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POUND  AND  THE  LIMITS  OF  PROSODY:

     SOME  NOTES  ON  THE  CANTOS

John Kwan-Terry*

  From  A  Lunee .Slpenlo  to  Hugh Seinrvn Mcaberle>r, Pound's  poetry
has run  the  whole  gamut  of  the English prosodic tradition.  Begin-

ning  with  a  mettically  regular  ve:sification,  Pound  quickly loosens

it to include the  metrically  irregular, strong-stress  verse,  accentual

verse,  and  finally a type  of  loose accentual  verse  where  patterning
becomes mainly  a  matrer  of  speech  cadencing.  In the light of

A4auberdy and  Hbmage  to Sextsts Propertius, this last development is

particularly important. MacaberligJt, for all its 
"

 rhyme  and  regular

strophes,"  is actually  written  to  a  very  loose kind of  accentual

prosody. The  thythms,  however, are  not  at all slack  but give
a strong  sense  of  pattern. Pound  achieves  this eflect  by allowing

the  speech  cadences  to create  their own  design while  at  the same

time  controlling  them  in such  a  way  that, when  he wants  a  special

effect, he imposes on  them  a  pseudo-metrical pattern. This pat-
tern sometimes  emerges  as  tihe rhymed  tetrameter  guatrain and

affords  the poem  a  felt, if not  an  entirely  obvious,  symmetry.

  A  prosodic reading'  of  the  opening  stanza  of  Ma"berley, for

  *  Senior Lecturer at  the  University of  Singapore.

  i In my  apptoach  to scansion,  my  view  is the  ttaditional  one  exemplified  in such

 a  work  as  George Saintsbury's A  HTstery ofEnglish Presody (London, igo6),  and  more

 recently  revived,  on  a  theotetical  level, by W.  K. Vaims2tt, Jr. and  Monroe  C. Beards-

 ley in 
"
 The  Concept  of  Meter : An  Experiment in Abstraction," PMLA,  74 (Decem-

 ber igsg),  s8s-g3, and  on  a  rnore  practica! level by Hatvey Gross in SoJtnd and  Form

 in Modern  Poetcy (Ann Arbor, Michigan, ig64),  Karl Shapiro and  Robett  Beum  
in

 A  Presody Hbendeook (New York, ig6s)  and  Paul Fussell in Peetic Mleter and  Poetic Fot:m

 (New York,  ig67).  I adopt  the  traditional  fbot prosody  they  recommend  
and

 
the

 traditional  nomenclatute  fbt scanning  metre.  All unmarked  syllables  occuting  in

 coniufiction  with  sttessed  syllables  and  all syllables  marked  with  a cros$  ( × ), count  
as

 unstfessed  ; all syllables  marked  with  an  acute  accent  ( ' ) count  as  stressed.                                                      A  grave

 accent  ( ' ) matks  syllables metrically  unstressed  but whlch  carry  a  weight  of  rhetorical

                            [9S]
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example,  may  yield a  loose anapaestic-iambic  pattern:

        For  threelyears,lout  of  key1with his time,

        He  stt6velto  resilscitate1the  d6ad1art

        Of p6etry;lto maintain1`the  sublime'

       In the  61dis6nse.1Wr6ng1from the stErt-  (P i87)'

The
 
frequent

 syncopation,  however, is an  indication of  the strong
rhetorical  movement.                     This movement  often  overrides  the loose
anapaestic-iambic  metre  and  imposes a  pattern of  its own,  made

up  of  anapaests  (in phrases like "
 out  of  k6y," "

 with  his time,"
"

 from the stirt 
")

 interwoven with  such  rhythmic  
"
 spondaic  "

repetitions  as  
"For

 thr6e y6ars," 
"the

 d6ad irt," "In
 the  61d

s6nse."  This rhetorical  movement  or  speech  cadencing  frequently
establishes  its own  ioose accentual  scheme  to underscore  an
ironic effect:

       Incipable of  the  le6st Utterance -,  or  composition  --,-

       Emend5tions, -  conservation  of  the  b6tter tradition, .

       Refinement of  medium,  -  eliminition  of  sup6rfluities,  .

