-
ments:

The Gods have not returned. "They have never left us."
They have not returned.
Cloud's processional and the air moves with their living.
(Cantos, p. 787)

Examining Pound's belief through his poetry, and especially through the

Cantos, the spiritual value of mythology is usually expressed by refer-

100
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ence to goddesses rather than gods. Adonis' significance, for example,
seems relatively limited beside that of Circe or Aphrddite. In "Religio,"
Diana, Aphrodite,3 Persephone4 and Demeter are specifically,mentioned as
recipients of "ehis rite":
What are the gods of this rite?
Apollo, and in some sense Helios, Dlana in some
of her phases, also the Cytherean goddess.
To what other gods is it fitting, in harmony
or in adjunction with these rites, to give incense?
~To Koré and to Demeter, also to lares and-to
oreiads and to certain elemental creatures.5
But Pound's belief is most forcibly. expressed through the Eleusinian
mysteries and through the goddesses he associates With‘these cults, -
Deneter, Persephone, Gea Tella and, above all, Aphroaite. In Guide to
Kulchur, speaking of these "mysteries," Pound states his belief in the
"emotional colours" signified by mythological figures: "No apter meta-
phor having been found for certain emotional colours. I assert that the
. wb
Gods exist. ‘
At the beginning of The Pisan Cantos, and later in Canto LXXVI,7

the Italian for "woman' is repeated, echoing down "the stillness out-

ll. s

lasting all wars
in the stillness outlasting all wars
"La Donna" said Nicoletti
"la denna,
la donna!"
(Cantos, p. 427)
"La Donna," the woman, herself becomes an assertion of continuity, regen- ’
eration and hope. The "emotional colours" represented by the goddesses

of the Cantos eveéntually merge into a principle of the earth and of

nature, a female principle.
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- FOOTNCTES
1Epifanio San Juan, ed., Critics on Ezra Pound (Coral Gables, Fla.:

University of Miami Press, 1972), p. 24.

2Ezra Pound, Pavannes and Divagations (New York: New Directionms,
1974y, p. 96 '

3"the Cytherean goddess.™

"Koré."

5 , R

Pavannes and Divagations, p. 97.

6Guide to Kulchur, p. 299.

7 was still as is never in Sirmio _
with Fujiyama above it: "La donna ...

said the Prefect, in the silence
‘See Cantos, p. 458. . '

-
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