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ABSTRACT

This dissertation attempts to elucidate one facet of what is termed
Pound’s “myth" as it operates in the Cantos, by evesluating his approach
to twelfth-century Provencal material and related historical sources, as
it is reflected in some of his early writings, both prose and poetry, and
by focusing in particular on certain of the early Cantos. In the first
chapter, the poet's interast in the troubadour sensibility is shown to be
linked with his peculiar view of Neoplatonism; the outcome being a blend
of paganism, Christian and non-Christian  Neoplatonism  and
“Broveacalism”, all of which contribute to a mythical vision of the ideal,
of which Provence is a part.

Chapter 2 examines the effect of Pound's fascination with the
troubadours’ work on his own early poetry. The Provencal aesthetic is
seen to operate as a rich source of ideas which shapes his emerging po-
stic, and stimulates a corresponding need to revitalize his use of language
in order to express this devaloping vision.

in Chapter 3, consideration is given to the way in which the Provencal
material is finked with, and given further resonance by, Pound's inter-
pretation of Eleusinian ritual. Pound perceives a common emphasis on
the positive effects of human fove, and deduces a pattern connecting
these cultural phenomena, expressing it poetically by means of mvthical,
imaginative symbolism of fight and fertility.

The final chapter looks at the way in which he demonstrates this notion
of the endurance or persistence of certain qualities and values as emo-
tional correlatives of language. Canto 8 is discussed in detail as a
paradigm of Pound's methad of creating image patterns which approximate
human experience, orchestrating the past and the present within fhis
mythopoeic structure, to convey his sense of the religious or ideal di-
mension of existence.

By focusing on Pound's tendency to mythicise various e sources
of historical learning which he possessed, in an effort to .~ .ve al an
idesl, paradisal vision for the modern worid, this dissertation attempts
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material is linked with, and given further resonance by, Pound's inter-
pretation of Eleusinian ritual. Pound perceives a common emphasis on
the positive effects of human love, and deduces a pattern connecting
these cultural phenomena, expressing it poetically by means of mythical,
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By focusing on Pound’s tendency to mythicise various eclectic sources
of historical learning which he possessed, in an effort to arrive at an
ideal, paradisal vision for the modern world, this dissertation attempts




to emphasise the value of Provence as an element in the creation of
Pound's "myth" in tie early cantos and, by implication, in the Cantos
as a whole.
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2.0 PREFACE

The title of this di i
situation in which Ezra Pound, channelling his creative energy into what

reflects my un ing of a puzzling

he called "an epic”, which he defired as "a poem including history”,*
procesded to comment upoh and to coanect and conflate certaln historical
events in a manner which could naver be considered merely historical.
This apparent paradox underlying Pound's Cantos raises questions about
his sttitude to history and it also calls for an investigatlon of what | have
called his "myth”. This term Is used throughcut this study In connection
with the Provence material and its bearing on early Contos, and It would
be as wall to clarify the sense in which it is applied at the outset.

The word "myth” is applied in the context of Pound's use of imag-
inative symbolism to convey his sense of ultimate things, of the idsal,
or religious dimension of existence. It is applied, in other words, to
describe the non-literal or ahistorical extension of Pound's insights be-
yond an exclusively historical domain. Willlam Righter has pointed out

myth' has certain sffinities with the

that the modern usage of the word
‘spirit of the age’, of nation and tribe, as well as with forms of belief

? and this evaluation corresponds closely with

more poetic than literal”,
Pound’s attempts in the Cantos to distill the essence of the past, to find

its true nature, to tell "the tale of the tribe",? in poetic form.

Pound's borrowing of the above plirase from Kipling reveals his per-
ception of the task of a post in writing 4 modern verse epic. By insisting
Pound

was rovealing a mind which had been trained in the scholarly discipline

on the poet's archival function, the task of recordina history,
of Romance language and had a great fascination with historical data and
documentation. It was Pound, after all, who delved into archives and
copied out sections of manuscripts, the result being that much of the text

of the Cantos consists of historical documents which Pound wanted to be
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aived and read once sgain, and appreciated for the Information they
contalned, He felt that in sticking to the "givenness” of the historical
facts, by relaying the document itself, he coutd allaw the voices of the
past to speak for themselves and, in so doing, "... Pound believed he. ..
fras  fighting] ... the ‘bistorical black-out’, a universal conspiracy to
destroy, suppress, and subvert vital documents
to emphasise that, in Pound's attempt to bring the pest allve in the
Cantas, to preserve its relevance for the contemporary world, his materinl
is often rooted in history, but the method with which he spRrosches the
past veers away from the induclive argument based on undisputed fact

L% It is important .

to which a scholar of history adhers. This does niot mean that Pound,
in ignoring scientific mathods, is deliberately propagating falsehoods - a
restricted sense of the word "myth" - and to read his Cantos as pure
fiction or complete invention is to misunderstand his intention. As he
says in this work:

This is not a work of fiction ~
nor yet of one man: .
(98/708)°

This quotation can be read as a distillation of Pound's “historical
sensa” In that It revesls two of the most important aspects of his attitude
to history. Firstly, because of Pound's commitment to history, and be-
cause he wanted to render its texture "more truly"® (exactly the opposite
of pure fiction), as befits an authentic and absolutely sincere record of
the past, he evolved what he called the "ideogrammatic method" of pra- *
senting images. Christine Froula has termed this method his "poetics of
the fragment”,
detail:

7 and Clork Emery presents Pound's historical methad In

%
b

In this study of history, tha effort . . - to recapture the fn-
tensity of life being lived, and, instead of bringlng history to the
veaden, to bring the reader into history. That is, the reader will
not witness an event as an accamplished f~t but will seam to be
a parti
mentary information, thus being as confusad or ‘gnorant or misled

pant in the event. He will thart.ie often receive frag-

s the original actors.... On the other hand, thougi pressed into
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aired and read once agaln, and appreciated for the information they
contained, He felt that [n sticking to the "givenness” of the historical
facts, by velaying the dotument itself, he could allow the voices of the

past to speak for themselves and, in so doing, ... Pound balieved he...
fias  fiahting] ... the “historical black-out’, a universal conspiracy ta
destroy, suppress, and subvert vital documents ...".* It is important

to emphasise that, in Pound's attempt ta bring the past alive in the
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is often rooted in history, but the method with which ho spbroaches the
past veers away from the inductivs argument based on undisputed fact
to which a schotac of history adhers. This does not mean that Pound,
in ignoring sclentific methods, is deliberately propagating falsehoods - a
restricted sanse of the word "myth" - and to read his Contos as pure
fictlon of complete invention is to misunderstand his intention, As ha
says in this work:

This is not a work of fiction
nor yet of ana man:
(88/708)*

This quotation can be read as a distillation of Pound’s "historical
sense” in that it reveals two of the most important aspects of his attltude
o history. Firstly, because of Pound's commitment to history, and be-
cause he wanted to render its texture "mors truly"® (exactly the opposite
of pure fiction), as befits an authentic and absolutaly sincera record of
the past, he evolved what he called the “ideogrammatic method" of pre-
senting images. Christine Froula has termed this method his
the fragment”,” and Clark Einery presents Pound’s historical method In
detail:

poetics of

In this study of history, the affort will be to racaptuce the in~
tensity of life being lived, and, instead of hinging history to the
reader, to bring the reader into history. “ht is, the reader will
not witness an event es an accomplished fact but will seem to be
a particlpant In the event, He will therefore often receive frag-
mentary Information, thus being as confusedt or ignorant or misled
as the original actors.... On the other ha 1. 'hongh pressed into
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ve as reader

the actian, he will simultaneously waintain his perspec
and will be able to draw inferences from startling juxtapositions
of apparently divergent times, persons, places, events, ideas.®

Pound intends each fragment of the past ta recall and reactivate every
other fragment, creating a palimpsestic form "to embody a changlng ox-
perience of history”.® And, in keeping with his desire for historical au-
thenticity, the line "nor yet of one man"(89/708) reflects his belief that
an articulation of the truth is not possible by one volce only; hence his
sbandoning of a controlling narrative voice in his search for a cross-
cultural, mattidivensional view of history In the Cantos. Pound effacas
himself, and the voice of the poet becomes many voices or personae.
For example, in canto 5, the voice of the poet, or Pound, and Varchi,
the Italian histerian commissioned by Cosimo de Medici, debate the motivas
behind the assassinations of Glovanni Borgia and Alessandro de Medici.
Pound’s voice is thus modulated so that no one voice dominates the poem.
As Kuberski points out, "The Cantos...provide an articulate procession
of selves, subjects, languages, topoi and times, retaining only the cre-
ating self, the body writing”,1® It is apparent therefore, that the writer
of the Cantos perceives himself not so much as a creator, but as an in-
tarpretative agent responsible for keeping open what Philip Furia calls

“the lines of . transmission” from the pz:t, ",., making it new, again,
1

in the present”.

This process of unsarthing written materials so that they may be un-
derstood - in effect “transiated” from their original fanguages into a
modern context - is illustrated in canto 20, in which Pound makes use
of an incident in which he consulted the German phileloglst and author
of a Provencal dictionary, Emile Lévy, about the exact meaning of a word.
The word was found by Pound in Canelfo's edition (1883) of one of Arnaut
Daniel's poems, in the Ambrosian Library in Mifan.?? in canto 20, Pound
asks Lévy ... what do they mean by nolgandres?”(20/89), giving us the
oviginal manuscript version of the word. The scholar mulls over this
. . 'Noigandies, .eh,
nolgandres,"(20/88-90).  Terrell informs us that Lévy subsequently

word, .Noigandres! ~..NOlgandresl/

“emended the manuscripl text to read 'd enci gandres’, and provided a

translation into English.!” In the canto, Pound gives his own version of
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Arnact's original, "d"enal ganres"{20/80), but does not offer any trans-
lation into English, so that he "in sffect lets the reader devise his
own”,* by means of the context in which the word occurs. Pound thus
awcumvents the problem of pinning down meaning In translation by al-
lowing the word to speak directly for itself.

So Pound's interest in resuscitating the past reflects an attitude to
history that can seem almost obiectivist, due to his obsession with doc-
uments. However, his 2im was to discover intra-historical links, echoes
and recurrences in a vislon that is tsken from history, but which forms
what | have called a2 "myth". | do so because Pound, in an nffort to
percerve recurrent patterns within the matrix of the archlval record o
document, has arrived at something that goes beyond historics! fact. It
seons justifiable to use the term "myth", because, In discerning the es-
sence, the archetypal form, Pound is liberating these ldeas from the

snstraints of time and space, transforming them into ideals, which are
endurmg and timeless.

In his preface to The Spirft of Romance, Pound states that “All ages

ave contemporaneous”, *

a statement which highlights the problem which
faces us at this point: to what extent can Pound be said to mythicise
history? William Righter provides » genaral discussion of the mythopoeic
process, which relates very closaly to my interpretation of Pound's

method:

The discoverar of a figurative logic has juxtapesed another jmag-
inative world to that of process: the modal of the world of myth,
however richly figured in Its structural features, however ingen-
wus the discovered homologues, projects through those very
structaring festures the outlines of & sublime flction.... The step
is bayond history into structure, beyand the randomness of things
into an order whose turbulent fragments are never stilled, yet
which nevertheless enables us to envisage the totality which con-
tains the mavement, which in setting us beyond history sets us
beyond time, 1%
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Certainly, Pound does refect to some extent the historian’s analysis of
data, the sequential consideration of a train of events (a "process '), yet
in doing so he gains the freedom to conjure up a non-factus, response
to history, which yet simultanecusly cleaves to the gritty factuality of

its sources. It becomes a fictitious, non-fiteral account taken from his-
tary, or, as | have calied it, a "myth". Michael Bernsiein considers that
"This desperately precarious balancing act, In which the world's history
is fictionalized, appropriated with all the themalic license and willful
patterning of art, only so that it can re-emerge in the (fictinal) text
as 'valid' history, constitutes Pound's basic solution to the problem of a

modern verse epic”. !’ (ndeed Pound considered that, without recogniticn
of the pattern formed by the echoes of repstition, any analysis of history,
by which he meant the course of human affairs, is invalid. Pound's
Cantos include history, incorporating it within the archetypal and the
mythical and so going beyond the historical context, going beyond time
into timelessness by means of a process of fusing the sequences of history
into larger mythic patterns of the timeless. The problem with this ap-
proach is that the "codes”, as Bernstein calls them, of historical anafvsis
and “mythological, intuitive insights” are oppesed. "If either code begins
to displace the other, the poem as a whole risks fragmentation or intel-
lectual incoherence”.**

The unity of the Contos as a whole has often been questioned, and
it is clear that Pound's "conversion” of history into myth presents nu-
merous problems ia this respect. Pound himself conceded late in his life
that he had perhaps failed in his objective - to write 2 modern verse epic,
that is, a continuous narrative embodying a conception of history. When
one considers the magnitude of the task he set himself, snd the fact that
he began work on the poem with a Modernist awareness of the fragmen-
tation of the modein worid by the erosion of belisf in any controlling
system of order, it seems almost impossible that he could have succeeded,
Although this vision of the modern world is essentially negativist, it is
offset by Pound's firm belief in the necessity of understanding the past
and of learning from it. His optimism surfaces in "the creation of an ideal
through the accumulation of fragments”,*? fragmsnts of the past which,
because of their enduring properties have survived the passage of time,
As George Bornstein puts it, “the ecstatic moment [is isolated] from an
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Voo
orderly continuum”.?® Hence the splinterad modern paradise which he

reveals in the Pisan Cantos:

Le Paradis n'est pas artificiel
but spezzato apparently
it exists only In fragments ...
(74/438)

The Prevence material and its related themes form an important part
of Pound's modern paradisal vision. The preliminary history-myth
excursus which | have been engagad on in this preface may help to give
a controlling context for the discussion of this facet of the total myth
of the Cantos, though it is not without its difficulties. Most of these
involve finding the links which existed in Pound's mind between
Provence, which he had studied as a scholar, and other eclectic elements
of historical learning which he possessed, such as Neoplatonism and
Eleusinian ritual, and then deducing the relationship of the sum of these
parts to the whole, which as | understand it, is a vision of the ideal,
in Pound's mind, And that ideal, pervading lo a grester or lesser extent
the whole of the Cantos, is an ideal of light and fertility as opposed to
darkness and various forms of perverse life-denial, typified by usury
and its effects on man's reiation to society and to the Cosmos.

The centrs! thrust of this study, to be found in chapters 3 and 4,
has been limited to discussion of the pertinent sections of cantos 1-30
and 36, with brief comment on cantos 39, 47 and 74. | found it valuable
to include a preliminary discussion of some of Pound's early poems,
written before he began the Canfos because, in them, we first see fis

scholarly tr ng in Provercal material bearing fruit as poetic expression
at a time when he was emerging as & theorist of Imagism. Some criticism,
such as The Spirit of Romance is also examined because it reflects his
preoccnpation with Provence, pagan ritual {later pinpointed as the
feusinian Mysteries), and Neoplatonism, and associated themes of light
and re-birth, thus forming an important part of the argument that he
put forward concerning archetypal patterns and e:hoss in the Cantos as
a whole.
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So, while the scope of this dissartation has been Intentionally limited
to earlier writings, it suggests by implication a bearing on something
central to what | have called Pound's "myth" in the Cantos as a whole.
This wider implication is important because, just as it is extremely dif-
ficult to appreciate poems or sections of Pound's poetry in isolation, so
too is it difficult to grasp one facet of the my'h without understanding
something of how the whole structure operates. Accordingly, this study
focuses in detail on one facet of Found's "myth” - on the synchrony of
elements of Provencal troubadour creativity, Eleusinfan ritusl and
Neoplatonism - and, by virtue of this approach, says something about
the mythical dimension of the whole poem and hence about Pound's per-
sonal and heterodox religious Weltanschauung, with its passionste interest

in

. what sort of things endure, and what sort of things are tran-
sient; what sort of things recur; what propagandas profit a man
or his race:... upon what the forces, consteuctive and dispersive,
of social order, move ...?!

it should be noted that the author, while not equipped to address the
problems and niceties of translation from Provencal into English, has bean
guided by the schalarly work of other critics in this respect. Owing to
the fact that this dissertation seeks to establish why Pound was moved
to include Provencal poetry in his own work, as opposed to the accuracy
of this usage, it is felt that secondary sources are perfectly sdequate
for this purpose.

The author thanks Professor A G Woodward for hin help and encour-
sgement as supervisor of this dissertation.

Finsncial assistance rendered by the Human Sciences Research Council
towards the cost of this research is hereby scknowledged. Opinions
expressed or conclusions arrived at are those of the author and are not
to be regarded as those of the Human Sciences Research Council.
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ATTUPII T BT ST

Owing to difficulties presented by American computer keyboards, the
French word "Provencal’ appears In the text without the cedilla, which
Indicates pronunciation.
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4.0 CHAPTER 1

Pound's Legacy from Antlquity and the Early Middle Ages

No one has ever claimed that Pound's life-long study of Medieval lit-
erature was exclusively scholarly, least of all the poet himself,  Yet,
while his methods in part, and many of his conclusions could seem un-
acceptable to historians, many crltics have considered his feeling for
history to be sound.! Ultimately, Pound’s perceptions are tested within
his poetry, where they either do or do not work within the medium. In
this Imaginative context, his ideas are not rigorously examined by the
reader against known facts and found wanting, but are considersd for
their value within the broadar scope of human experience. In Paund’s
poetry, therefors, one is afforded an experience of a “mythical” inter-
pretation of given facts which embodies the post's sincers (though not
always logical) convictions about the past and, by extension, sbout the
present, too.

One of these convictions is Pound’s parception of some kind of reli-
gious awareness within the work of the troubabour poets, an inclination
on their part towards the world of the spirit. Afthough much of Pound's
theorizing was relatively original, Makin points out that he was opersting
in a context of renewed interest in “the world of splrit in general”, and
was in contact with G R § Mead's esoteric circle.? Pound's sensitivity to
this vague notion led him to qualify his ideas and to pinpoint these ele-
ments as being of heterodox origin. It Is this conclusion which will be
explored extensively in this dissertation , in an attempt to slucidate
Pound's perception of the Provencal aesthetic. This chapter will intro-
duce the aspects of Christian and non-Christian Neoplatonism which
Pound found inspiring In antiquity and the early Middle Ages, and which
contributed towards the myth which he built around this aesthetic,

Pound percelved "pagan” elements across a broad spectrum of Medieval
writing: within the work of the mystical theologian, Richard of §t Victor,
in the Christian physicians , Erigena and
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and, ss mentloned above, in the postry of the troubadours. He con-
cluded, in the essay "Terra italica”:

...some nop-Christian and inextinguishable source of beauty per-
sisted throughout the Middle Ages maintaining song In

Provence,,.”

What exactly he meant by “source of beauty" is the focus of a later
chapter. In the meantime, a consideration of the "non-Christian" matter
leads us inevitably to the tradition In whose shadow the Middle Ages
began - that of Neoplatonism.