       AugUst attraction-  or  concenttition.  I (P 2i2)2
Meaning  seems  lost as  the rhythm  is etiolated  by the cascade  of

syllables  which  come  with  such  rapidity  that one  notices  nothing

except  the pace of  the stresses.  The  artist, seeking  for the  "  better
tradition 

"

 and  the 
"

 elimination  of  superfluities,"  has come  out
with  just a  mouthfu1  of  syllables  and  a  

"concentration"
 that

eliminates  all meaning  except  a thumping  movement  which  is

emphasis
 
heavier

 than  normal  unstressed  syllables.  A  vertical  ljne ( I ) matks  the
division between feet. A  double linc ( li ) marks  the  caesura.  Ve'hete "  quantitative 

"

scanslon
 
is
 
employed,

 the  long and  short  syllables  are  rnarked  respectively  with  the
macron  (-        ) and  the  mora  (--).
  

i
 I have adopted  the  followlng abbreviations  fbt page referenees  indicated in

the
 
body

 ofthe  text. P=Peasenae:  (bdected  Shorter Paems (London, rg6i);  C==
The thntos of Ezra  Potved (London, ig7s).

  
2Iuse

 
terminal

 junctures to indicate more  cleatly  the speech  phrases. J stands

fbt // (fa11ing or  fading juncture), T fbr U (rising juncture), and  -  for 1 (sustained
luncture).
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made  more  emphatic  by the  balanced disposition of  the  phrases.
Towards the end,  z  final judgment is made,  and  even  the  thumping

movement  peters out.  The  scansion  fbllows the  natural  phrasing
to  establish  a  scries  of  monometers:

`I

 wfSs  l
And  I n6  more

Here drifted l
An  h6donist.' l

1 exist  ;

(P 2i3)

In the end,  nothing  seems  to  be left of  the  stanza  except  the rhymes
"

 exist,  hedonist," and  even  these  have corne  as  echoes  of  words

in earlier  stanzas,  
"
 dawn-mist, series,  intermittences, this, drifted."

The  artist  makes  his exit,  left only  with  the shell  of  his art.  This

is, indeed, a btilliant demonstration of  how  prosody can  be used

to  feinfbrce  meaning.

  In Hbneage, Pound  writes  in a fbrm that is not  even  as  fixed as

that of  Mauherip. The  poem, prosodically speaking,  is Pound's
"

 last elaboration."  Here, the loose anzpaestic  measure  modulates

easily  into longer metrical  units  to  ptoduce the  colloquial  ease  of

       Annalists1will continuelto  rec6rdIR6manlreputAtions,1

       Celebrities l from the  Tt6ns-IC6ucasus 1 will  belaUd i R6man  e
         celebrities  1
       And  exp6und  1 the  dist6nltions of  Empire, 1 (P 2i7)

or  the  solemn  music  of

       For 16ng nightlc6meslup6n  you[

           and  a  day1when  n6  dEy1retUrns.I

       Let the  g6ds]lay chiins1up6n  usI

           so  that n6  d6ylshall Unbind them.1  (P 22g)

without  losing the suggestion  of  an  underlying  pattern of  penta-
meters  and  hexameters. It is this elusive  skeletal  pattern of  

"
 pen-

tameters  
"
 and  

"hexameters,"
 combined  with  the  recurrence  of

a dactylic-anapaestic-spondaic rhythm,  that just manages  to give
the poem a  unified  prosodic tone  which  serves  to relate  the loosest
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rhythms  to  a controlling  centre  and  keeps the  loose prosodic
structure  lntact.

  Eliot regards  Hbneage as  
"
 the  necessary  prolegomena to  the

CZintes."i Indeed, in its overall  poetic method  and  specific  pro-
sodical  character,  it is close  to  the  Cantos. Loose rhythms,  oblique

references,  entanglements  of  mythological,  personal and  local
allusions,  sudden  transition, often  from line to line, of  tones,

images and  ideas,-these give Hbneage its special  charactet,  and  these

are  also  familiar devices in the  dantes. In versification,  the  (:antos
constitute  an  extreme  prosodic mixture  and  many  parts ate  written

to no  apparent  rhythmic  system.  But where  a 
"
 carrying  metric  

"

is discernible, the rhythm  moves  in a dactylic-anapaestic and

spondaic  combination,2  This same  combination  characterizes  the

metric  of  Hbneage, exemplified  in the two  passages quoted and

again  jn the fbllowing:

       ShAdes of  Calliimachus, I C6an  I gh6sts of  Phiiletas l
       It is in your gr6velI  would  walkl

       I who  come1first  from the1cle6r  f6ntl

       Btinging the1Grecianl6tgieslinto  italy,l
                     and  the  dance1into italy.I (P2i7)
Unlike the C2znetes, however, Hbmage has thematic  homogeneity.
As Vincent E. Miller has argued,  despite its complexity  and

variety  of  tone  and  references,  Hbneage is a  celebration  of  man's

participation, such  as  exemplified  in physical love, in nature's

great creative  force through  an  acceptance  and  aMrmation  of

man's  place in the  natural  cycles  of  birth and  death.3 It is true
that  the same  subject  is stated  in Canto I, and  for this reasofl, it
is perhaps significant  that  this Canto, chronologically  and  pro-
sodically  close  to poems  like 

"
 The  Seafarer "

 and  Hbmage, "
 looks

  
i
 

"

 Introduction," Exra Pouad: 5lelecled Poems  (London, igsg), p. 2o.

  
2
 For a  fuI!er discussion of  this point, see below, especial11y  pp. ioo-ioi  and  ih,

on  p, rol.

  
3
 

"

 The  Serious Wit of  Pound's  Hbneage lo Sext"s Propertius," Contemperamp, Lifera-
ture, i6  (Summer, ig7s),  4s2-62.
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like a separate  Poundian poem," in the  words  of  Noel Stock.i

For the rest, as  the  same  crjtic  has shown  after  an  exhaustive

analysis,  the  Clantos appear  to be uninformed  by any  larger purpose.
The  truth  of  the matter  seems  to be that in Honeage Pound has a

goa] to work  towards,  a  prevision of  aims  and  ideas, and  there-

fore of  structural  methods,  whether  such  prevision is conscious  or

subconscious.  The  (1inlos, on  the other  hand, have a litetally

limitless and  undefined  subject  to deal with  and  the tihematic

heterogeneity is reflected  in the absence  of  a  prosodic scheme  such

as  is found in Honeage.

  Canto I begins promisingly enough  and,  except  for the  diMculty
atising  from obscurity  of  reference,  it is clear.  The  measure  is
that  of  

"
 The  Seafarer?'; the  strong-stres.s  metre  with  fbur heavy

beats to  the  line is well  sustained  and  modulates  easily  from fbrmal

to  infbrmal speech:

       And  then  went  d6wn  to the  ships,

       Set k6el to breakers, Il f6rth on  the  godly sea,  and

       We  s6t  up  mast  and  sail ll on  that  sw2rt  ship,

       B6re  sheep  ab6ard  het, Il and  our  b6dies ilso

       H6avy  with  w6eping,  l[ so  winds  firom sternward

       B6re  us  out  6nward  lI with  b611ying canvas,

       Circe's this cfift,  ll the  trim-coifed  g6ddess. (C 3)2

  In most  of  the  more  colloguial  passages which  are  marked  by

a  greatet 
"
 prose 

"
 movement,  the  strong-stress  metre  is replaced

by a  Ioose accentual  versification.  The three-stress line gives
an  unobtrusive  pattern to the easy  colloquialism  of  the fo11owing

 i
 Readlitrg lhe dentos (London, ig67),  P･ 3･

 2
 The  scansion  fbllows Pound's te2ding  of  the  Canto as  recorded  in Caedmon

Recotd,  TC  ii22.  Pound  emphasizes  the  fout-beat structure  of  the  lines by de-

Iiberately dwelling on  the  primary stresses,  often,  as  in 1ine 2, passing over  even

secondary  stresses.  He  also  puts extra  emphasis  on  all the  alliterated  syllables  (as
in lines 3 and  4), and  reads  the  intervening syllables  in a  brisk, even  tone.  But see
below, pp. ioo-ioi,  for further comrnents  on  the  strong-stress  prosody of  Canto I,
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passage in Canto XII:

       The  61e sallor  was  agiin  tAken  bAd

           and  the d6ctors sEid  he was  dying,

       And  the  b6y cEme  to  the  b6dside,
           and  the  61d sallot  said:

       
`B6y,

 I'm s6rry  I can't  hing on  a  bit 16nger,

       
`
 You're y6ung yet.

           I leAve you  re-sp6nsa-bilities.