It is of the utmost importance to clarlfy at the outset Pound's position
in relation to Plato’s philosophy, and to distinguish batween Platonism
and Neoplatonism,  Pound responded to this body of philosophy in a
characteristic manher, by endorsing certain elements of Platonism en-
thusiastically, and opposing others as emphatically.  For example, he
rejected completely that form of Gnosticism which was drawn in part from
a pessimistic nterpretation of Piatonism and which focused on the world
as being inherently evil. In his Timaeus, Plato describes the beauty and
har

wny of the Co.mos, distinauishing | ~tween the two worlds which
constitute this entity: that of the world of Becoming, of ordinary per-
ception and appearance, and that of the world of Being, of ldeas or
Truths, which he places outside the temporal world, and on which the
world of appearances is modelled. It Is the inherent dualism of these two
spheres that mace a Grostic interpretation of Platcaism possible.
Gnosticism was the extremist version of the reflgious syncrotism that
dominated the very early Christian centuries. Though the Church fa-
thers attacked this dualist form of religion as & Christian heresy, "it
appears o have preceded Christianity,”™ for which reason it is not
surprising to learn that St Augustine (354-430 AD) succumbed initially
to a belief that the world could be axpleined as "a dualism of good and
avil".*  Pound opposed the Gnostic obsessicn with evil which, In broad
terms, consisted of "a vadical rejection of the world as being at best a

disasterous accldent and at worst a malevolent plot".® This kind of
radical pessimism about the world is at odds with Pound's optimistic
religiosity, if one can call it that. At any rate, while Pound cared little
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he did share their belief in an order,
e alien Gnostic God, who exists remote from the

for orthodox = ietiza thinkers,
a belief which . i
world, but who

irreruncilable with the

..mpensates for its imperfections by His innate goodness,
To summarize,

eator who triumphs aver Evil.
ne can say that Pound utwrly rejectsd the form of otherworldly mysti-
cism which was but one of the develvpments of Platonic theory,

What Pound did accept from the Neoplatonic tradition, gleanad from
his reading of Erigena, Grosseteste, Richard of St Victor and others,
was the concept formulated by Plotinus (205-270 AD) and expressed by
means of what Harold Bloam calls "an extraordinary trope or figure of
speech, “omanation™.” Emanation is a process out of God, a pantheistic
doctrine in terms of which God is everything and everything God. There
is, therefore, a lcrarchical chain of being linking the Divine Intelligence
with Anima Mundi, a system which makes the dividing fine between God
and His creatures, or the Cre.tor and the uncreated (in the Christianized
So fine, in fact, that
“God lest His separate identity”.® which is why irigena (c. BO0-877 AD)

version of the Neoplatonic scheme), very fine

was conusidered to be opposed to the dogmas of the Roman Chutch, and
was tondemned posthumously in 1225 as a heretic by Pope Honorius 111,

At the centre of Pound's adoption of the ides of immanence is a kind
<= rehglous awareness coupled with what could be called, in the broadest
e

. a search for truth. Pound's disiike f the spiritualistic Platonic

& temology and ontology has alrcady been touched on, and it would
fn-_pr bm acturste to couch his "search for truth” in any steictly Platonic
terms.  What attracted Pound to the pagan theclogy was, In the main ,
this use of cortain agery. He isolated and employed these images which
he perceived in the works of Erigena and Richard, who had themselves
fercowed from the Neoplatonist tradition. Thase images and Pound's
arashication of them will be discussed in more detail later, whera they will
te explored as an important part of Pound's Provencal myth and of his

gonersl assertion of human potential,

It is perhaps inevitable that Pound's intarest should have been aroused
by the works of the Medieval theologian John the Scot, otherwise known

as Erigens. At a time when most scholars were concentrating their en-
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srgies on imitating and preserving the heritage of the past, Erigena
stands out as an original thinker, an innovator.® Erigena's thinking was
based on "the application of Christian concepts to a Neoplatonic
system".!* He was able to achieve this synthesis due to his knowledge
of Greek, unusual at & time when the Latln culture reigned supreme.
While St tine had in Christianizi ism, Erigena
attempted to provide Christianity with a i . which

is quite another matter. He trod a very hazardous path in terms of or-
thodox Christian theolog,. His sophisticated pantheism was exploited
by the Alblgensian heretics*! and he became something of an outcast from
the Church as a result ("So they dug up his bones In the time of De
Montfort, B3/528).'7 This supposed fact on its own would have been
sufficient to attract Pound to Erigena, for he saw himself as a rebel in
society, apart from the mainstream of popular thinking.

Erigena plays an important part in Pound’s thinking, something that
aught not be overlooked despite the fact that he is mentioned only oc-
casionally and in a very condensed way in the Cantos. His ideas are
included in an area explored by Pound which is characterized by ambi-
guity: a perceivad dimension in which religious belisfs overlap, cultures
intermingte and meaning is abscured. Pound perceives that seme of these
beliefs are of necessity concealed, but that they nsvertheless persist
underground. Far Pound, Provence and the troubadour pustry are at
the centre of this subterfuge. This myth, In which pagan undercurrents
persist into twelfth-century (Christian) Provencs, includes Erigena:

Civilization went on. ..,

A conspiracy of intelligence outlasted the hash of the political
map....Erigena [persisted] in Provence..,.??

o Guide to Kulchur, Pound links Erigena with the Eleusinlan mysterles,
which, in terms of the Poundian myth, are the pagan origin of recurrent
“i i " which

if y Provence and the early
Renaissence. These pagan rites were essentially secret and concealed,
their meaning withheld from common view. They thus form, according

to Pound, part of the tradltion of privy knowledge which embraces
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Erlgena, and which makes it “quite usaless” for Pound "to speculate on
Erigena in the market place”.'* William Tay points out that what probably
led Pound to connect Erigena wich Eleusis was the similarity batween
Pound's perception of "Elsusinian energy”, based on the renewal of life
and “the harmonious unity between man and nature”,)® and Erigena's
"concept of resurraction”, reflected in recurrent renewal within nature
{tor example, the setting of the sun, the death of the seed and the life
of the plant). !¢

In Canto 36, Pound places Erigana within a conceptual structure, "a
continuous cultural stream that produced the balanced part of the Western
‘paideuma’™.}/ Erigena’s significance in terms of this tradition of positive

flow of iflumi or is  highli by means of a
polarization: people and ideas are separated out into camps, positivaly
and negatively aligned, for and agsinst Pound's system:

Eriugina was nct understood in his time

“which explains, perhaps, the delay In condemning him"
And they went looking for Manicheans

Ang found, so far as | can make out, no Manicheans
So they dug for, and damned Scotus Eriugina
Authority comes from right reason,

never the other way on”

Hance the delay In condemning him
Aduinas head down in a vacuum,

Aristotle which way in a vacuum?
Sacrum, sacrum, inluminatio coitu. (36/179-180)

Ty

o Erigena is opposed by the orthodox Church and Pound uses his purported
; S dictum "Authority comes from right easan™'® to undercut the authority
of Aquinas and Aristotle and their refiance on logle. His wisdom is seen
to mystify and, most importantly, to persist and endure. Wheress
Aquinas’ and Aristotle’s ideas go nowhers, Erlgena's are distilled by
Pound into the Latin line: “Sacrum, sacrum, Infuminatio coitu." ("Sa-
cred, sacred, the illumination in coitus.”). To Pound's mind, Erlgena

.

and Cavalcanti were with sex as & revelatory axperience, !

as an [ilumination of and Key to certain mystaries which were not normally
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accessible to human intelligence. Pound therefore affilistes Erigena with
engagement of the senses and, in doing so, strengthens the link between
the pagan mysteries and the Provencal “feeling” in the Cantos. It would
seem that the most significant element in Erfgena’s work from Pound's
point of view is a certain focus of attention: “the emphasis in his
thinking was on the beauty of human life".?° This omphasis stems from
what Erigena meant when he called nature a ‘theophany's it Is the vev-
slatlon of God through creation.®! The idea Is essentially Neoplatonist in
orinin, and Pound was surely correct to sense an element [n Erigena's
emanationist doctrine which could be incorporated into his own syncretic
neo-pagan religiosity,

tn one of Pound's prose works he provides a commentary on what is
one of his favourite idess, exprassed in the line "Sacrum, sacrum,
inluminatio coitu":

Paganism included a certain attitude toward; a curtain under-
standing of, coitus, which Is the mystertum, 2

This “attitude” inciudes “the proper sacramental awareness of the
between impregnation and of divine
Forms",?? accarding to Sharon Mayer Libara. If one takes this sug-

gestion a step further, this purported Neoplatonist view of sexuality
equates coitus with a moment of vision, revefation or Hlumination, all of
which refers to knowiedge of the divine, expressed by images of
emanatory Light. This Neoplstonic "worship of the gods™* sxsreised a
huge attraction upon Pound’s postic sensibility and is sxplalned by & lbera
in terms of what these Neoplatonic ideas had to offer the poot:

...an inteliectual rationale to the heightened emotional states in
which the artist intuits form and brings forth a formed work of

art. 2%

So it is that Pound anchors his sense of the sacred, of a world of the
spirit, in the Neoplatonic metaphor of light, which In turn 1s linked to
his idea of sacred, illumiratory coitus. tn a sense, Pound is setting out
his own varistions within a tradition deriving from Neoplatonism and from
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mystical theologians such as Erigena, Robert Grosseteste and Richard of
St Victor. and poets such as the troubadours, Cavalcanti and Dante,
There were, of course, many others involved in this process, but these
are the authors of works to which Pound was drawn, men who play a
part in Pound's mythopoela. It should be noted that within the tradition
referred to above, there were naturally differences in opinion, variations
upon a theme, For exsmpls, Erigena sees the creation of things as a
process of "emanation of essence from God in the form of light, whereas
Grosseteste proposes the radiating movement of Light from God as the

principle of treation”.2® What Pound selected was the essential idea, a

body of imagery backed by & powerful conceptual structure.

When including Ertgena in the Cantos, Pound tends to borrow diractly
from his work, allowing him to speak for himseif, as it were. His en-
\rance is often accompanied by a line from his De Divisione Noturae:
"Omnla quae sunt jumina sunt” ("Everything that exists is light").?? This
is an example of one of the ways in which Pound brings the procession
of voices from the past, some from the very distant past, closer to the
reader in the twentieth century. On a less obvious level, this methad
reveals something important about Pound: that he himself felt very close
to these “voice:

1t could be argued that the sincerity of this conviction
validates his use of esoteric, sometimes obscure sources in his poetry,
a factor which some critics have claimed makes his work totally inacces-
sible. The issue of Pound’s so-called “historical sense” has been touched
on already in the Preface, and it seems pertinent at this stage to draw
attention to the way in which Pound p) his sense of &

light or wisdom in the Cantos by drawing in a most direct way upon
history. Pound held a strong belief that much could be learnt from the
lessons of histary if one could get to the bottom of what actually hap-
pened, as distinct from an acceptance of mere surface facts. He felt the
modern disbelief in and disjunctios from human history to be the fault
of some kind of conssirscy amongst historians and scholarz, and he
wanted to set the record straight by means of postry:

Given a free hand with the Saints and Fathers one tould con-

struct 2 decent philosophy, not merely a philosophism. This much
i believe. Given Erigena, given St Ambrose and St Antonino, plus
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time, patience and genius you cd. erect inside the fabric something
modern man cd. befieve.?*

This statement certainly reflects a desire on the part of Pound for his-
torical truth. While being careful not to overstate the case, i could be
said that foremost of the attractions of Neoplatenic thought fer Pound is
the inherent search for truth and the emphasis upon the value of and
need for enlightenment. Bearing in mind that Pound loathed the duatistic
potential of Platonic philosophy, it seems nevertheless in keeping with
his nature that he would have been drawn to an emanative type of
Neopfatonism.

It is because the impulse towards truth expressed in the Contos is
central, yet so difficult to illustrate clearly, that one has to be on the
lookout, as onz is when ceading James Joyce's Ulysses, for

which help us to understand the poet's patterns of thought. Richard
of St Victor (d. 1173}, like Scotus Erigena, is one such signpost in the
Cantos. Akike Miyake, in an unpublished PhD dissertation,*® has given
a wonderfully lucid account of the Ricardian tradition in relation to
Pound's development as a poet. The main thrust of this critic's argument
concerns the degree to which Pound's fmagist doctrines are rooted in this
tradition, and these ideas will be most useful when Imagism is discussed
in Chapters 2 and 4 of this thesis. At this stage, however, of most value
is Miyake's clarification of three areas which form the foundation of
Richard's thought and which clearly influenced Pound's thinking:
ratio, imagination and love. Evidence that Pound was attracted to
Richard's work is to be found dotted about in his prose works. |In Spirit
of Romance we read:

The keenly intellectual mysticism of Richard of St. Victor fasci-
nates ma,..**

Praise indesd, coming from someone who had little sympathy for men of
the church as a rule. Perhaps Pound approached the twelfth-century

ascetic with Dante's words in mind:

....of Richard who in contemplating was more than man.’!
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Cestainly, it was Dante who made Pound aware of many of the historical
figures who wara to activate his thinking. He pays tribute to his mentor
with the words, "Dante was my Baedeker in Provence”.’?

A discussion of the epistemology of the prior of the Abbey of St Victor
in Paris in the context of this dissertation is vital, because he represents
on the one hand a perpetuation of the Neoplatonic tradition, inherited
from St Augustine, and, on the other hand, he provides a key for
understanding the poetry written in the twelfth and thirteenth
centuries.*® He therefors straddies religious boundaries and Pound finds
in his work some of the connections that bridge pagan and Cheistian in-
terpretations of the celestial and terrestrial realms, and that support his

P ion with the £ b nature of the twelfth-century
Provancat ethos.

Richard's thought has its roots in the Platonic search for truth, a
source which he came to know through St Augtstine. Augustine agresd
with the Platonists on the question of the source of knowledge, that is,
God, "the light of our understanding”,’* and thet the means to attain
this knowledge is reason or ratio. In other words, "Augustinlan
epistemology indicates reason, as the Word of God within, illuminating
the exterior objects which the mind takes in with will".?® However,
Augustine also qualified this formula by insisting on the participation of
faith which guides and corrects retio in attaining a vision or knowledge
of God. Faith in God is the same as love of God, and therefore, what
is not foved cannot be known. Richard's thinking follows St Augustine’s

in that it reinforces the cooperation between man's ratio and his love of
God.*¢ What is uniquely Richard's in his epistemology is his development
of the methad of contemplation which, in his terms, is a "mode of know-
ing, a way of considering every kind of knawledge, from sense abjects
to the Being of God".’" Contemplation, which brings into harmony man's
reason, working with love of God, and the divine reason, gives birth to
"the specific faculty of seeing the Invisible".** This faculty is imagina-
tion.

Pound speaks of Richard's De Animi ad
{usually called Benjamin Minor}, a work which deals with the preparation
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Certainly, it was Dante who made Pound aware of many of the historical
figures who were to activate his thinking. He pays tribute to his mentor

with the words, "Dante was my Baedeker in Provence™.’*

A discussion of the epistemology of the prior of the Abbey of St Victor
in Paris in the context of this dissertation is vital, because he represents
on the one hand & perpetuation of the Neoplatonic tradition, inherited
from St Augustine, and, on the other hand, he provides a key for
the twelfth and thirteenth
centuries.®? He therefare straddles religious boundaries and Pound finds

understanding  the poatry written in
in his work some of the connections that bridge pagan and Christian in-
terpretations of the celestial and terrestrial realms, and that support his
preoccupation with the sometimes ambiguous nature of the twelfth-century
Provencal ethos.

Richard's thought has its roots in the Platonic search for truth, a
Augustine agreed
with the Platonists on the question of the source of knowledge, that is,

source which he came to know through St Augustine.

God, "the light of our understanding”,’* and that the mesns to attain
this knowledge is reason or ratio. In other words, "Augustinian
epistemology indicates reason, as the Word of God within, iHuminating
the exterior objects which the mind takes in with will".** However,
Augustine also qualified this formula by Insisting on the participation of
faith which guides and corrects ratlo in attaining a vision ar knowledge
of God.
is not loved cannot be knuwn. Richard's thinking follows St Augusting’s

Faith in God is the same as love of God, and therefore, what

in that it reinforces the cooperation between man's ratio and his love of
God,* What is uniguely Richard's in his epistemology is his development
of the method of contemplation which, in his terms, is a "mode of know-
ing, a way of considering every kind of knowledge, from sense objects
to the Being of God”.” Contemplation, which brings Into harmony man's
reason, working with love of God, and the divine reason, gives birth to
“the specific faculty of seeing the invisible".?® This faculty is imagina-
tion.

Pound speaks of Richard's De Animi ad C
(usually called Benjamin Minor), & work which daals with the preparation
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of the soul for comtemplation, in glowing terms. He calls it a "luminous.
treatise”.** The attraction for Pound was twofold. First of all, he was
stimulated by the imagery Richard used, and secondly by that which the
langusge described:  the invisible, the ineffable ideal. By means of
Miyake's paraphrase of the Four Degrees of Passionate Love (De IV
Gradibus Violentve Caritates, a short treatise on the method of contem-
plation and the mystical life written not long before he died), we are
given an idea of the power and besuty of Richard's language:

. a soul in Richard's treatise first admits God, and with God it
enters into itself for seif-knowledge. Oarkness covers the throne
at once, and the soul agonizes in the effort to see through the
cloud in the first stage. In the second stage of love, the eye of
the soul opens to see 'what the eye has never seen and what the
ear has never heard.' In the third degree, the soul, absorbed into
light, is drawn straight through the depth of light towards God,
forgetting all the exterior things till it loses consciousness, passing
itsetf entirely to God. Having thus experienced death, the soul
will return now in the fourth degree, entirely resurrected as a new

man. ¢

in spite of the fact that Richard uses Biblical tanguage, from which Pound
was by inclination allenated, the mystic's words cut through to the heart
of one of Pound’s chief concerns: expr ssion of the ideal, of that which
is invisible. He commented on a passage by Richard of St Victor on "the

splendours of paradise”:

SOV 1
BN )
ey

s

They are ineffable and innumerable and no man having beheld

them can fittingly narrate them or sven remember them exactly.*!

Richard's images of light and of heaven accord with Pound's desire to
create a poetic apprehension of the world of the spirit, of transformaton
and renewal, of paradisa. Most oftan, It is the imagery of light that he
uses te delineate his most maglcal and heightened passages In the
Cantos, and this can be directly attributed to the influence of authors
within the Neoplatonic tradition.
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In the Contos, Provence functions as a mythopoeic paradise, con-
trasted with the chaos of the contemporary worid, The Provencal sthos
is aligned with renewal of life and creativity, at the core of which is the
camplex human phenomenon of love. We have already noted that Richard
of St Victor provides the key to understanding the twelfth-century poetry
by showing that the vision of paradise can only be attained by love,
Miyake points out that across a broad spectrum of ascetics, courtly love
poets and romance writers, love was the focal issue.*? Pound was aware
that the nature of love within this Idlom did not remain fixed, and that
it tended to shift, according to its context. “Pound seems particularly
attracted to the in-between realm where the sacrod and profanc foves
esoterically intermingle”,*? an observatlon which bolsters his conviction
that a pagan ecoticism forms the cornerstone of the troubadours’ impulse
tawards clarity of vision and wisdom,

of Pound’s

Ancthor powerful contributory figure in the
theory of Madieval prefigurations o, the pagan cult of Amor in Provence
is to be found in Remy de Gourment. His work snd, until his death in
1915, his encouragement, was a source of inspiration for the young
Pound, living in London, but already looking to Paris as the cultural
vortex of the Western world, By all accounts, Gourmont was an enigmatic
*, although
a3 the doyen of Symbolism in the 1890’s had passed by the time he at-

man, & ground-bresk of & recluse.** His heyday

tracted the attention of Pound and his contemporaries, vet he still pos-
sessed a magnetism that earned him a place as Pound's mentor for some
years, especially between 1912 and 1922. Pound discoversd Gourmont in
1812, curing imaglsm's formative period. And to be sure, Gourmont was
to have considerable influence on the young poet's development of the
idsogrammic method, chiefly by means of his "dissoctation of deas" which
was the "blasting apart racelved ideas, of disintegrating inert blocks of
clich8s. ... his investigations into the divorce betwesn words and things
(or as he put it, betwsen ideas and images)".“® Within the scope of this
dissertation an anilysis of Gourmont's instigatlans In the field of "the
What fal-
lows will focus instead on Gourmont’s input In terms of Pound and

role of the unconscious in literary creation™,*® is impossible.

Provence. His role in this matter shifts from that of one who endorses
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and confirms convictions to that of an instigator, all the while an inval-
uable help to Pound in his appreach to the troubadours.

One could say, by way of an introduction to this partnership of ideas,
that Pound and Gourmont shared a range of interests, which included
the troubadaurs, Cavalcanti and Dante, Pound’s thoughts in these areas .
had aiready begun to take shape when he resd Gourmont's Le Lotin
mystique: Les Poetes de [‘antiphonaire et la symbolique au moyen age
(1889) and he adduced this work to “demonstrate the varlous medieval
Christian prefigurations of the pagan, neo-Platonlc cuit of Amor in
Provence™’ in his essay "Psychology and Troubadours”, first delivered
as a lecture in 1912, Gourmont's work on the Latin liturgists and poets
of the Middle Ages was, In Pound's words, the rediscovery of "a great
amount of forgotten beauty, the beauty of a period slighted by
whilolagical scholars™.*® In doing so, he "confirmed Pound's intuitlan that
his early work on the music of Provencal poetry was not merely
antiquarianism, but might potentially secve as the basis of a modernist ~
poetics”.*® Pound wrote many glowing reports about Gourmont's con- .
tribution to modern culture, but the credit for revealing forgotten beauty
must be read as one of the most significant; beauty counts for a great
deal in Pound's world. It is a civilizing agsnt, He considered that,
collectively speaking, GCourment's works constituted "a portralt of the
civilized mind”.%* Pound also rated the French philosopher as one of the

s

rare “open writers”, %! an opinion which highlights what Is perhaps their

greatest affinity. It can be ill by two
concerning their respective attitudes to history: *

...no works are definitive....every century must reshape them in
order to be able to vead them.**

All ages are contemporanesous,®’

As Richard Sieburth paints out, the flrst passage cited above demon-
strates Gourmont's belief In an “active congept of tradition”, not a
process of mere imitation, not a disowning of the past, but a reinvention
of the past "in light of the present”. He explalns that “History, for the
ideslist Gourmont, was an a priori construction like any other. He
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further concludes that tha "dynamic interplay of present and past tended

. to collapse the distinctions between the two".%* This mirrors Pound's
belief in the comtemporaneity of past and present, s "historlcal sense”
which Is fleshed out in his vision of repetitive patterns and cycles, ex-

pressed by his use of "repeats in history” and “subject rhymes” in his

poetry.

it Is this shared approach to past humar experlence, perhaps best
described as creative insight, which unites both men In an sffort to tink
the troubadour and the pagan worids. To this end, Pound penetrated
the works of men such as Evigena, Grosseteste and Richard of St Victor;
Gourmont singled out a man such as the eleventh-century liturgist
Soddeschalk. Gourmont, In Le Latln mystique, describes the monk as a
"man of imagination, an inveterate visionary who recounts....the divine
dreams thet have visited his meditations....”.*® One is mmediately re-
minded of Richard, and of his emphasis on the imeginative power of the
mind, on the value of contemplation, and on the appropriation of the
invisible. Pound, stimulated by Gourmont, came to admire one vision of
Gaddeschalk's in particular. This ecstatic, evotic vision Is addressed to
Christ and sensuaily evokes his love for Mary Magdalen.®® Pound trans-
fated it from the Latin in his essay "Psychology and Troubadours”. This
is how it begins:

The Pharisee murmurs when the woman weeps, consclous of
guilt.

Sinner, he despises a fellow-in-sin. Thou, unacquaintsd with
sin, hast regard for the penitent, cloansest the soiled one, lovad
her to make her most fair,®?

In this passage, Pound percaived what ha called "s new refinement, an
enrichmant. . ..of paganism”.*® That is to say:

.Christ’s love for Mary thus not only proved the survival of

(Ovidian) pagan tradition (the god as fertillty symbol, descending
to earth In metsmorphosls to sesk union with mortals) but also
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4 A provided a icant prefiguration of the " ic function or
' cult of Amor’ among the troubadours.®®

Sieburth points out that for Gourmont and Pound the last phrase of
Goddeschalk's vislon, quoted in translation above, is the very kernel of
the sequence - “Amas ut pulchram facias" - and he further submits that
this phrase would become “a permanent touchstone for Pound".®

There is certainly no question that the concept of lova as an enabling
foree fies st the centre of what Pound called “chivalrie contemplation”,
a combination of the courtly topos and mysticism {in particular the mys-
tictsm of Richard , the importa.ce of whose concept of “contemplation”
for Pound has been demonstrated). The troubadours’ art, Pound sug-
gests, was an eloquent expression of the magnitude of love as desire and
umotion, energles which must needs be shaped and harnessed by means
of ritual, in the pursuit of wisdom. This Is only to suratch the surface
of the troubadour love ethic, but it suffices at this point to demonstrate
the affiities that exist between Gourmont and Pound. For example, it
has been said that "No theory of Gourment influenced modern art more
than this belief in the preaminence....of sensibillty over inteliect,"®* a
statement which instantly communicates an allisnce betwsen Pound and
Gourmont. Pound repeatedly declares himself to be on the side of feeling,
of thase dominated by emotion. Of Gourmont's postry he says:

He has worn off the trivialities of the day, he has conquered the
fret of contomporansousness...and we come on the feeling, the
poignancy, as directly as we do in tha old post's.. .

Though the poets he refers to here are Greek, he reserves the same
critique for the Provencal poets, who are party to what he calls an
"aristocracy of emotion”.¢? Pound declares of Gourmont's fiction in gen-
eral that "Sex, in so far as it is nat a purely physiclogical reproductive
mechanism, fies in the domain of aesthetios”.¢® This was in itseif a very
useful reinforcement of Pound's own ideas, but he found in Lettres a
PAmazone a central message that had far-reaching implications for his
medieval paideuma. This message was as follows:
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. the conception of love, passion, emotion as an intellectual In-
stigation...**

That Amer is the highest form of intellect was clearly a bellef shared by
Pound and Gourment,

Gourmont's Physique de P'amor: £ssal sur Finstinct sexuel {1903},
ostensibly a textbook of biclogy, but also a critique of various contem-

porary sexual taboos, was translated by Pound in 1922 as "The Natural

phy of Love". The imps ot this work for Pound lay in the
exposing of social, and in particular, refigious hypocricies for precisely

what they are. The youn:: Pound had uiready observad that there existed
2 conflict betwean two bauic kinds of refigion: the repressive kind and
the kind which asserts what he calls “the life-force”.®* It has been noted
eartler in this discussion that he was drawn to a form of Neoplatonism
which was based on the idea of divine immanence, and which expressed
gedliness and divinity in terms of apprehensible beayty and light. To
return to his distinction hetween twe types of worship, one can see that
Neoplatonisw #3ils ltto ths cotegory which endorses regeneration of the
human psyche. Pound ir. tact asserts that this “life-force” had its roots
in 2 pagan celebration of lsfe. And paganism “not only did not disdain
the erotic factor in its refiious institutions but celsbrated and exalted
it, precisely because it »r :untered it in the marvellous vital principle
infused by invisible Divimt into manifest nature”.*7 This passage makes

it clear that Pound's unde :tanding of the se'_al phenomenon was not
only as part of the acsthier . :amain, but alse s

...a source of wisdi~ and 3 sourca ¢ understanding of tha
world, **

He senses within the irou. sivar work (especially that of Arnaut Daniel)

an active pursult & wisd m, 4 mstinct which espoused what has been

described as:

2 reaching fowards the -.lfillment of all the facuites, a creati~

vity based - Dulief in the sbundance of nature; wersus, on the
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other hand, a reaction from the lack of this faith, an instinct to
grab and hoard, to avoid the light because it is too risky.®®

At this point, it is possible to see that for Pound, the troubadour
poetry demonstrated what Richard of St Victor's Benfomin Minor had
dane:  that the pursuit of wisdom and enlightenment, “the fulfillment of
all the facuities”, {s in fact an act of love. As Peter Makin so succinctly

puts it

In coftu intuminatio; the rite was love-msking and the result was
illumination. 7%

This formula serves both to clarify the troubadour position objectively
and to focus attention on what is essential to Pound's distillatlon of the
troubadour credo. One could further reduce the formula thus: rite-

Eros-illumination. The parts of this conceptusl structure are balanced
and interdependent. If one removes any one of tha three concepts, the
structure disintegrates. Without sexual love there is no need for ritual
and therefore no illumination; without enlightenment, ritual and fove
have no purpose; without ritusl, sex cannot lead the way to upliftment
of the spirit. Ritual, or rite, is clearly fundamental to fulfillment of all
the faculties in terms of Pound’s understanding of troubadour ldeclogy.
He was fascinated by ritual and the welght which it imparts to concepts,
words and Images, This fascination is manifest in many ways, and ought
to be seen as part of what has previously been termed, somewhat loossly,

his "religiosity", a feeling for what is sacred, shielded from the common
view: that which Is essentially invisible. One of the manifestations of
this interest in rite is Pound's belief in the power of detailed nomencla-
ture, of what he calls “naming over” to create an appreheniion of the
ipvisible, or at least an atmosphere in which the Ideal can be appre-
hended. His essay "Psychology and Troubadours” makes this belief quite
clear. To return to Pound's comment, quoted in part on page 25, on &
passage from Richard of St Victor on the splandours of paradise:

They ara ineffable and innumerable and no man having beheld

them can fittingly narrate them or even remember them exactly.
Nevertheless by naming over all the most beautifuf things we know

CHAPTER 1 i




we may draw back upon the mind some vestige of the heavenly

splendor, ™

Pound wrote this essay shortly after he first read Gourmont's Litanfes
and Fleurs de jadis.”® 1t may bu assumed, thersfors, that Gourmont
helped to develop Pound'’s ideas about the power of incantation, The
appeal of these poems for Pound appears to have been their liturgical
cadences, the incantatory Fhythm and the fact that Gourmont had made
Re-

use of the technique of “naming over” in order to invoke beauty.
ferring to Litanles de la Rase, Pound clarifies thair appeal:

. the sheer naming over of beauty ... the procession of all women
”
u.

that v were has passed before yo
Pound seems to be suggesting that in Gourmont's posm, all women become
the one ideal woman, the goddess of beauty. In "Psych'»gy and
Teoubadours”, he develops the idea of conjuring & goddass:

| suggest that the troubadour ... progresses from correlating
all these details for purpose of comparison, and lumps the matter,
The Lady contains the catalogue, |s more complete. She serves

as a sort of mantram.’

pound’s use of the term mantram is interesting. The term orlginates in
the most ancient of Hindu Scriptures, written in Sanskrit, the sacred
Indian language. HMis usa therefore demonstrates not only an eclectlc
cultural vision on the part of Pound, but also a remarkable insight into
the troubadour art. Ha perceives that the Lady, the topos of the courtly
troubadour poet, Is the means by which that poet can focus not only on
i physical, but also on spiritual desires and aspirations. The Lady becomes
representative of the divine order, the means by which the poet can
perceive a higher realm, which is pervaded by that heterodox neo-pagan

2N

ey

f. %
Firate

- . veligiosity to which Pound was drawn.

It 15 not difficult, in the very brisf and possibly simplistic account
given in the paragraph abovas, to detect a disjunction between worship
of a god and worship of a human being. It would most certainly saem
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that the troubadour art is an area in which "the sacred and profane loves

esoterically intermingle”.”® So y close was the iation be~
tween divine Jove and Eros in their poems, that troubadour poets found
it necessary to employ what is known as “trobar clus" or the hidden
style, to shield themselves from censure. This hermetic style involved
the use of ambiguous words, esoteric images and incantatory rhythws.
Pound was fascinated by the ides of the poem as an incantation, a r .al,
& rhythmic arrangement of words and images that together have the power
to invoke. 1n 1912 he wrote a poem, which was only published in 1820,
called “The Alchemist, Chant for the Transmutation of Metals”. It bears
“the unmistakatle imprint of Gourmont's use of rhythm units both in his
Litonies and Fleurs de jadis".”* By combining Gourmont's “quantitative
vhythm"?7 with repetitive use of imperatives, a catalogue of metals and
plants and of the names of women, Pound probably hoped that he would
achieve something like an incantation, a formula. The effect of the
chanting of over forty women's names certainly is one of fusion into a
single image of woman. In addition, Pound repeatedly gathers them afl
under the name "Midonz", a Provencal name which "troubadours often
used for their ladies, whose associations are with words meaning ‘my
lord'™.?* Given this ambiguity, one's impression of the poem shifts
stightly to accomadate *  notion of not simply a chant, but a prayer.
“The Alchamist” therefore represents a very early attempt by Pound to
bring to life the troubadour art, assisted by his mentor Remy de
Gourmont. The following chapter will explore in much greater detail the
influence of the Provencal eth:s upon the development of Pound's early
work. For the moment, ore may conclude that those elements which
Pound selected from troubadour poetry and infused into his own are of
no little importance in unweistanding Pound's work as a whole. It is
extremely difficult to generalise about Pound's Weltanschauung. but
careful observation of his handling of Provencal material and the web of
intercelated ideas associated with Provence allows one a glimpse of his
mythical vision as it is expressed in the Cantos, One can elucidate only
certain of his beliefs, one of which is a firm conviction that certain
troubadour poems contain "the seed of the visionary interpretation of the

universe. ”

CHAPTER 1 33




e It T - S it

in the chapter which follows, the focus will be on Pound's handling
of Provencal material in his early postry, before he began to write the
Cantos themselves. Chapter 3 will show In detaif how this material was
given further resonance In the early Cantos through being linked with
his understanding of the Eleusinian mysteries, which he in turn linked
with the aspect of Neoplatonism that is explored in this chapter. It is
by detecting these links and tracing the conceptual development which
allows them to work as a structure of Ideas underlying certain of Pound’s
Contos, that ane may grasp one important facet of Pound's vision of the
ultimate, ideal dimension of existence, a vision which | havs earlier de-
scribed as being essentiaily mythical in nature, while taking care to
emphasise its indebtedness to historical contingency and esoteric learn~
ing.
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8.0 CHAPTER 2

Pound's Early Peems and the Troubadours

Most Iiterary critics would probably agree that 2 close reading of any
given post's juvenilia would in some measure assist the understanding of
his subsequent work. The poetry of Ezra Pound is no exception to this
rule, and the time spent reviewing his early poems is very rewarcing in
terms of an elucidetion of the Cantas, mainly because Pound's early
scholarly training in Romance languages had endowed him with a certain
amount of historical knowledge which lgnited his interest in twelfth-
century Provence and the troubadour poats at a very aarly staga of hls
career. He began studying Provencal under William Shapard, Professor
of Romance Languages and Literatures at Mamilton College,’ in 1904.
He remalned fascinated by Provencal postry, and his affinity with the
troubadour "feeling”, and associated themes of light and fertility, can
be seen to play an important part In the shaping of his poetlc vision,
as a recurrent motif which [lluminates not only the indlvidual cante, but
the larger contsxt of the Cantos, too.

Pound's early poems, espocially those discussed in this chapter, sre
valuable because they reveal his priorities, the things which mattered
to him durlng the pericd 1908-1915. This was a time in which Pound
broke new ground in methods of poetic expression: he began working
within traditional modes, found them Inadequate, and started to exper-
imant, redefining poetic tradition and opening up new possibilities. That
Pound, the innovator and the Modernist, was both to succeed and to fall
in his attempts to break out of the Nineties mould, is to be sxpected.
Many of his early poems do fail to achieve what ha set out to do, but
this in no way detracts from Pound's innovation and his need to find his
own form of self-expression.

Many of Pound's aarly poerms make use of Provencal thematlc material,
and this is Indlcative
troubadour themes that he both transiated the pooms Into modern English

of two things: he was sa inspired by the
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and borrowed characters and situations for his own work, and that he
saw in the twelfth-century poetry the means with which to mould new
forms of expression in the twentieth century. Whichevar way one looks
at Pound's sarly career, the Provencal matter is inextricably linked with
his beginnings as a poet, and with his subsequent achievements.

Another point that helps to establish the value of Provence in terms
of Pound's early work is the fact that "from the outset of his poetic ca-
reer, he was preparing himself for the execution of his magnum opus”.?
This was, of course, the Cantos, which he began to compose in 1915,
A reference to the idea of a lang poem has been deduced from his posm
of 1908 called "Scriptor Ignotus” from the collection A Lume Spento in
which Pound speaks of "that great forty-year eple/...Yet unwrit'.* From
this bibliographical account, one can see that Pound's Interest In
Provence, and the idea of the Cantos, ave linked In some way. The
notion that the Provencal aesthetic lies at the very genesis of the Cantos
tn Pound's devel as

draws attention to an g
a poet: his Interest In the Provencal “experience”, and his efforts to
recreate its essence, acted as 3 catalyst, spurring him on to sesrch for
a form and 2 language which would express his feelings more accurately.

Pound's poem called "Histrion”, from the collection published in 1908
under the title A Quinzolne for this Yule (but excluded from Personge
of 1926), provides a very good starting point from which to examine this
phenomenon. It highlights what is surely the key issue In this discussion
of his early work: his perception of identity. Pound's understanding
of a poet’s Identity lies at the heart of what he was trying to achieve
as a post. Whst attracted him to troubadour postry In the first place
was a quality which demonstrated to him that these poets “lived" their
poetry, that their posms were a sincare expression of their emotions and
ideas, and that thay succeeded in finding a form with which to convey
this emotion In the most offective way. This Is what he meant when he
resolved to know the "dynamic content” from the "shall”, and to discern
that part of poetry that was “indestructible and could not be fost in
transfation”.® One could rephrase this notion by discriminating between
postry that is real and living and postry that lacks substance and
thersfore does not andure, is In fact dead. Pound empathized (or
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“Identified") with the troubadours, to the extant that he frequently as-
sumes the parsona of one such poet either in the form of an Interpretative
translation or by means of an imaginary, invented soliloguy. In this way,
many of Pound's early poems give voice to poets who have long been
dead, but who in his opinich, still "live”, and, what is more, still have
something to offer. Blackmur puts it this way :

Mr Pound’s work has been to make personge, to becoma himself,
as a poet, in this specizl sense s person through which what has
most interested him in 1lfe and letters might be piven voice.®

it is clear that when reading Pound's poetry, one will encounter many
voices, many masks of the seif, each of whom will tell one something else
about the person behind the masks. This concept is Impartant, because
it applies 10 almost all of Pound's work, and especially to that "artlculate

procession of selves ..."," the Cantos. Ths ubiquitous presence of
masks and voices is something more than Pound searching for his own
voice through the voices of athers, however. it should be viewed in a
wider context, in which Pound searches for identity in a world which is
characterized by flux, a world In which the individual “like his age, has
become fragmented, and thus Pound finds it difficult to select a single
persona ...",* which can express only one point of view.

“Histrion” introduces the concept of masks of the self within a dramatic
monologue:

Thus am | Dante for a space and am

One Frangais Villon, ballad-lord and thief
Or am such holy ones | may not write,
Lest blasphemy be writ against my name;
This for an instant and the flame is gone.
(i 8-10)*

This process of projection of the self onto an object, of becoming one
with an objeet, Is extremely important in terms of Pound's perception of
postic exprassion. As Miyake says, "He must enter the object, whether
the object be an Italian troubadeur ... or an inanimate being ...", ' for
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Pound “cannot attain his being as a post without entering into his object
v

His poem, “The Tree”, serves to establish this idea firmly:
i stood still and was a tree amid the wood,
Knowing the truth of things unseen before;i?

Another of his early poems, "Pravinciz Deserta” expresses this vital
connection between the poet and the object:

| have walked over these roads;
! have thought of them living. **

When Mivake speaks of Pound attaining his being as a post, she refars
to poettc integrity or sincerity, and the knowledge of the self, or "the
truth about the poet's own self”, as she puts it.'* This critic sees
Pound's search for the self as part of the formation of the imagist dicta,
which, she argues, wae heavily influenced by the Ricardian tradition,
According to this argument, Richard of St Victor's notion of contemplation
La mode of thought discussed in Chapter 1), the objest of which is
\nowledge of the self, has been understood and interpreted by Pound
4s follows: the mind is “unified with the object”.!® Clsarly, Pound is
seeply concerned with the necessity of the poet finding what he calls
La virtd. .. the potency, the efficient property of a substance ot par-
' Brooker clarifiss this idea by explalning that it was this quality
of “virtue” that Pound "attempted to carry over from past literatures and

son”

(o discover in himself....the poets Pound chose to speak through were,
i his eyes, examples of established virtd”.!7 It follows, therefore, that
1 speaking through other poets, Pound was simultaneously searching for
wimself and searching for that which is real, as these quotations suggest:

\n the ‘'search for cneself’, in the search for 'sincers self-
expression’, one gropes, one finds some seeming varity,1®

| began this search for the real in a book calied Personae,

casting off, as it were, complete masks of the self in each
poem. **
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While in "Histrion” we do not hear any other voice but Pound's, the

1" of the poem, we are made acutely aware of the possibilities of

projecting onto the mind some other self, or "form":

“Tis as in midmost us there glows a sphere
Translucent, molten g.od, that is the "I”
And into this some form projects itself:

w n-133

This strangely fiquid and illuminative imagery creates an atmosphere
which is distinctly dream-fike in spite of the fact that Pound is exploring
the possibility of apprehending & "reality”. The resulting effect is in
itself interesting, and it is worth tracing the pattern of thought which
leads up to it. To begin with, the self relinquishes its form, as

. .the souls of all men great
At times pass through us,
And we are melted into them, and are not
Save reflaxions of their souls.
(It 2-5)

In this way, the form of the objsct is prujected onto the self, and
Thus | am Dante for a space and am
One Frangpis Villon, ballad-lord and thief
at §-7)

The mask falls away,

This for an instant and the flame is gone.
10

The end result of this rather esoteric process is the enduring of great
men beyond their lifetimes:

And these, the Masters of the Soul, live on.
(118)
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Pound chooses to express the source of knowledge, truth or reality
by means of Neoplatonic light imagery, and in doing so, he echoes part
of Richard of St Victor's treatise on the Four Degrees of Passlonate
Love. In the third degree of love, "the soul, absorbed into light, Is
drawn straight throigh the depth of light towards God, forgatting all

¢ things till it loses consciousness, passing itself entirely to
God".2® The parallel between Pound and Richard helps to demonstrate
the complexity of the concept of a “persona” in Pound's work. He be-
lieves that the ultimate truth or reality (or the apprehension of the in-
visible, to put it another way), is accessible only to those who can "cease
from all being for the time” (i 17), who are able to become one with the
object and can therefore come into being or trae knowledge of the self.
A poet who can achieve this is one of substence, one who will endure
through time. In Pound's words:

Each age has its own abounding gifts yet only some ages transmute
them into matter of duration.?

St
came through sn immersion in medievalism; he found the modern theught

Y McDougal has stated that "Pound’'s ... modernization

through the remote and distant”.?? Certainly, Pound's approach to the
past, and his awereness of patterns of thought and energy which he
perceives as persisting through time, are central to his poetic expression.
i "Histrion" suggests, in a rather hypothetical way, that the mask figure
facilitates the flow of influence from one poet to another, then "Na
Audiart” and "Piere Vidal Old” (from Personae) show Pound actually
donning the mask of a troubadour. The result is a much more direct
and vivid recreation of character, situation and feeling. Where Pound
has assumed the voice of another, has in fact borrowed another's poem,
the resulting work should be viewed not merely as a translation or imi-
tation of the original, but as an attempt “to penstrate an alien sensibility
and make it his own".* For in doing sa, Pound hoped, above all, to
revivify the feeling which he sensed within the troubadour work. The

fact that he considered poetic emotion to be an index of poetic sincerity

or integrity has already been L itis

underscoring Pound's admiration for those whe create "real” poetry:
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Dante's vision is real, bes suse he saw it. Villon's verse is real,
because he lived it; as Bertr.» de Born, as Arnaut Marvoil, as
that mad peseur Vidal, he fived i.*"

Of course, Pound would have added another name to this list; the name
of Arnaut Daniel, whose verses Pound describes as one of the "two
perfent gifts" of the twelfth century Jeft to us.?® Pound translated many
of the eighteen extant poems of Danlel, learning much about form, chythm
and musicality of verse from this exercise. He tried to capture the es-
sentially joyFul, playful approach to love in this Provencal poetry, all the
whife staying as close as possible to the finely-wrought, sculpted char-
acter of the work. Over and over aga.:, in the chapter entitled "if
Migiior Fobbro” in The Spirit of Romance ("The Better Craftsman”,
Dante’s description of Daniel from Canto 26 of "Purgatory”, The Divine
“omedy), Pound refers to the complexity and difficulty of Daniel’s forms,
suggesting that only such a master of the art of love-poetry could capture
the aura of delicacy and "the absolute sense of beauty"?® that surrounds
such an emotion.

The conviction that troubadour poetry is real because the ports lived
it, is part of Pound's fundamental belief thet “emotion cannot be
faked".?7 So whether the emotion in question is love of woman or lave
of war {in Bertran de Born's case, both}, emotion was the quintessential
element of the troubadour work in Pound's view. His problem, a dilemma
which he resolved to a certain ewtent in his Imagist dicta, but only
haltingly in his own eary verse on Provenca) themes, was the finding
af s "suitable form and lsnguage to convey the experience of the
Provencal".??

Donald Davie provides a perspective and pinpoin‘s ‘he problem by
placing Pound within his age. His early poems use "romance language
in the sense that it is the language of historical romances written in
Iste-Victorian and Edwardian England; it Is not a medium in which an-
vthing can be communicated forcefull,  crisply”.?? Makin supports th
view by arguing that Ezrs Pound, as & late Romantic, working within the
mould of “standard p ic search for

ol emotions”, *°
was, to varying degrecs, 3 failure as a poet. “Na Audiart” of 1908 is
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a very good example of the disjunction between Pound's diction and the
sensuality which he was trying to bring across. This version of
Bertran's poem is about desire for a beautiful woman, about sex, in other
words.  Yet, as Makin points out, the poem "is as sexual as may be,

but it is an early Yeatsian sex-in-the-head....Sex has been used to
produce....the debased, Romantic idea of 'ecstasy’ - meaning roughly
any heightened emotiona! state that we can get away with calling 'spirit-
wal™.?1 Certainly, the following lines seem to fall short of emotional In-

tensity:

where thy bodice laces start
As ivy fingers clutching through

its crevices,....

Having praised thy girdle's scope

How the stays ply back from it: (Il 3-5 and 14-15)

The chapter that follows will show how Pound's focus on the positive
effects of human love, perceived in troubadour poetry, Eleusinian ritual
and Neoplatonic doctrine, is developed from & vague notion in early work
into a full-blown myth in the Cantes. [t will ba shown how Pound suc~
ceeds in his later work where he failed in earlier attempts to "bring

across” feeling.

Aware, perhaps, of the failure of "Na Audiart”, Pound revised and
reconstructed this posm in 1915, and calied the result "Near Perigord”,
This posm also represents an attempt to revitalize a past culture. This
time, however, Pound makes use of a discursive approash. dach of the
three divisions of the posm constitutes a different treatment of the past,
He exsmines the facts of Bertran de Born's life in the first part, posing
2 series of questions about the past. These questlons challengs both fact
and fiction, and they serve to bring the twelfth-century trousadour’s life
into sharper focus. It is as if, by presenting a variety of possible ex-
planations for Bertran's action, Pound hopes to reveal a hard, psycho-
fogical reality which will explain “the whofe man” and which wifi “ravel
out the story”, in the words of the poem. This psyrhological analysis
is part of an overall fragmentation, 3 division of reanty into multifarious
levels.  [n part two of the poem, for example, Pound resorts to sug~
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gesting a “fictitious interpretation of the irreconcilable historical avi-
dences”,’* by means of juxtaposing two scenes which contradict each
other.  Makin considers that Pound had two aims in writing "Near
Perigord”:  one was to revitalize history by dramatic presentation of
character and event, and the other was to create a poem which s
mythopoeic, “since it sets out to go beyond the known facts; but it
tramples all over these facts in the process™.'® In the light of this critic's
opinion, "Near Perigord” is undenisbly important in terms of Pound's later
work in which much of his energy was directed fowards the rendering
of exact meaning, and in the pointing out of a pattern or a governing

process in the Universe, what he called "a sort of permepent basis in
humanity”. >
A comparison of “Na Audiart” and the later "Near Perigord" is useful

because it shows that while Pound may have reached some conclusions

about modes of expression, his experiments with Provencal material were

still not wholly successful. Makin considers that "Near Perigord” fails, to w convidersblen
@ xkent, because "you cannot create strong emotion with mere Ideas”,®® which is
to say that Pound had not yet resolyed the disjunction betwsan the
twelfth-century experience as he perceived it, and the transposition of
it into his postry. His donning of masks "as 3 means of avoiding the
seif-conscious, self-pitying tone of much of Victorian poetry”, *¢ his
choica of Bertran de Born as a paradigmatic figure, an example of an
attitude to life which he greatly admlred - none of this had yet succeeded
in fusing successfully the form with the content in his work. A poem
which approximates more closely his interpratation of this historical figure
is "Sestina: Altaforte”, a free verslon of Bertran's original in the form
of & soliloquy spoken through the mask of the troubadour. It is a col-
ebration of masculine energy, vigour, war, dynamic confidence and,
above all, emotion. The combination of sounds, which are grouped into
six stanzas of six lines each, in which line endings are the same but are
in a different order, is extremely powerful. This form was invented by
the troubadour Arnaut Daniel, and it allows for the cecurrence of six line
endings which are, collectively, highly effective: “music”, “clash”,
“apposing”, "peace”, “rejoicing”, and "crimson”.
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Pound has borrowed a form which gives the language emotive power
and in doing so, he tries to reflect that which he felt to be at the heart
of the Provencal ethos:

The cult of Provence had been 2 cult of the emotions; and with
it had been some, hardly conscious, study of emotional
psychology.**

This firm conviction that smotion, like truth, will tell, that it "cannot
be faked"’* and thst It can, therefore, be regarded as a messure of
literary sincerity, brought Pound a fong way towards the formulation of
the Imagist dicta of 1913.

Pound's problem was how to present emotion in the most intense form
possibla, Images are the post's toals, his mesns of expression, and
Pound declared (in 1974) that "the author must use his /mage because
he sees it or feels it....".*? In the same article, he defines the Imags
as "that which presents an intellectual and emotional complex In an instant
of time",*® and in 1815 he wrote that "emotion s an crganiser of forms"
and that "emotional force gives the image".*! One can at this stage
conclude that:

For Pound, then, the art-work is a formal structure whose com-
ponents are & i i :

energy, emotion, idea.*?

In The Spirit of Romance , Pound reveals a fascination with the Tuscan
poets, in whose work he saw the transformation of sensual experience into
intellectual  perception, by means of what he calls “objective
imagination”.? So, whereas the troubadours’ was a cult of the emotions,
the Tuscans’ was "a cult of the harmonies of the mind”. Accarding to
Paund:

Tha best postry of this time appeals by Its truth, by its sub-
tlaty, and by its refined exactness.* (my Halics)
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The words in Italics are crucial, because they are synonymous with the

key word in Pound's theory about technique: precision. This is a word

which has complex ramifications, hoth in Pound's technical vocabluary
and in his conceptual framework, and these will be discussed in detall
in later chapters. For the moment, the word "precision” allows us to
focus our attention on the three primary dicta for Imagism, issued by

Pound in a publication of the journal Poetry in 1913;

1. Direct trestment of the 'thing' ...

2. To use absolutely no word that does not contribute to the
presentation.

3. ... to compose in the sequence of the musical phrase, not in
sequence of the metronome.”®

What emerges most clearly from this programme is the need “to reproduce

exactly the thing which has been clearly seen”*®

and the emphasis on a
single curior b sted image, which as has alrecdy been noted is describea
by Pound as in intellectual and emotional complex”. Pound's stipulation
that the image must be honed, reduced to an explicit rendering of an idea
or an emotion is complemented by his stipufation that the rhythm or ar-
rangement of sounds must “besr the trace of emotion which the poem ...
15 intended to communicate”.*” Ultimately, then, Pound believes that good
poetry depends upon the accirate rendering of emotion, which is why

Makin considers that Pound's main contribution to the twentieth century

in poetic exr is in creating and situations

that are “more than just ‘wieas”. Makin, speaking of the Cantos in
particular, wholly endorses their value as poetry, on the grounds that

they reflact “communicated insights into human states of being™."

A natural consequence of his grawth as a creative artist is Pound's
dimnishing reliance on a speaking mask. and his move away from the
strict limitations of the highly compressed style of Imagism,*® Yet, de-
spite the fact tha: his presentation of Provencal matter may differ in the
Cantos from the earlier pnems, the impuise underiying his treatment of
the past seems to remain constant. ILis an impulse to define the real,
t-ue experience, to recognize the permanent value and to identify the
recurring pattern which provides an order in an otherwise fragmented
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world. Pound's commitment to history, which was governed by the belief
that to understand the past and to learn from it was the only way to deal
with the disloation of the present, led him in writing the Cantos beyond
history into a non-literal or mythical interpretation of certain historical
elements. In the chapter that follows, attention will be turned towards
an examination of the lnks which existed in Pound's mind between the
ancient Mystaries of Eleusls, the twelfth-century troubadour postic, and
tha High Middle Ages. Those links enabled Pound to demonstrate a flow
of energy through time, and it is this tendency to basa his argument on
historical data, while at the same time making claims which are historically
and scientifically not verifiable, that characterises Pound's understand-
Ing.
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8.0 CHAPTER 3

The Troubadours and the Rites of Eleusis

Pound tends to "invant” histery, manipulating the facts to meet his
design, not because he wishes to depreciate the quiddity of the past,
but for the opposite reason: he considers that a true understanding of
history necessitates a proper degree of sensitivity in order that one may
hear the voices from the past with the same clarity that they would have
projected in their own time. So important is the past in Pound's view,
that he saw his role in writing a poem “including” history as one of a
transmitter, keeping open the channels of communication between the past
and the present to facilitate an understanding of intrahistorical links.
This chapter will examine the complexities arising from the links Pound
perceives between two central phenomena in the early Cantos: the
Eleusinian Mysteries and Provencal culture. These, according to Pound,
are linked to each other in essence and feeling, notwithstanding the ob-
vious chronalogical disjunction.  This sounds vague, and indeed the
notion is 2 vague one, but it is one in which Pound invested a great deal
of energy, and many of his Cantos bear witness to the weight of his
conviction.  Apart from focusing on the early Cantos themselves, it will
be necessary to examine and evaluate some of the most important issues
that surround Pound's myth, questions that nsed to be answered, but
which are inclined to lead one away from what really matters: the poetry.
And aithough Pound seems to invite judgement and criticism from all sides
in his attempts to justify his reasoning, it seems fair that, ultimstely,
the poetry be afforded the opportunity to vindicate the poet's beliefs.
In the meantime, there is much about Pound's myth that needs clarifica-
tion, and it is perhaps best to approach its starting point: the rites of
Eleusis.

Any approach to Pound's Eleusinian schems is bound to be tentative,
and justifiably so, for this is one of the most difficult of his notions to

pin down aud to verbalize objectively. And, in the viaw of Leon Surette,

who has made a detailed study of this aspect of Pound's work, the strictly
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objective approach is the only one likely to succeed in this slippery and
elusive zrea of the poet’s thought. He stresses the need for critical
detachment from what he calls “Pound’s set of religious and historical
assertions” and warns against any form of collusion between critic and
poet ! Surette's appeal to cool heads and commonsense is supported by
his insistence that critical research in this area of Pound's interests is
incomplete: “the extent to which Pound himself was committed to these
beliefs - and, indeed, the precise nature of them - is still a matter apen

te questiol Of the many valuable ideas to emerge from this review of
Surette’s, perhaps the most useful is the clear distinction that he draws
between concrate fact and fantasy. Pound's netions about the Elevsinian
mystecies are fictional constructs. This is not to say that they should

not be taken seriously, but rather that there is little to be gained by

ng to prove that Pound's mythicising was anything other than imag-
instive manoeuvering. As Wilhelm has said, "Pound, as a post, is free
to tread where critics, who have to summon documented sources, tend
to fall flat on their faces” * Pound at times seems o take this poetic
licence to the limit, but the way in which he incorporates his under-
standing of the Eleusinian mysteries in the Cantos vindicates this excess,
and thereby gives a further resonance to the Provencal and Neoplstonic
mateeial. Exactly how he does this will form a major part of this shapter,
for without the poatry, his theories would never have aroused so much
critical interest,

In order that we may clarify Pound's proposal that a link of soms kind
existed between the pagan rites of Eleusis and a twelfth-century celigious
cult, which was in turn associated with the troubadours, it will be helpful
to begin by examininy those prose warks in which, with a characteristic
combination of evasiveness and pedantry, he hints at these beliefs. In
The Spirit of Romance of 1910 Pound postulates an association between
troubadour postry and pagan rites:

Provencal song is never wholly disjunct from pagan rites of
May Day.*

Makin describas the essay "Psychology and Troube. « .°, in which this
assertion is presented, as a "synthesis”.® Certainly, it gives voice to

CHAPTER 3 58




Pound's argument that an aesthetic and imaginative continuity existed
across the centuries, an argument that refies upon a holistic .pproach
to related phenomena, for, as Pound says, "In none of these things singly
is there any specific proof ".® However, as Surette points out, there is
as yet no mention of Eleusis” as the source of the elements of Provencal
society which Pound broadly describes as "pagan”. [t is not until Pound
wrote the essay "Credo” in 1930 that the conoection is made openly be-
twean Eieusis and Provence:

| believe that a light from Eleusis persisted throughout the middle
ages aad set beauty in the song of Provence and of )taly.®

What this statement attempts to reves! is a link between tha cult of amor
in Provence and the ancient Athenian mysteries.® Pound had already al-
fuded to a refigious cult in Provence in "Psychology and Troubadours”,

a cult which was opposed to the orthodox Catholic Church, a "'close

™12 which he concedes may have been associated with Manichaeism

ring
(a dualist body of religicus beiief). The devotees of this cult, the
Albigensians, believed by the Church to be heretics, were efiminated by
what is known as the Albigensian Crusade, during which the Catholies
succeeded in destroying courtly Southern French society, and in almost
extinguishing the troubadour poetic tradition. Surette comments that the
“notion of some connection between the Provencal singers of gay savoir
and the Albigenses is ... a persistent if minority view ... But the further
identification of this late Medieval complex of associations with the Mys-
teries is, so far as | can determine, peculiar to Pound”.! If Makin and
Surette are correct in their assections that the idea of a persistent
underground cult was one which Pound had been turning over in his mind
for some years (see footnote 7), then the tone of his statement in "Credo"”
should come a5 no surprise to the reader. By 1930, jt could be said that
an intuition had become a belief.

Pound's essay of 1931-32 called "Terra Italica” contains his most de-
taifed exposition of this belisf:
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For all its inclusiveness the new religion was for fifteen and
mare centuries troubled by heresies, mostly uninteresting and
. perhaps all of them traceable to some cult it had not included,

One cult that it failed to include was that of Eleusis.

1t may be arguable that Eleusinian etements persisted in the very
early Church, and zre responsible for some of the scandals, It
is quite certain that the Church later emerges riddled with tend-
ancies to fanaticism, with sadistic and masochistic tendencies that
are in no way Eleusinian.

It is equally discernable upon study that some non-Christian
and inextinguishsble source of beauty persisted throughout the
Middle Ages maintaining song In Provence ...

And this force was the strongest counter force to .

asceticism A great deal of obscurity has been made to encircle

it ... The usual accusation against the Albigeois is that they were
Mapichaesns.  This | believe aftar a long search to be pure
bunkumb. ...

The best scholars do not belleve there were any Manichasans
left in Europe at the time of the Albigensian Crusade. If there
were any in Provence they have at any rate (eft no trace in
troubadour art.

On the other hand the cuft of Eleusis will explain not only
geners| phenomens but particular beauties in Arnaut Daniel or in
Guido Cavalcanti, *?

This passage, then. enlarges upon what was only a suggestion in
hology and Troub . that Albigensianism, at least as Pound
defines It, can be associated with Eleusis. The historical possibility that

the spirit of Eleusis nould have suryived "uncfficially, in the Langue
d'0c”, '* will be examined shortly. At this stage, we have been able to

isolate a key idea in Pound's myth: that a religious cult was “behind"
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the troubadour aesthetic. Another problem raised by the above passage
from "Terra italica” is that of the connection between the Albigensians,
@ religious sect, and the troubadour posts. Pounc does not make this
issue very clear, mainly, it would seem, because he had by this stage
reslized that if the Albi had been inted with

an ascetic, dualist religion, then there would have been no connection

between them and the troubadours, who were definitely not ascetic. As
Withelm puts it, "he saw that he would have to redefine Manicheanism in
order to support it, and so he usually, and more successfully, linked
the troubadour movement with the ‘pagan rites of May Day', the rites of
Eteusis ..." 1"

The nature of the society in which the troubadours flourished was a
highly complex one, and needs to be examined carefully, but in the
meantime, it {s not reaffy necessary to challenge Pound's assertion con-
cerning the troubadours and the Albigensians, because Chapter 1 of this
dissertation has already established that the early Middie Ages was
characterized by an intermingling of Christian and Neoplatonic - and
hence, in Pound's view, "pagan” - ideas. It is quite conceivable that
the ambiguity o’ meaning in the words of the troubadours and the pos-
sibility of bath sacred and profane interpretation are indicative of a
heterodox point of view, though not necessarily an ascetic one. The
Albigensian connection, however, remains @ problem, if one takes into
account Christopher Dawson's assertion that "There is little evidence that
the Troubadours showad any active sympathy with the doctrines of the
Albigenses”, '* and the fact that most historians seem to agree that the

did embrace i i Rather than lingering on such
questions, it is perhaps much Imore important to emphasize that Pound's
cavalier treatment of admittedly controversial matters indicates that his
energies were channelled into the crestion of a myth, not a body of
concrats fact, . It matters not, therefore, whether Pound is right or

wrong in his assertions, only that "Terra italica” "can be taken as the

shape of his whole myth of the "Provencal’ cult in his later years”.'®

So Pound hints that the cult of Eleusis persisted undarground, an
assertion based on what Heer has described as “the doctrinas of love and
eroticism peculiar to Provance”!” reflected in the highly individualistic
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troubadour poetry. A number of historlans have considered the possi-
bility of the survival of pagan culture from pre-Christian times into the
early Middle Ages, and some agreement has besn reached on this issue.

In the context of a di fon of the twelfth-century culture,
Dawson points out that “Provence was not then, ss at the present day,
in the middle of the European culture area, it was a barder territory on
the frontier of the oriental world".'* This geographical division between
Southern France and Northern Europe, it seems, gave rise to a funda-
mental schism of belief. The troubadour tradition of courtly literature
and the nature of Provencal society represented a threat to the Catholic
Church, which succesded, by means of the Albigensian Crusade
(1208-28), in undermining the entire Provencal culture. The massacre

took place at , the gh of the i and Pound
remembers this in the Cantos:

Ard went after it all to Mount Segur,
after the end of alt things,

And they hadn't left even the stair,

(23/109)

None of this brands the Provence of the twelfth century as heretical;
what it does indicate is that at this point in Its doctrinal evolution,
Christianity wes in turmeoll, Friedrich Heer explains:

the drastically altered Cheistianity which had emerged from
centiries of barbarization, after expesure to late Roman, Celtic and
Germanic influsnces, was now baing confronted by a way of life
and thought snd worship so radical and fanatical that it came
disturbingly close to reproducing the sltuation of the early
Chureh. '

This way of life and worship, which threatened the mainstream orthodox
Cathalic Church, was Catharism, which was characterized by a "mélange
of Grostic and Christian elements”.** According to Haer, Catharism had
its roots in Gnosticism, which was Gresk, and in Manichaaism, which
originated in Persla and the Near East , and which was an essentlally
dualistic doctrine, Gnosticism, as was noted in Chapter 1, was based
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on the belief in the potential of a pure spirit to communicate directly with
the Good. The Gnosti~ ides of purity of spirit combined with tha
Manichean desire for liberation of the soul from the evil world to form

Catharism ("Cothari in Greek means ‘the pure'”).?? It is easy to see why
the orthodox Church objected to this mingling of Christian and nop-
Christian teachings and why it would have been concerned about a society
which embraced them. In twelfth-century Provence, the couttly culture
flourished in this climate of refigious heterodoxy, and the fruit of this
culture, the troubadour peetry, was nourished in an atmosphers which

was essentially liberal. There seems to be sufficient evidence to support
the idea that the Provencal nobllity, and the Alblgensians (practicing
Catharism at Albi, the southern French bishopric), can be linked to each
other, and even if there is no such watertight evidence, the elements
that led Pound to intuit ti.3t there was a religious cult "behind” the
troubadours can be detected wiiout much difficulty.

Thus far, it seems that Pound agrees with the accepted historical view
of the situation in twelfth-century Provence. However, Puund's and the
historians' opinions diverge over the issue of Manichaelsm. In "Terra
italica” he strongly refutes the idea that the Albigensians {in other
words, the religious cult behind tha troubadours, if one takes his ar-
gument to its supposed ion) had any ion with

dualist asceticism.  Let us look once again at this complex passage,
quoted at length on page 60, isolating the relevant section:

1t is equally discernable upon study that some non-Christlan
and inextinguishable sourca of beauty persisted throughout the
Middle Ages, maintaining song in Provence .

And tals force was the strongest counter force to ...
ascoticistm. ... A great deal of obscurity has been made to encircle

it ... The usual accusation against the Albigeois Is that they were
Manicheans.  This | believe after a fong search to be pure
bunkumb. ...

The best scholars do not believe there wers any Manicheans left
in Europe at the time of the Albigensian Crusade, If thers were
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any in Provence they have at any rate have left no trace in
troubadour art.??

His argument centras around his intuition that “since the sesthetic of the
troubadours was one of delight in the available universe, the cutture out
of which they grew cannot have expressed itself in the dualist asceticism
that s commonly supposed to have been the heresy of Languedog”.?’
The question as to why Pound should have felt it necessary to oppose
the generally accepted belief that the Albingensians were Manichaean,
and, therefore, ascetics, and to substitute a picture of "the Alblgenses

% can only have ons answer: he had

a5 adepts of & pagen lave cult”,
to pevise the scensrio in accordance with the rest of his myth, As Makin
says, "Pound was rewriting this part of religious and sacial history, and
we must look at the evidence in detail, and judge his revision".?* Whils
he rojects the asceticism of Manichseism, because it does not fit into his
scheme, Pound nevertheless identifies indlrectly with other elements of
this body of thought, which he sees reflested in the troubadours' art,
it is paradoxical that Pound, who based his Cantos on a "sense of the
transcendant power of earthly beauty”,?¢ should have identified in any
way, however indiractly, with 2 doctrine which taught that as the ore-
ation of the world was the work of the Devlf, the worid must be evil,
Of the two qualities which seem to have attracted him, one has alveady
been the piri of the , their pro-
fanity and their emphasis on sexual fulfiliment. The other Is equally

important, and a discussion of these twin quallties should provide a
complete ploture of the troubadour sthos. It is the rituallstic quality
which is present in Catharism, the cause of so much consternation on the
part of its opponents, and in troubadeur poetry. Ritual can operate as
a means of concealment, of maintaining secrecy, and it is interesting to
note once again how attractive Pound found this notion. We shall be
discussing the ritualistic aspects of troubadour postry in detail later on,
for this is clearly a vital link in the chain of phenomena, invented and

factual, that i Pound's non-literal or “ythical interp of
histary. n this connaction, it should not ba forgatten that at the atigia
of his "myth" are the rites of Eleusis, secret mystical practices that have
never bean exposed fully. In the Athenian state, sacrilege was a se-
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verely punishable offence, and "the chief sactilege was the breaking of

silence” surrounding the Eleusinian Mysteries.?”

It is clear that the troubadour operated within a highly sophisticated
and complex society, governed by what Dawson calls "an elaborate moral
He
qualifies this definition by llsting the essentlal features of this ideal:

code” which supported an ideal not Christlan, but "frankly pagan”.

“the glorification of life, the assertion of the individual personality and
the cuttivation of the pleasures of the senses”.?® Having establk hed that
Provencal society was nothing if not spiritually ambivalent, this seems
an opportuna moment to focus o that which Pound presumed to be the
origin of this curious co-existence of secular and religious belief: the

Eleusinian Mysteries.

The Eleusinian Mysteries were ritual celebrations whish took place near
ancient Athens?® and which lasted for more than a thousand years.?®
Helen M Dennis gives a clear account of the two stages of the Mysterles:
ware celebrated in

The Lesser Mysteries, sacred to Dionysus,

Spring.  The Greater Mysteries. sacred to the two Goddesses,
Demeter and her daughter, the Kora or Persephone, were cele-
brated in Autumn. Participation in the lesser mysteries was a
prerequisite to initiation into the greater or Inner Mysteries cela-

brated at Elsusis itself. The inner Mysterles seem to have culmi-

nated

stage,

ground and seen in or through fire,

in a vision of the Kare appearing to rise from out of the
(During the pan-Hellenic
a variation of thls epiphany was the ritual union enacted

by the priest and priestess
fortility as a divine function), ™!

In giving this account, Dennis has

ritual drama: the descent Into th

a mimetic celebration of natural

lated the two main elements in the
~t+ 4 of the Dead, and the universal

rite of regeneration which sometimes involved a titual act of sexual union.
As a religlous cult, "the Elousinfan rtus carry the symbolic meaning of
a new birth” and theiv onactment laid “he foundation for a stable soclal
arder”.?? In offect, the rites represen un organized sttempt to sscure

a guarantee of survivel from the gods. Pound's sttraction to this
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chthonic natural wisdom and his incorporation of its central ideas into

the Cantos leads Surette to describe Eleusis as "the imaginative heart of

his poem, with the metaphorical structure which has prevanted It from

flylng apart".?? He recognizes (for the flrst time in Poundlan criticism,

he believes) “the importance of the rites of Eleusis as a paradigm of the

Cantos’ actlon”,?* although he warns that an elucidation of the role of .
Eigusis will not automatically reveal the "meaning” of tha poein,

In one of Pound's latters, the poet sttempts to outline "the main

scheme” of the Cantos in terms of a musical composltion. The first

mavement in this cutline is "Live man goes down into warld of Dead".?®

Canto 1 is modelled on a Renaissance Latin translation of Homer's Nekula

{Book XI, "The Book of the Dead”, the Odyssey ), In which Odysseus

is directed by Circe, with whom he has stayed for some time, to voyage

scross the seas to Hades, dwelling place of the dead. Here he will consult

the shade of Tiresias, who will tell him how to find his way back to ithaca

and his wife, Penalope. Pound chooses to focus on the Nekula , and in ~
doing so, manipulates Homer's epic to fit in with hls own. Two of .
Odysseus’ actions are highlighted: his coupling with Girce and his de-

scont to the Underworld, Both of these actions relate closely to the

central action of Eleusis which, as we have seen, involves a ritual

of sexual union rep ing death and renewal, accompanied
by a descent to tae Underworld. 1t seems safe to assume, therefore,
that Pound managed his Odyssean frame for the Cantos around Nls
knowledge of Eleusis. In case one has missed the significance of the
archetypal descent, canto 1 ends with the phrase "So that:", “suggesting N
that the balance of the poem Is samehow a consequence of thls Initial
descent”.® Suratte reinforces the idea thet Pound had Elausis in mind
when he was composing the early Cantos in & discussion of a phrase from

“Canto One", from a passage discarded In rovisia. O Virgilio mio' ...
may well be taken as a direst reference to Virgll" and Book VI of Virgit's
Aeneld, he points out, "has long been regarded as the literary de-
scription of a descent Into the Underwortd most closely confarming to the
Eleusinian rites, and Pound most assur.o'y would heve bean sware of
this".?” The reference in "Canto One” s tainly requires an explsnation,
for Virgil as & writer was not admired 1y, Pound.
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There is much to be galned, in the way of understanding Pound's
rendering of Eleusfs, by examining cantos 17 and 39, both of which relste
Io the Nekula.’® Canto 17 takes up where canto 1 laft off, with the phrase
"Sa that:", linking the hymn to Aphirodite, goddess of love, of canto 1,
“Bearing the golden bough of Argicida’ (or Hermes, guide to the souls
of the Underworld), with the Dionysian line "So that the vines burst from
my fingers”. This seems to indicate a clear passage of association be-
tween the journey to the Undarworld in cante 1 and the earthly paradise
which, because it is populated by Eleusinian gods such s Zagreus (or
Dionysus) and Koré (or Persephone), can be interpreted as ancther
journey to the Underworid or Elysium (the land of the blessed dead -
“Koré through the brinht meadow,"), in canto 17. The last lines of the
fatter lead us to the Underwoild itself with the lines:

"For this hour, brother of Circe.”
Arm laid over my shoulder,
Saw the sun for three days, the sun fulvid,
As & tion tift over sand-plain;
and that day,

And for throe days, and none after,
Splendour, as the splendour of Hermes,
And shipped thence

to the stone place,
Pale white over water,

known water,
(1/79)

The first part of canto 39 is based on Book X of the Odyssey in which
Odysseus is delayed in bed by Circe from "Spring overborne Into
summer/late spring in the leafy autumn”(39/193), before departing on
his voyage to the Underworld to meet the dead. This is & clear link
between cantes 17 and 3§, which indicates that Pound is describing the
same event, the journoy to the Underworld after a sexual encounter.
In addition, there are simifarities in the settings of the two cantus. Canto
17 is characterized by the dancers and the “light not of the sun"(17/77),
canto 38 by the ritual dance to spring and fertillty and the
“half-dark”(38/195}. So it is clear that the two cantos are linked by thair
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1ssocistion with Odysseus' encounter with Cirne, "an encounter which is
s prelude to the Underworid ... [which is] the touchstona for
Sleusis”.’® Thus, in terms of the Cantos, the sexual act Is seen to be
the key to knowledge.

It is this concept that underfies another link between these two cantos,
shich Surette calls a "verbal signature”.*® it occurs in canto 17 a3 "with
er eyes seaward" and in cante 3% as "with the Goddess' eyes to
-eaward”. This goddess is Aphrodite, goddess of love, an important
«eity in the Cantos and one whose theophany s celebrated in canto 17.
1 is clear that in Pound's rendering of Eleusls, passage to the Under-
world, that Is, to knowledge, can only be granted by the rites of
# shrodite, an agent of revalation. In canto 39 for example, Circe's words
t Odysseus, "Discuss this in bed sald the lady"(39/184) are followed
a'nost immediately by the fertility dance: the sexusl act Is assoclated

wh spring. This brings us back to the second element in the Elsusinlan

d ama:  the rite of reganeration, renewal and fertility. In "an eplc

me sing toward a beatlfic vision attained through the agency of sexual
lo 27,*! the concept of a fertliity cuit "at whose centre lies tha mystery

of numan sexuallty”, "2 Is clearly vita), Pound's myth alfows thase whose
af* rmation of the life~force sats them apart from those who are stunted
by negativism, to apprehend a higher reality, expressed In tha Cantos
as “crystallised visions or manlfestations of states of mind or
eration”.*? The link between the ability to apprehend what is essantially
ir visible, and the aspect of dis-
¢ ssed in Chapter 1, should be claar at this point, given the volatils,
« neretic processes of Pound’s mind,

The st-uggle upwards from darkness to light, from ignorance to illu~
- ination, therefore, involves engaging the emotions, particularly those
-t love and sexuslity. The concept of engaging emotlon is central to
ound’s mythopoela: it relates to both the wtes of Eleusis and to the
roubadour chanso ot love song. He reads the enactment of the Mys-
Leries, the mechanisms of which included rape and adultery. as a ritual
channelling of energies, energies which were divine, origlnating as they
did from the gods. He percelves a similar organization of ematien or
sexual energy in the troubadour fyrlc. He deduces, therefors, that these
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two phenomena can be connected, for they have in cominon a concern
with human sexuality, a ritualized way of expressing this soncern, and
a desire to bring the human consciousness closer to that of a higher
realm. In terms of this deduction, the troubadours are seen fo share
the Eleusinian desire for renewal and rebirth, an idea which leads Makin
to define what he calls "Eleusinian meaning” in Pound’s Contos as a .
transformation by “a kind of ecstasy”. ** The word "ecstasy" has been
well chosen, especially if one considers Pound's essay "Psychology and
Troubadours”, in which he distinguishes between two kinds of contem-
plation:  "ascetic” and "'chivalric’".**  The first type, he maintsins,
describes the efforts of Medieval mystics to attain a vision of God; the

second relates to that combination of courtly fove and mysticism evident
in the work of the troubadours.*® This combination makes for a concep-
tual complex which is highly appealing to Pound, who sees Eleusis as "the
fountain head of the religion of amor "7 and the troubadour posts as
the priests of this refigion.

An ideolagy in which a particular attitude to human desire and its
fulfiliment is combined with a religious impulse of some kind, ("religious”
in the sense that it is a spiritual impulse}, is bound to produce some
interesting results if it is expressed in poetic terms, particularly if the
poets are intimately involved with the practice of this "religion”. Evan
the theories which try to distill the essence of courtly love are suffi-
ciently interesting to justify their presentation in this context., There
has been much debate on this subject, and while disagreement persists,
! that ,
are useful for this study. Roger Boase views the concept of courtly love

various scholars have in providing genera!

in the very broadest terms:

Courtly love was a comprehensive cultural phenomenon, a fit-
erary movement, an ideology, an ethical system, a styls of life,
and an expression of the play element in culture which arose in
an aristocratic Christian environment exposed to Hispano-Arabic

influences.*?

Other scholars have provided useful definitions, describing it as "an
intellactus! system with 2 formalized code”** and "a mode of thought,
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exprassed in literary conventions” revealing "a cluster of personal
feelings and social values”.*® There is also the "game theory" of courtly
lave, which suggests that it was 2 “game of fove ... played with some
seriousness”.®! There is even a school of thought which, on the grounds
of its sanction of adultery, considers courtly love to have been 3 heresy,
totally in opposition to Christisnlty.®* And one should not ignore the
perspective provided by a feminist examination of courtly fiterature, For
the purposes of this thesis, it is unnecessary to exhaust every possibility
prompted by this complex cultural phenamenon, nor is it ecessary to
draw any scholarly conclusions; however, one area of detail, which the
critic Foster has researched, throws some very valuable light on the

substance of the troubadour love-ethic. in examining what he calls "a

of love” in twelfth y Western literature,®®
he takes as his text, not troubadour poetry, but a prose treatise called
De Amore by Andreas Capellanus, commissioned in the 1180's by Marie
de Champagne, daughter of Eleanor of Aquitaine. It is interesting to
note that Andreas, who was probably a priest, and, as such, had been
armed with a Christizn education, saw fit to retract everything contained
within De Amore in sn epilogue to this work. This retraction Is one of
the roasons why Andreas can never reafly be taken seriously, but, as
Foster notes, it lends considersble interest to the work, because it
brings the conflict between courtly love and Christianity ... into the
apen, and because it is clear evidence that the conflict was felt as a real

o

one in the world for which he wrote It also helps to substantiate

Pound’s awareness of a certain "religiosity” in the troubadour lyric by

implying that this the for Christianity
of another kind of "religion”. There seems to be no question of the in-
tended seriousness of Andreas' love-ethic; Foster appraises this work
as a "doctrine”, that is to say, a body of instruction expounding a belief.
And because he describes the ideas of Andreas as being "broadly in
harmeny with those of the tweifth century troubadours™,®® it is worth-
while examining the central principles of this doctrine.

Andreas’ code of human love deals directly with the problem of human
desire, firstly by accepting that "in human nature love is sexual at-
traction operating as conscious desire™® and secondly, by showing that
sexual sttraction has the potential to be of great spiritusl and moral
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value. Sex, therefore, should stand for more than just physical sensa-
tion; sexual energy should be directed to facifitate & spiritual esctasy,
a refinement of the soul, not a mere pleasuring of the body. We are faced
once again with the channelling of energy, one of Pound's favourite ideas,

and one which previously has been segen at the centre of Lis interpretation

of the Eleusinian rites. Andreas stresses th need for self-control and

the part it piays in the effort “ta bring sex into barmony with the
spirit”. 37 Foster condenses Andreas’ doctrine of self-discipline with the
following:

For him the true love-ethic, foving intefligentiy, sopienter omare,
consists in directing sex in harmony with human nature precisely
as human ... %%

We have, then, a code of "natural’ morality which insists that human love
equals ongoing desire; which acknowledges that man is a part of the
natural world and as such responds to the universal urge to renew and
regenerate life (much as Erigena had done a few centurles earlier by
means of an inverted image, one “of heavenly iight descending and di-
viding itself into all being"**}; and which endorses the individual’s right
to engage his emotions and desires in order that he might assert himself
against 3 [Catholic) social order that sought to deny such individuality,
As Heer has said, "The day when monks and clerks were the custodians
of a man's soul was past; a man’s hope of felicity now tay in the hands
of ... his lady",%®

Just as Pound perceives a “source of beauty” in the ritualized action
of the Eleusinian fertility cult, so he sees a correlative in the erganizing
of emotion practised by "the servants of Amor"®' in Provence, the
troubadours. He was attracted by their predeliction for celebrating hu-
man sexuality, for fulfilling all the human faculties, in short, he identi-
fied an aspirant energy which was embodied in a cult of the feminine and
which can be formulated thus: “woman as focus of the poet's intelli
gence".%? Pound explains this emphasis in The Spirit of Romonce by first
defining the function of sex in a general way as either reproductive or
educational. He then sddresses the problem of the Provancal attitude

to sex, suggesting that this “'chivairic love™ of the troubadours’ can
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be defined as educational in function and further implying that this

emotion led to “an 'exteviorization of the . and ‘nterp

of the cosmos by feeling”.*? To rephrase his whole train of thought at
this yoint: the troubadours “made disciplined use”, in their rites of amor
"of the 'charged poles’ of sexual opposites in order to create within
themselves an almost magnetic susceptibility to gradations of emotion.
The tensions thus evoked in their personslity would sensitize them to -
and uitimately merge them with - the "universe of fluid force’ or Platonic
mind (nous) about them”.®* Perhaps the most significant aspect of
Pound's construction is the distinction allocated to desire by the
troubadours.  As Sieburth points out, Pound preserves the Western
tradition of “the seminal power of love as art and knowledge'®® by
reading the troubadour aesthetic as an “aristocracy of emotion” and “a
cult for the purgation of the soul by refinement of, 2nd lordship over,
the senses” and as a religion centered on the “sheer fove of beauty and

a delight in the perception of it".*¢ And as the beauty is very often that

of a woman, and the “chivalric love" directed towards a woman, the woman
can be said to embody a desired goal. She becomes an abstractioa, an
ideal,®” which is why "the psychological core of the Provencal lyric” is
“the feeling of the lover that to approach near his beloved would be to

rise to a higher level of existence”.%*

At this point in the development of the courtly love lyric, love is an
enobling force, a transforming influsnce, The feelings projected onto

the lady of the troubadours’ lyric "facilitated some kind of mystical ex-
perience of the Divinity. It availed & numinous apprehension at the high
end of poetic sensibility, bordering on religious ecstacy yet grounded in
the carnal delight ... of sexual magnetism".* The ability of the woman
to arouse heightened emotion in her lover transforms her into a source
of wisdom for that lovar. But this process, according to Pound's way
of thinking, also involves that which De Amore so energetically stresses:
exertion of self-control. Pound constructed an elaborate theory to sup-
port this idea, defined in The Spirit of Romance (p.97) as “necessary
restraint”. Surette has pointed out that the whole idea may have been
purely an invention on the part of Pound, helped along by Remy de
Gourmont, and should be evalusted as a bistorical fantasy, no more.™®
However, bearing in mind that Pound envisaged this phenomenon as no
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fess than a secret cult of sexual delay, one should investigate the ex-
istence of trobar clus (hidden style} in the troubadour work, befors

dismissing his ideas.

Trobar clus was Found's proof of the presence of ritual in the
troubadours' song, proof supporting the myth which places a pagan re-
ligion “behind" the Provencal poetry. Most troubadour poams are written
in the simpie style known as trobor plan or trobar leu {light}. However,
some poems, by means of a particular use of language, are written in
such a way that their meaning is obscured. The reason for this should
be clear in the light of a previous discussion abaut the heteradox nature
of courtly civilization, a society which after all might well have had need
of concesling devices. Wilhelm traces the orlgin of trobar clus further
back in time, when hermstic expression was necessitated by the sup-
pression of early Christianity by the Romans. He describes how this
religion operated secretly “with private fish symbols, handshakes, vocal
greetings, and subterranean mesting-places. Furthermore, its doctrines
depended heavily on things that cannot be seen, such as miracles and
the interventions of angelic beings”. ™! It follows that courtly lovers might
have had "secret languages ... signs and symbols, colours and pass-
words",’? artistic devices which communicated an element of worshin,
while protecting the lovers from possible censure, It follows, tao, that
all this concealmant and secrecy would have great appeal for Pound who
was fascinated by that which persisted apart from and despite mainstream
opinion. Pound concluded that the rationale behind trobar cius was the
concealment of the erotic, and Wilhelm's exegesis of Arnaut Daniel's fa-
mous sestina {Poem 18) supports this deduction by demonstrating the
ambiguity of meaning which allows for interplay of sexual undertones,
What follows is a breakdown of all the multiple meanings of six words that
are repeated in the poem:

ARMA - the spiritual "soul”, but aiso “he or she arms”;

VERGA - the religious “virgin”, as well as the phallic "rod, shaft";
(NTRA - “to enter”, a word that suggests sexual penetration;
CAMBRA - “"chamber”, the vaginal word that balances the "rod";
ONGLA - “"fingernail”, a word that suggests both savagery and
playfulness, with tickling or harsh scratching;
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ONCLA - "uncle"; the odd man out in this sensual context; a
voice of authority who intrudes on the poet's jmagined revery of
bliss, along with a mother, a brother, and an odd assortment of
relatives who want to inflict a tsboo upon the mysteries of Christian

Eros. ™

Wilheim elaborates on the ambiguity of the Provencal fanguage, demon-
strating that "Ambiguity ... goes even deeper than the connotations of
words, into the words themseives”, a fact he attributes to an ideological
shift from Classical to Medieval Latin which "follows the change from an
smpirical Greco-Roman world to a metaphysical Chiristian ane”. " With this
stymological research in mind, it certainly becomes easier to ampreciate
Paund's intuition about troubadour ritual, in terms of which words, which
are emotional correlatives, are assembled much as an incantation is

o d. The lyric Is si y sbout love, and is an act of love,
and because the inherent potential of coitus places it in a realm which
transcends surface reality (“Sacrum, sacrum, inluminatio coitu”36/180),
it seems highly approprlate to Pound that the troubadours used language
which straddles several layars of meaning, a formula which mystifies the
aninitiatad and Hlumines those privy to its secrsts

For Pound, sex "was so primary that it must be harnessed as a force
towards transcendence”,”® a fact that renders the holding back, the
“necassaly restraint” of grester value than the consummation (which is
why Odysseus’ coupling with Clrce, which Pound interprets as an example
of saplenter omare, is singled out, along with the journey to the
Underwarld, In praference to Homer's nostos or homeward journey and
ali else for that matter).’s If the act of love is performed with “the

proper  sa of the between

impregnation and knowledge of divine Forms",”” in an exultation of the
{lfe-force, then the act remains sacred: if not, it is perverted. This
we witness in the contemporary Heil Cantos (14-15} in which “the per-
verts, who have sst money-lust/Before tha pleasures of the
senses;"(14/61) are accused of confusing natural increase, or regener-
atlon of life, with the capitalistic increase of money: a case of energy
misdirected. A debasement of the sexual act, “"sadic mothers driving
their daughters to bed with decrepitude,“(14/62) is followed by a horrible
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reversal of natural propagation: “sows eating their litters'(14/62), and
finally,  "....Episcopus, waving & condom full of black-
beetles,. i of ted, Ui of
distribution,"(14/63), opponents, in Pound's terms, of true values.
Canto 29 contemplates reprassion of desive, In a tone altogether more

subdued, but with the same intent, which is to present spirltual death:

With a vain emptiness the virgins return to their homes
With a vain exasperation
The ephebe has gone bask to his dwelling,
The djassban has hammared and hammered,
The gentieman of fifty has reflected
That It is perhaps Just as well.
Let things remain as thay are.
(20/143)

War is another cause f an imbalance in sexual energies. Canto 2
axamines the causes and consequences of war and both of thase "are
expressed in terms of sexual strife”.™* Pound alludes to the stary of Troy
and to Helen (of Homer's fifad), by means of her medioval analogue,
Eleanor of Aquitaine. Eleanor's name is followed by two Gresk words
(“elenaus, sleptolis”) which are from Aeschylus' Agamenmon “in which
play the chorus puns on Holen's name (Elena): elenaus, eleptolls, and
elondros  (destroyer of ships, destroyer of cities, and destroyer of
men)”.7* This play concentrates on the cuckolding and murdering of

by his wife C , who had taken a laver while her
husband was at war, Helen is thus depicted as an agent of sexual dis-

order and in general, the "Halan motif” signifias “"the causes and conse-
as in tha case of the

quences of war in private, domestic terms”,
i Howaver, misdi

betwenn and Cly
rection of sexuai energy is seen to have wider, more public consaquences,
too, for example in canta 5 and canto 23. In these cantos, Pound
mythicises, paralleling the fall of Troy with a medisval "repeat in history”
which he calls "Troy in Auvergnat”, based on the wida of the troubadour,
fiere ds Maensac. By employing this repeat, he successfully clarifles

“his reading of the Trojan cycle a1 ... a story of the consequences of
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withstaying the power of amor ".°* Amor Is to be understood as 2 foll
to adultery; in canto 5, war is caused by cuckoldry:

And P

Song or fand on the throw, and was dreitz hom

And had De Tlerci's wife and with the wat they made:
Troy In Auvergnat

e #on the singing, Pieire de Maensac,

(5/18)

in canto 23, Pound returns to the analogue, this time interweaving the
story of the Albigensian Grusade, in which the brilliant Provencal civ-
illzation was wiped out ("And went after It all to Mount Segur,/after the
end of all things,'23/109). This destruction paralleis the fall of the
Trofan civillzation ("And that was when Troy was down, all
vight, "23/109), which means that . in thls case, adultery has as & con-
sequence "the destruction of a clvilization or culture”.*? It seems & bit
puzzling that Pound should assaciate destruction, on the grand and the .
small scale, with aduftery, which was very mush a part of the relationship
betwean a courtly lover and his lady, a relationship which hinged on the
tansion generated by obstacle, Perhaps it would be easler to read cantos
% and 23 as examples of the idea that adultery con lead to strife, sorrow
and death, Just 25 tunto 39 shoul- be r 4 s an example of the potential
sanctity of the love act.

Although cants 47 lies outside the scope of this dissertation, it "ex-
presses sexual mysteries ... harmony with the 'times and seasons’,
[and] living forces ..."*? and In particular, it
inciudes an lnterpretation of Odysseus’ encounter with Circe which re-
volves around the tdsa of rostrained or controlled energy, and Is there-

vegetation rituals .

fore highly revelant to a discussion of desie as it operates in the
Cantos:

The bull runs blind on the sword, naturans

. e To the cave thou art called, Odysseus.
. f R By Molli has thou respite for a little,
. E 47/237)
. B
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ta adull vy in i~ B, wap js cansed by cuckoldry:

And Picire won tu singing, Pieire de Maensac,

Seng or fand on the thiw, and was drelts hom

And had De Tierci's wife and with the war they made:
Troy in Auvergnat

(5/18)

in canto 23, Pound returns to the anaiogue, this time interwsaving the
story of the Albigensian Crusade, ih which the Grilliant Provencal civ-
Nization was wiped out {"And went after it ail to Mount Segur,/after the
end of ali things. 2337108}, This destruction parallels the fall of the
Trojan civilization ("And  that was when Troy was down, ail
right,"2:
sequence “the destruction of a “ivilization or culture”.®? It seems a bit

/109), which means that , in this case, adultery has as a con-

puzzling that Pound should as:nciate destruction, on the grand and the
small sca +. with adultery, which was very much a ,art of the relationship
between o courtly lover and his lady, a relationship which hinged on the
tansin generated by obstacle. Perhaps it would be casier to read cantos
4 ane 23 as examples of the idea that adultery cor lead to strife, sorrow

4 eeath, just as canto 39 should be read as an example of the potential
se- ity of the love act.

ithough canto 47 lies outside the scope of this dissertation, it "ex-
pre on sexual mysteries .., harmony with the ‘times and seasons’,
vetation mituals ... {and] living forces ..."®* and in particular, it
inctudes an interprotation of Odysseus’ encounter with Circe which re-
vei.us around the ides of restrzined or controtled energy, and is there-
e highly revelant to a discussion of desive as It operates in the

fluptas:

The bull runs bind on the sword, noturans
T+ the cave thou art called, Odysseus,

By Molli has thau cespite for a fittle,
Gran
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Hotli , literally, is a magic herb given to Odysseus by Hermes to

counteract Circe’s drugs, but in Pound's reading, it also encompasses

anothar ides which Pearlman has described as "the effective will, the

vefined i the sense of proportion man neads for creative
action”.** Odysseus’ sexual union with the goddess Circe can therefore
be read as a victory over sexual bondage, or slavery to the senses (mere
physical lust), which is rewarded by the acquisition of knowledge, wisdom
which allows Odyssaus to “escape from his wanderings”,** and to return
home. Canto 47, then, crntains a lucid illustration of the passage from
saplenter amore , loving i . to an i

transformation by ecstacy which Pound places ot the centre of the mys-

tery of hiwan love,

Canto 36 revolves around this mystery of human love, mainly because
the major part of the canta conslsts of Pound’s interpretative transiation
of “Donna MI Priegha” (or "Song of Love"} by the Tuscar, Guido
Cavalcant!, Pound's fasclnation with Cavalcanti's ideas can be explained
by the fact that he belisved them to be a development of the troubadour
religion of love, stemming from that pagan attitude toward and under-
standing of coitus “which Is the mysterium”,*¢ according to Pound’s essay
“Religio”. Pound perceivad in "Donna Ml Priegha” the concepts of di-
vinity manifested in the beauty of woman, of worship of woman as an
means of access to the gods, and by its inclusion in the Cantos , this
body of thought becomes "2 philosophical expression of Pound’s
Eleusis”,*” and an Important part of his fabula. Canto 36 includes a line,
a Latin dictum of Pound's, on which hangs so much of his understanding
of Eleusis:

Sacrum, sacrum, nluminatio coltu.
(36/120)

The canto is, as Cookson has said, a “radiant still centre”,®* a kind of
resting place, despite or perhaps bacause of the ohscurity of the meaning
of Pound's translation. Obscure, becauss it is difficult to grasp onto
anything in the translation; one feels a¢ if the meaning is continually
shigping away from one. John Lash has analysed this sensation very
accurately, concluding that Cavalcanti delivers, by means of “extreme
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compression of the sense-content ... word by word in concise tarms ...
a full-blown treatise on Love, IN ESSENCE AND METHOD ... The method
is indirection ... the poem comes off as a sequence of exquisite quali~
fications ... {n form , the poem Itseif is a perfect demonstration of in-
direction”.®® This criticism would seem to contradict all that Pound has
said about the way in which Cavalcant! wrote his treatise. Pound ex-
tofled, in particular, the Tuscan's ability to think "in accurate terms ...

d ". %% Cavalcanti,

the phrases P to definite
therefore, perfects what Pound calls technique:

the means of conveying an exact impression of exactly what
one means in such a way as to exhilarate,®!

His admiration of what ho considered to be Cavalcanti’s astounding pre~
cision of thought Is paralleted by his judgement of the troubadour verse:

Let us say that mediaeval thought (or paldeums ) was at its best

in an endesvour to find the precise word for each of its idsas, nd

that this love of exactitude crested some very flne architecture
2

The contradiction referred to above Is in fact the key to understanding
why Pound concentrated so heavily upon the translation of Cavalcanti's
work and its Incorporation into his Cantos, For he was fully aware of
what Wilhelm calls "the two Cavalcantis”; the one a "transcendentai
mystic” who conveys “a sense of the mystical metaphysics of sexual en-
ergy” and the other an "empirical psychologlst" whose acuteness of ob-
servation Is menifest in highly refined, precise language.®? Of course
Pound endorsed both thess approaches, not only Inaividually, but In
combination. It could be said that Pound’s sense of ideallsm is grounded
in realism; that his visionary proclivity |s balanced by an swareness that
anly the most accurate and, therefors, real exprossion of the vision can
bring it to the surfaca, Which is why the "Donna MI Priegha”, as it
appears in cante 36, presents the reader with such difficulty.  For,

/ . translatad in the spirit of the original,®* the poem begins in a mood of
MRS scientific enquiry, in which "natural demonstration™ (36/177) will define
L"‘ W the nature of lave. The poem proceeds to describe the creatlon of love
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and its operation, with an expression which is consistently and slegantly
precise and measuied. Cavalcanti's final description of love serves to

illustrate this refined observation:

Belng divided. set out from colour,
Disjunct tn mid darkness
Grazeth the light, one moving by other,
Being divided, divided from all falsity
Worthy of trust
From him alone mercy proceedath,
(36/179)
as gloused by Whindles,
Ano vet in this extract, as In stanza 2, Cavalcantjjsuggests an idea that
is far from precise: “that love Is in some remote way linked to ... the
ntellectual light of the spheres”.?® it Is this Neoplatonic interpretation
r reasoning which makes Cavalcanti's ideas about love part of a tradi-
fon, embracing Erigena and Grossetaste, based on the “unifying principle ~
1 the Inteliectual Light, as this is the fight which crestes afl things and
i luminates the human cognition™.®® in the interface that exists between
Faund's aud Cavalcanti's ideas, the experience of love is a passage to-
vards vision; it {5 & metaphysical power that transcends reality and,
i1 doing so, apprehends an ideal.

Pound belisved that what the Tuscan poets of the thirtesnth and
ourteenth centuries had inherited from the Provencal poots of the

welfth, was an “ecstatic precision of perception”.? In terms of Pound's N

syncretic i , the precision of exp 1 s & corol-

«ary of thair ritual organization of amotion: the poem Is an invecation.

3oth kinds of restraint, at intarcelated levels of furm and content, are

inspired by the desire to attain a vision of order. Pound formulates all

of this in tha following way: scientific pracision combined with controlled

intensity of emauon Is equal to ecstatic transformation in vision,
Canto 20 illustrates this “formula” by the juxtaposition of 2 question

of precise meaning with a description of an idesl landscapa, which ends
in a vision of a goddess:
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The boughs are not more fresh

where the almond shoots

take their March green.

And that year | went up to Freiburg,

And Rennert had said: Nobody, no, nobody
Knows anything about Prcvenc}al, or if there is anybody,
1€'s old Lévy."

And so | went up to Freibarg.

And the vacation was just beginning,

The students getting off for the summer,
Freiburg im Breisgau,

And everything clean, seeming clean, after ltaly.

And | went to old Lévy, and it was by then 6.30

in the evening, and he trailed half way across Freiburg
before dinner, to see the tws strips of copy,
Arnaut’'s, settant’uno R. superiore {Ambrosiana)

Not that | could sing him the music.

And he said: Now is there anything | can tell you?"
And | said: | dunno, sir, or

"Yes, Deoctor, what do they mean by noigandres?"
And he said: Noigandres! NOigandres!

"You know for seex mon's of my life

"Effery night when I go to bett, | say to myself:
“"Noigandres, eh, nogandres,

“Now what the DEFFiL can that mean!”

Wind over the olive trees, ranuncuiae ordered,

By the clear edge of the rocks

The water runs, and the wind scented with pine
And with hay-fields under sun-swath,

Agostino, Jacopo and Boccata.

You would be happy for the smelt of that place

And never tired of being there, either alene

Or accompanied.

Sound: as of the nightingale too far off to be heard.
Sandro, and Boccats, and Jacopo Sellaio;
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The ranunculae, and aimond,

Boughs set in espalier,

Duccio, Agostino; e lfolors ~

The smeli of that place - d'enol ganres.

Air moving under the boughs,

The cedars there in the sun,

Hay new cut on hill slope,

And the water there in the cut

Between the two lower meadows; sound,
The sound, as | have said, a nightingale
Too far off to be heard.

And the light falls, remir,

from her breast to thighs.

(20/89-50)

The greater part of the above passage concerns Pound's autobiographical
account of his visit to the scholar Emile Lévy, who was working on a
Provencal dictionary. The conversation between the two men centres
around the precise meaning of Arnaut Daniel's word, moigandres. The

word comes fram a poem about love, in which an allegorical flower gives
off fruit (love), seed (joy) and scent, ("d'enoi gandres"), which Levy
read as "protection from distress”.** The conceptual sequence of Arnaut's
poem implies that protection from distress or annoyance is one of the
effects of love. This "calmness” or "peace of mind", if one interprets
the phrase still further, is amplified by the description of a serene, ideal

natural setting which follows. Given Pound's "formuls", we have so far
traced a link between exactitude (the precise meaning of "d'enci
gandres”) and emotion (love). The last two lines quoted complete the
sequence in that they refer to Arnaut’s vision of a goddess, Before
examining the ramifications of this human apprehension of a divinity, it
would be worthwhile to consider in more detail the connection Pound
makes between the meaning of "d'snoi gandres” and the paradisal setting
which follows, The link is made entirely by means of inference; as Makin
has said, the landscape "'demonstrates’ ... the scent of the flower™.®*®
One could surmise that Pound's use of this technique may have arisen

out of his evaluation of the so-called "spring-opening " which charac-

terizes so many troubedour lyrics. His appreciation of the sensitivity
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with which the troubadours express love, through the medium of natural
imagery, is reflected in The Spirit of Romance:

in most Provencal poetry one finds nature ... as ... an in-
terpretation of the mood; an equation, in other terms, or a 'met-
aphor by sympathy' for the mood of the poem.’®®

To appreciate the vision of the goddess (And the light falls,
remir,/from her breast to thighs.), one really needs to know that the
word remir comes from one of Arnaut's poems which the poet begins with
an address to God, requesting the sight of his lady's body. This request
hes been interpreted as a reaching towards a vision of Wisdom,''% a
reading Pound must have shared. The association in canto 20 of an or-
dered, serene landscape with an illuminating vision prefigures the later
Caitos, in which "the natural world is apprehended with  paradisal se-
ranity and a new order of descriptive exactness”.®®* in fact, it is the
fater cantos which are primarily concerned with paradise, with an idsal
and permanent order; nevertheless, many of the early cantos. which fall
within the scope of this study, contain references to the vision of the
ideal, which transcends time and space and is slevated above the com-
monplace, Ortega y Gasset has defined the process by which certain
objects become timeless, a definition wall worth repeating in this context:

Culture presents us with objects already purified which once pos-
sessed an immediate and spontaneous life, and which now, thenks
to our reflective process, seem free from spsce and time, from
corruption snd caprice. They form, as it were, a zone of ideal
and abstract life, floating above this personal existence of ours,
always so uncertain and problematical,'®?

Pound's need to express the idesl in postic terms must have sharpensd
his focus, so that he concentrates on what he calls the "moment of
metamorphosis, bust thry from quotidien into 'divine or permanent world'.
Gods, ete.”,*** Metamorphosis, the changing of form, becomes his means
of making visible the divine o the ideal and of expressing "revelatory
moments of human/divine intercourse”. ®* Thus the manifestation of the

invisible, and the expression of a human state of mind, occur simul-
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taneously. Pound explains his view in the essay "Religio or, The Child's
Guids to Knowledge™:

What is a god?
A gad is an eternal state of mind...

When is a god manifest?

When the states of mind take form.

When does a man become a god?

When he enters one of these states of mind.1%¢

Cantos 23 and 25 include images that occur elsewhere In the Contos and

which can be read as "signs” of the gods:

“as the sculptor sees the form in the air ...
“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.

(25/119)

In the above passage, Pound makes use of images of water and waves,
and crystal, images also found in canto 23:

and saw then, as of waves taking form,
As the sea, hard, a giitter of crystal,
And the waves rising but formed, holding their form,
No light reaching through them.
(23/109)

Although the images of waves and crystal are part of a whole pattern of
motifs In the Cantos, it is possible to see that Pound, in identifying the
crystal as 3 “sign of the gods”, "a frozen metsmorphosis, a held moment
of apparition”, 17 associstes the image with the "brilliantly unified world
against which he can contrast the chaos of contemporary

zation”, **® one such world being Provence,
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o Conkson Says,
In cante 4, we entar)the world of Provence, and, by means of certain
images, and by the overlay of Provencal matter and Greek myth, we are
able to witness Pound's evacation of the divine, & world in which the gods

signify the eternal:

Thus the light rains, thus pours, o fo solellls plovil
The liquid and rushing crystal

beneath the knees of the gods.
(4/15)

The passage leading to knowledge, wisdem and divine ifiumination, that
moment of apparition expressed by the “rushing crystal”, is via Eros,
human love, expressed in terms of the Greek myth of Actaeon and the
vida of Pierre Vidal. Their sexual encounters, Actaeon with Artemis who
is "a recurrent 'eternal state of mind' in the cosmos of the poem”,'®* and
Vidal with his lady Loba of Penautier, precede a revelatory experience
or vision. This union with the divine is anticipated elsewhere, in canto
5, with the following line:

The bride awaiting the god's touch; Ecbatan,
(517}

Libera has pointed cut that, in a sense, ‘the bride awaiting the god's
touch is the symbol of the religious or creative man in rolation to his
inspiration”, 11¢ which makes the fact v.at the god awaited Is Hymen, god
of marriage, who will saxually consummate the union in a shower of golden
light, all the more apposite in terms of Pound's myth, which achieves its
most sublime expression in a celebration of life-forces.

That which is mythical about Pound's Cantos consists of 2 web of
interwoven threads; ideas connected and associated with one ancther,
forming an overall pattern of which one tands to lose sight in an sttempt
to unfold the meaning of individual parts of the structure. The hope,
in writing this chapter, Is that the pattern, like Pound's image of the
crystdl, has been revealed in part.

CHAPTER 3 8




9.0 FOOTNOTES - CHAPTER 3
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10.0 CHAPTER 4

Canto 6:  An Idea into Action

The previous chapter sought to focus attention on Pound's fascination
with the troubadour aesthetic, 2s revealed in the early Cantos, with
special emphasis on the intellectual content as opposed to his means of
exprassing these ideas. This chapter will attempt to redress this im=
batance, and, in doing so, will concentrate on the presentstion of these
ideas. It will touch on aspects of language such as style, form and image
patterns in the early Contos, all of which have something to do with
Pound’s perception of twelfth-century Provencal postey.

Found's struggle to render troubadour emotion in a manner which both
preserves it, and makes it accessible to the modern reader, is in effect,
a search for a new language. If one sees the bulk of his work on

Provencal matemal, including and interp jon of

verse, as part of this striving towards a frash means of expression, then
the Cantos ave something of a watershed. For by 1920, Pound had begun
to work with words m an interpretative way that he believed accomodated
an experience of the modern worid, while remaining true to the medieval
world.,  Stuart Y McDougal explains Pound's difficulty in finding a
workable language:

The spinit of Provence, as he interprets it, is "archaic” inasmuch
as its values and sensibility do aot function effectively in the
modern warld. Love has become debased (see the images of fals'
omors in The Cantos, and the association there between this love
and prostitytion) and we have lost the mystical reverence for Amor
that permeated the medieval world.  Consequently, Amor cannot
adequately be described in nineteenth or twentieth century English,
and a new language must be created.®

It s quite clear that Pound's problem lay in a disjunction betwsen

twelfth-century meaning and { y modes of exp .
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The path that he trod in an attempt to bridge this gap is not an easy
one to follow: Miyake points out that “Pound's early development from
A tume Spento (1908) to his lmagism in 1912 has never baen studied
adequately in relation to his Cantos ".% What Is obvious, however, is that
just as he had had to reject the Romantic idiom in order to formulate the
Imagist dicta, so he had to move away from the stylistic influence of
Browning's meditative and discursive approach, when revising the first-
draft Cantos. This development represents a return to a form "more in
keeping with the Imagist principles sffirmed back in 1912, and thus
provides a link between his early work and his magnum opus. An
understanding of this link is vital if one is to grasp how it is that Pound
overcame his initial difficulties at the outset of the Cantos , and therefore
how this work came to be written as we know it.

The problem of finding the right words to convey the troubadour
aesthetic applies to the Contos as a whole, for Pound assumes the role
of the interpreter of human history, and as such, the scope of his ma-
terial is vast and varied. He needed a form "efastic enough to take the
necessary material’,* and for this he drew on his Imagist doctrine and
on what was suggested to him by the manuscripts of Fenollosa's work on
the Chinese ideogramic traditlon. !t is unclear whether Pound acquired
Fenollosa's essay before or after formulsting Imagism,® and It hardly
matters; what is important in this context Is that it was this theory of
ideograms - “compound images forming a conceptual meaning"® - that
enabled Pound to progress from individual poems to his magnum opus.
The structural method provided by the ideogram allows for the intensity
of direct yrasentation of image and action, and, at the same time, accu-
rately reflects “his conception of the shifting, fragmentary nature of
twentieth-century experience”.” As such, the most striking contribution
of Pound’s ideogramic method, as it is known, is its interpretative value.
Pound considersd the "interpretive function” to be "the highest honor
of the arts” and that "art is vital only so fong as it is interpretative”,*
a quality which relies on accuracy or precision for its efficacy, The
precise renderlng of meaning by the associational juxtapositions of the
ideogram is instrumental in the achisvement of the imagist aspiration ta
timelessness, in which the sequences of history are interpretatively fused
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into larger mythic patterns of the timeless and is thus central to Pound's
use of langusge in the Cantos and to the form that they take.

The abundance of different foreign fanguages aiso plays an important
part in Pound's presentstion of histary not as a process of events bound
by time, but as a series of timeless "repeats” or archetypal patterns.
Both langusges and texts of the past are "superimposed and juxtaposed
in an energetic approximation of historic flux".? Pound anticipated the
outcry that arose, accusing him of daliberate obfuscation, and he defends
himself thus in 1939:

There is no intentional obscurity. There is condensation to maxi-

mum attainable. It is impossible to make the deep as quickly

conprehensible as the shallo ) _
inished, aff forelgn words in the Cantos , Gk.

1 believe that when
etc. will be underfinings, not necessary to the sense, in one way.
| mean a complets sense will exist without them ... the Greek,
ideograms, etc., will indicate a duration from whence or since
when ., If you find any briefer means of getting this repeat or
resonance . e
The resuit of Pound's inclusion of French, Provencal, Spanish, ltalian,
Latin and Greek in the English text of the Cantos is what Donald Davie
calls 2 "compound language”, arising out of Pound’s endeavour to "create
or ra-creste a lngua franca "' which would Indicate what the post calls
"duration” and "resonance” of ideas across bartiers of tme and space.
In terms of this system, the presence of Provencal in the text of the
Cantos has to be seen as a primarily intellectusl device, because as
Wilhelm argues, "very few readers can even pronounce the language
properly”.*? The valus of the sound of the language, and even some of
the rhythmle quality, is therafors lost, and the words come to represent
a cultural offering whose value Pound wishes to endorse. It would seem
that what is lost in comprehension is gained in the immediacy and
directness of such words and phrases, which take s short cut across time
and space limits and in doing so put forward a reality which is necessarily
fragmented.
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In chapter 3 we examined Pound's use of the images of waves and
crystal, noting that these symbols arrest the essence of sn Ideal which
is timeless and mythical and which is described elsewhere by Pound as
exlsting "... only in fragments ..."(74/438). By using such Imaginative
symbalism, Pound reveals an impulse to lift out of the randomness of a
sequential experience of history, the pattern which endures and is thus
an ordering force in the maelstrom of time. What follows is an attempt
to show how Pound demonstrates the way in which certain ideas are
energised and liberated, so that they become mart of the pattern and
become timeless, due to & special Kind of human endeavour, or "a di-
rection of the will".11 Because these energies and ideas, or cultural
phenomena, are seen to be shared, surfacing again and again in histary,
they sre percelved by Pound to be prototypical. We may call them com-
ponents of this "myth”.

Pound focuses on various cultural phencmena in the Cantos, using
them as plvots of action and relevance In terins of his overall view of the
worklngs of culture. One such facal point is annotated in canto G and
is extended in canto 28, Ca:\\ﬁu E«iif« statement about Provencal culiture;

8E gl T A
it illustrates Pound’s beliefjthat there was "a continuity of culture and

awareness of human possibilities from the circle of William I1X of Aquitaine
right through to the circle of Dante, and that this continuity depended
on personal influence and contact”.* So it is by means of prominent
historical characters, and thelr relstionships with one ancther, that
Pound develops a highty selective (and insccurate) "anthology™ of events,
which Makin calls "a cultural dynasty”,'® and which revesls a graat deal
about the poet's vision of "sex and fertility as the source of artistic
creation”,*® Canto 6, thecefore, can be seen as central to the concerns
which this study addresses, because it "demonstrates” Pound's distillation
of the Provencal matter, and at the same time, it can be approached as
an example of his poetic technique and method. It clearly merits a de-
tailed examination and, in actordance wlith the intended emphasis on
presentation in this chapter, an attempt will be made to show how Pound
expresses this Flow of personal ensrgles, how he makes the copnections
in tarms of images, and how he conveys the tone of the periods about

which he is writing.
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The initlator of Pound's "cultural dynasty" is William, 9th Duke of
Aquitaine, who elsewhere in the Contos has been accredited as the in-
stigator of troubadour poetry:

And Poictiers, you know, Guillaume Poictiers,
had brought the song up out of Spain

With the singers and viels.

(8/32)

Within the first three lines of canto 6 William and another hero of the
poem, Odysseus, have been associsted with each other:

What have you done, Odysseus,

We know what you have done ...
And that Guillaume sold out his ground rents
(6/21

The "And" of the third line suggests that the two characters share
common pursuits.  The phrase "sold out his ground rents" refers to
William's willingness to liquidate his assets in order to fund his crusades,
Thus the connection between the two men, both of whom are travellers
in search of knowledge, is cemented. So too is the idez of William as a
leader who valves renewal and increase of knowledge above securing
matertal wealth, which is stagnant. This places him on the side of for-
tlizing as opposed to hoarding and life-denying, In terms of one of
Pound's favourite arguments, Not only does Willlam redirect and energiza
in monetary or economic terms; he is also sesn to be sexually energstic,
A direct quotation of lines from one of William's poems tells of his 1
concupiseence, In frank and lusty words, transisted into English from
the Provencal of the canto as "I fucked them, as you will hear, 100 * 4
x 20 + 8 times”.}” Throughout this canto Pound makes use of direct
quotation of troubadours' poems, as a means of retaining the Intensity

which he assoclates with the characters, The third way in which William
is seen to fertillze is expressed by means of what Terrell calls an “in-
vecation of the prehistorical concept of kingship, where the cycle of life
and death, running from sexual prowess to sacrificial regicide, Is linked
3 4 with the fertility of the sarth ..."

1% The lines describing this invocation
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situate Willlam within the Eleusinian tradition of ritual renewal of nature's
cycles and the corresponding regeneration of culture:

The stona is alive in my hand, the crops
wilt be thick in my death-year ...
(6/21)

The next link in the sequence of renewlng energies after William is
Eleanor, his granddaughter. Historically, Eleanor and many of her
children (specifically those from her marriage with Henry | of England)

i their psctive cultures, and Pound recognizes
this by associating Eleanor with Odysseus and bis sea-travels (and,
therefore, with William too):

Went over sea till day's end (he, Louis with Eleanor)}
©/21)

Eleanor accompanied her first husband, Louls VII of France, on a crusade
to the Holy Land, a fact which Pound uses in such a way that her Journey
assumes the significance of an Odyssean search for knowledge. Eleanor
is also seen to share hor grandfather's sexual energy, and, Implicitly,
his ability to fertilize and renew culture. Pound does this by inserting
a line from one of Arnaut Daniel's sestinas which includes the sexually
ambiguous words "Ongla, oncle” (literslly, "Fingecnail, uncle”). The
suggestion Is that Eleanor had an affair with the troubadour, and thus
had soma inHluance on the Iyric tradition within which Arhaut worked.
This line is followed immediately by s reference to Raymond, Eleanor's
uncle, to whom [t was rumoured she became very clese, much to the
discomfort of her husband:

And he, Loufs, was not at ease in that town,
{8/21)

Another sexusl alliance is referred to, this time betwsen Eleanor and
Saladin, the Arab warrior, by the attaching of her scarf to his helmet,
a detajl which, like the affair itself, is completely fictitious and histor-
ically inaccurate according to Terrell, ** but which no doubt was intendad
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to enhance one’s sense of the lady’s hedonism. Pound clearly endorses
this Kind of earthy enjoyment, and he conveys a sense of the life-
denying, penny-pinching mentality which is its opposite, in two lines
referring to Louis' total impotence, both mental and physical. The lines
are presented in French, balng his mother tongue, and they transiate
as follows: "And when Louis hoard, he became very angry.”. The in-
tentlon is to bring across both Louis' inability to constrain, let alone
satisfy Eleanor physically, and his utter Inabllity to identify with her
cultural affinities, and her native fongue d'oc. This fine is preceded
by one which suggests Henry's decisiveness and actlvity, canveyed in
sinple diction:

And that year Plantagenet marvied her
(8/21)

So Pound succesds In pinpointing the essential difference between the
estranged Louis and Eleanor in a highly efficient and condensed way,
drawing on the tones and rhythms of language to "demonstrate” atmos-
phere and aesthetic nuances,

Pound enlists yet another troubadour into Eleanor’s circle of lovers:
Bernart de Ventadorn. He does this by making the troubadour's phrase
domna jauzoinda (“joyous lady", the identity of whom we do not know],
apply to Eleanor.?® Bernart’s purpose in this canto extends beyond his
association with Eleanor, howsver. Pound selects Incidents from the
troubadour's life and relates them to his poetry, presenting the situation
dramatically, In direct speach. For exampls, "My Lady of Ventadour/'ls
shut by Eblis in"(6/22), refers to Margarida of Torena, to whom, like

another noblswoman, Lady Audiart ("Na Audlart™), he was attached at
", names the castle in which
Lady Audiart (lved and the river which skirted it, thus providing, by

inference, another dimenslon in Bernart's career as love-poet.

ane time. The line "Malemorte, Correze ...

Margarida's husband, Eblis VIl of Ventadour, grew jealous, so the story
goes, of Bernart's attentions to his wife, and imprisoned her.  The
troubadour's imagined appeal for her freedom fs voicad by Pound, both
1 prosaic tarms ("'Send word | ask you to Eblis/you have seen that
maker/'And finder of songs so far afleld as this/'That he may fres
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her,8/22), and in natural images of great beauty borrowed from Bernart's
own verse. The line ""Nor watch fish rise to bait” is suggested by one
of Bernart's and is followed by Pound’s "'Nor the glara-wing'd flles alight
in the creek’s edge"(6/22). Afmost imnedistely after this is a quotation
#rom the beginning of one of Bernart's most admired poems, the one which
is supposed to have moved Margarida to love him: "'Que la lauzeta
mover'"{6/22),  This line 1s borrowed from the original which Pound

quotes in The Spirit of Romance (p.41) as "'Quant ieu vey la' lauzeta
mover/De joi sas alas contral ray”, along with his own translation which
reads, "When | see the lark a-moving/For joy his wings against tho

sunlight, ...".
to Makin, “a faithful remaking of the tone-colour of some of the best

These lines which Pound selects and uses are, according

Provencal verse”,?} and his skill In invoking the idea of flight and the
sostacy of escape from earthly limits through the medium of Bernart's
poetry, prepares us to catch the besuty of the line which completes this
section: “who sheds such light in the air.’" (6/22). The line Is borrowed
from the late thirtesnth-century post of the dolce stif nuove, Cavalcanti,
and by attaching it to the voice of the twelfth-century Provencal
troubadour lyricist, he completes the cultural continuum. As Makin
points out, "the line is a century out of place, but it fits.... The at-
mospheres of these sections are continuous with one another, and that
is the effect of the cultural ‘dynasty’ that Pound Is proposing...".??

in moving frem Bernart to Cavalcanti Pound has in fact omitted a link
between these two - Sordello, the last great troubadour. Pound follows
the Provencal vida which describes this poet from Mantua, Northern Italy,
feaving the first line in Provencal:

E lo Sordels si fo di Mantovana,

Son of a poor knight, Sier Escort,

And he delighted himself in c!\anr)nns

And mixed with men of the court

And went to the court of Richard Salat Boniface

And was thers taken with love for his wife
Cunizza, da Romano,

(8722

CHAPTEK 4 0




The connection between Sordello and Cunizza is once again raferred to

a few lines later:

A marito subtraxit ipsam. ..
dictum Sordelium concubuisse:
(6/23}

The lines come from a Latin chronicle,? and are a direct quotation,
meaning Sordello "took her away from her husband and is supposed to
have slept with her”. They are intended to articulate both Sordelio’s
3nd Cunizza's atiachment ta a way of life which Pound intuits as being
bountiful, abundant, fiberal, and slso couragsous. He repeatedly en-
dorses this spproach to the business of living in the Cantos: canto 29
contains an account of Cunizza's way of life. which is summar:zed by the
words "greatly enjoylng herself"(20/142). I canto 8, Pound demon-
strates the courage that underlies the sbundance of desire and energy
by Including Cunizza's remarkable act of freeing her brother's slaves
(April 1, 1265). Like William of Aquitaine’s selling of ground rents, her
action displays “freadom from possessiveness”,** a quality which Pound
associates with the ability to redistribute and to fertilize. The lines
which refer to the implications of the slaves’ freedom have an important
bearing on a remark of Pound's quoted sarlier, concerning culture in
general. He calls culture “a direction of the wil(”.#* Here are the lines
from canto 6:

“tree of person, free of will
"free to buy, witness, sell, testate,”
(6/23)

By enunciating the basic human freedom which the slaves were af-
forded, Pound manages to indicate the concomitant glving and receiving
of freedom that lifts Cunlzza, William, Henry and Elesnor, by virtue of
their action, and Sordello and Bernart, by virtue of theie passion, above
the deadness, inertla and perversion of charasters such ms Louis and
Cairels of Sarlat. Cairels Is included directly after an adaptation of one
of Sordello’s posms which suggests Cunizza's grace and beauty. He is
thus set up In direct opposition to the troubadour art, for Pound sees
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his poetry as & symbol of "the dead reworking the dead”.?® It seems from
the Provencal vida that he was no creator of lyrics, onfy a copler of
others’ work, and a poor one at that. He therefore embodiss the end
result of the Albigensian Crusade. The dead end that he represents is
expressed as ellipsis:

And Cairels was of Sarlat...
16/23)

Culture, and the making of I, is placed in the hands of those who are
active, who risk the status quo in a quest for fresh ideas and experi-
ences, or as Pound puts it:

The history of a culture is the history of ldeas going into

actign. 7

Cunizza’s action of freelng the serfs, which elevates her to "a woman
of sianificant actlon”** in Pound's eyes, is again referred to in canto 29:

in the house of tite Cavaicanti
anno 1265:
Free go they all as by full menumission
All serfs of Eccelin my father da Romano
Save those who wers with Alberic at Castra San Zeno
And et them go slso
The devils of hell in their body.
{29/142)

Pound s isolating of this fact is a good example of the way In which he
interpreted and selected from recorded history. transforming a past event
into a vivid, full-blooded happening "note the use of the first person in
my father da Romano”). Found was not alone In his admiration for this
woman; he was sware that Dante, his mentor, had placed her "in his
Third Heaven, the piace inhabited by those stalned by eacthly love”, *°
this

n spite of her notorious elopement with Sordelle, He ponders
Dante’s raaction to Cunizza in Guide to Kuichur @
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Cunizza, white-haired in the House of the Cavalcanti, Oante, small
gutter-snipe, or small boy hearing the talk in his father's kitchen
or, later, from Guido, of beauty incarnate, ar, if the beauty can
bv any possibility be brought into doubt, at least and with utter
certainty, charm and imperial bearing, grace that siopped not an
instant in sweeping over the most violent autharity of her time and,
from the known fact, that vigour which is a grace in itself, There
was nothing ... to surpass the facts of Cunizza, with, in her old
age, great kindness, thought for har slaves.?®

The passage above, combined with the reference in cante & to
"Farinato de' Farinati"(6/23), and the essential line feum canto 29, "In
the House of the Cavalcanti”(29/142), complete the dynastic link between
Sordeilo, Cunizza, Guido Cavalcanti and Dante, but not without some
work on the part of the reader. The reference in canto 6 has to be
subjected to exegesis in order that one may learn that Farinata's daughter
Bice married Guido Cavalcanti two years after the incident of the fresing
of tne slaves,?! just as one has to have some knowledge of Latin and
Provencal or at least French, for the sense of the canto to procesd un-
interrupted, Even if the reade. doss all his homawork, Pound's effarts
are directed towards bringing the reader into history, and. as mentioned
befare, "He will therefore often recelve fragmentary informstion”.’? To
the same end, that is, the dynastic presentation of history, Pound makes
use of what Makin calls his "throwaway syntsctical subordination™ in
lines such as "Till Louis is wed with Eleanor"(6/21)and "Divorced her in
that year"(6/21}; he evokes the language of documents, for example
“{He, Guillaume)" and the cepeated "he, Louis”, all of which make the
reader feel as if he too is skimning through dotuments, trying to piece
the fragments of information together. This feeling of being a participant
in the unfolding action of history is brilliantly conveyed by ellipsis and
quotation in the following lines describing the Plantagenet family politics:

In pladge for all his life and life of all his heirs
Shall have Gisors, and Vexis, Neufchastel

Bu® if no issue Gisors shall revert.,.

"Need not wed Alix... in the name

Trinity holy indivisible... Richard our brother
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Need not wed Afix once his father's ward and ...
But whomso he choose... for Alix, etc...
6/21-22)

So Pound, in canto 8, is working with his “fragmentary poetic” in the
sense that each fragment relates to the whole, which is in this case, 3
dynastic vision. The relatve impersonality of tone of document and
chronicle extract is balanced against the breezy tone of lines such as
“That freed her slaves on a Wednesday”(6/22} and collequiatism of "(that
nad dodged past 17 suitors)'(6/21); all these are set against the
acchatsm aad lycicism of Bernart's addvess to Eleanor and Sordello's to
Cunizza. The resulting range of "voices” creates the kind of shifting
surface that both approximates reality, because there is no single, com-
plete image of the passage of time, and articulates reality, by structuring
the fragments of that veality in relation to one another.

One of the ways in which Pound arranges his images in canto 6 is by
means of an overisy of medieval history and classical myth. We have
already seen how Odysseus is peralieled by both William of Aquitaine and
his granddaughter Elesnor, and how this repetition of subjects creates
2 resonunce, or what Pound calls "duration from whence or since when".
He does the same thing with the rhyming of Eleanor and Raymond with
Helen of Troy and Theseus:

Her uncle commanded in Acre,
That had known her in girthood
(Theseus, son of Aegeus)
(621

The “repeat in history™?* that this yoking of Eleanor and Helen re-
presents “indicates a blurriag of historical identities, a movement toward
archetypes”,’® which Miyake has called "z prototypification”,?® In other
words, there is a compression of image, so that the one is intended to
cecall the other, and sll its associations, The images of Helen and
Eleanor, because they are liberated from their original limits of space and
time, become recurrent symbols and archetypal matifs. $o It is that both
women are archetypal femmes fatales in the Cantos, agents of both cre-
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ativity and destruction. In cantn 2, Eleanor is rhymed with Helen by
mesns of the Aeschylian pun in Agawnmnon which translates into English
as “ship-destroying and city-destroyma™. Thus the Helen, "who stirs
the old counsellors on the walls of Troy, hoth to desire and to unease
about the future”,?? is also Eleanor, who is “nee-deep in the political
wrangling brought about by her two marriages, in cante 8. The de-
structive nature of the Helen/Eleanor motif is reiterated at the beginning
of canto 7, following on from a reference to an incident in which Theseus
narrowly escapes death brought about by family strife, at the end of the
previous canto. Eleanor is once again linked to Helen by the puns on
the latter's name, which this time translate as "man-destroying and
city-destroying”(7/24). This doubling-up of images is parhaps best de-
scribed by Pound himself, in canto 4:

Ply over ply ...
14/18)

The phrase “Ply over ply” has been evaluated as an orgenizing principle
n the Contos:*" it conveys Pound’s methed of juxtaposition and super-
imposition in pursuit of “language charged with meaning to the i.ighest
possible degree”.? It also suggests the creation of pattern, which Pound
firmly believed "ought to be discoverable”® and which he saw as either
permanent or recurrent. As such, “Ply over ply” defines both Pound’s
quast for order and his method of creating that order.

The idea of a "cultural dynasty” is an attempt to monitor Pound's
ordecing of ideas; canto 6, as we have nated, is devoted to a vision of
the interaction of ideas and personal energies. Canto 36 should not be
ignored in this respect, for through it Paund developes one of the re-
lationships of cants §, around his important Laun dictum: “Sacrum,
sacrum, infuminatio coitu.”(36/180). This line foliows the wranslation of
Cavaleanti's treatise on the nature of human love, and it anchors his
sense of the attachment between the senses and love. In duing so, It
voices Pound's belief in what he saw as & versistent cultural tendency,
reaching from pagan times through to th. .ginnings of the Renaissance,
towards & refirement of the notion of sexual love. He isolates this refined
idea in the wori of the troubadours and those who inherited their art,
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and in this canto, it is Sordello and Cavalcanti who are singled out.
We know from canto G that Pound considered Sordello to ke capable of
great beauty in bis Jove-lyrics; we also know of his sbduction of and
relationship with Cunizza, who is depicted &5 a vital, sexually energetic
and innovative woman who activates her sphere of influence. So it is
with this idea of Sordella that we epproach canto 36:

Sacrum, sacrum, inluminatio coitu,
Lo Sordels si fo di Mantovana

of a castle named Gioto.
(36/180)

The Provencal fine from the vida introduces an account of Sordello's re-
wards for services as a soldier and his reaction ("'And what the hell do
| know about dye-works?!'"(36/142)), all of which Pound njects with the
vigour and energy of the troubadour's personality by means of ellipsis,
direct speech, uneven rhythmic pattern and inconsistent use of tenses:
a kind of sweeping portrait of the prototypical "smancipated poet”,*} The
canto ends, however, with a return to the tone of "Sacrum, sacrum ...":

Quan ben malbir & mon ric pensamen.
36/180)

The tine comes from a stanza by Sordelio, and it is worth quoting the
whole in translation, for it glves one an idea of the qualities which Pound
Pperceived as constituting a ritual worship of woman akin to a reaching
towards a vision of an ideal:

Whan | consider well in my proud thoughts

Buan ben m'albir ep mon vic pensamen’

of her to whom | give myself up and surrendec myself, what kind
she is,

1 fove her so much, because her worth is beyond that of the de-

lightful women that exist,
that in the matter of love 1 esteem each one as nothing,

Y A and since | know no cther in the world sa warthy
of whom | might take pleasure Iying kissing;
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for | do not want to taste any fruit
through which the sweet should turn sour for me*?

The single line at the end of canto 36 is meant to represent both
Sordello’s proclamation of the beauty of love and of sex, and his affiliation
to a tradition that is based upon this aesthetic, shared by both the
troubadours and the poets of the dolce stil nuovo.

This chapler has attempted to show how Pound tried "to make the
Cantos historlc ... not fiction."(1960},4* by approximating the tones of
history as closely as pessible. |}t is important to be awars that, while
Pound was aiming for a kind of historlcal authenticity or truth in the
Cantos, his treatment of the Provencal material nevertheless transmutes,
by its association with other elements (such as Neoplatonism and Eleusis)
Into something more akin to myth. This is because the factual compo-
nents, both in terms of history and ideas, are blended so as to become
symbols in Pound’s idiosyncratic vision of the Universe: a vision in which
sexual love takes its place in a context of fertility and illumination and
cosmic order.
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