       
`Wish

 I could  ha' w6ited  till you were  61der, (Cs6)

We  sometimes  come  across  a  passage written  in the manner  of

Marianne Moore's rhythms;

       V7e desire that  y6u  our  factors give to  Zohinne  of  Rimini

       our  s6rvant,  six  lire marchesfni,

       fbr the  three  prizes he has w6n  ricing  our  barbarisci,

       at the  rite  we  have agr6ed  6n. The r6ces  he has w6n

       are  the  Mod6na,  the  Sin Petr6nio at  Bo16gna

       and  the  list race  at San Z6rzo. (C no)

The  regular  pace of  the Iines is maintained  by a  more  or  less
regular  distribution of  stresses,  a  more  or  less uniform  allotmefit

of  syllables  per ]ine, and  by unobtrusive  internal and  end-rhymes,
"Rimini,

 marchesini,  barbarisci," 
"won,

 agreed  on,  won,"
"

 Modena,  Bologna, Marchesa," "
 San Petronio, San Zorzo."

  The  strong-stress  line as  a  sustained  metric  is discernible only

in Canto I. But even  here, the  strong-stress  pattern is often  more

apparent  than  real. The  opening  of  Canto I is more  heavily
stressed  than  the  scansion  which  Pound  makes  in his reco:ded

reading  of  the poem suggests.i  A  few of  the lines should  hold
five instead of  the four or  three  stresses  indicated in the scan-

sion  :

       S6t k6el to bf6akets, f6rth on  the  g6dly s6a,  2nd

       VVe s6t up  mist  and  siil on  that  swArt  ship,

  
i
 See pteceding fh.
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B6re sheep  ab6ard  her, and  our  b6dies also
Heavy with  weeping,,..

This "
 rhythmjc  undercurrent  

"
 characterizes  the  tendency  of  the

strong-stress  lines to  move  to the  anapaestic-dactylic-spondaic

combinations  which  have appeared  in the  prosody of  Honeage:i

        P6ured  we  li/bitions / unto  each 1 the  d6ad,

        First m6ad1and  then  sweetlwine,1witer1mixed  withIwhite

          fl6ur

t---t---

Dirk  b16odlfl6wed in thelf6sse,  .

S6uls out  of1Erebus,lcadilverous  d6ad,Iof brides,

  i Albert Cook  in "
 Rhythm  and  Persona," New  A,mproacbes lo Ezra  Poun4  ed.  Eva

Hesse (London, ig6g),  pp. 34s-64, makes  an  interesting attempt  to trace  the  prosodic
structure  of  the  (;Zxntos and  finds it in the  varying  rhythm  of  

"
 persona-voioes." In

other  word$,  the  rhythmic  pattetn ofthe  Canlosis open-ended.  This view  looks at-

tractive but faulty, and  Cook  gives himself away  when  he  compares  Pound's  use  of

persona-voices in the  (:Zintos with  theit  use  in Personae. Cettainly, to say  that  the

prosodic structure  of  the  drntos is analogical  to  that  in Personae is not  saying  much.

Cook's view  appears  to be an  elaboration  of  the  brief discussion on  the  subject  that

i"C'illiam  McNaughton  gave in his study,  
"Ezra

 Pound's Meters and  Rhythms."

PMLA,  78 (March, ig63),  i36-46.  Quoting Yeats and  Eliot, McNaughton  contends

that  the  (:2inlos are  wtitten  in "  2n  efleetive  free verse  
"

 (no explanation  is given as  to

its structural  principles) that is adaptable  to al] the  diflerent 
"

 atticulations  
"

 in the

work.

  My  view  is closer  to  those  of  Delmore  Schwartz 2nd  Harvey Gross, as  ptesented

in "Notes  on  Ezta  Pound's  thntost Structure and  Metric," (ig4o), Enyra Poand:

[l-Zbe Critical Hlrritage, ed.  Eric Homberger  (London, ig72),  pp. 34s-47, and  Sound and

Form  in Modern Poetcy (Afln Arbor, ig64),  pp. i3o--68  respectively.  To  their observa-

tions, I wish  only  to add  that the  paradigmatic  figure which  they  see as  fbrming the
"  Great Bass "  of  the  ( bntos wherever  a  consistent  rhythmic  is discernible, is not

confined  to  the  thntos. This same  figure has appeared  in Pound's  earlier  poems,

notably  in T;be Se`zflrrer, Mauberip and  Hbmage. Interestingly enough,  this figurc

even  bears some  resemblance  to  Hopkins'  
"sptung

 pentameters" and  
"hexa-

rneters,"  and  the  reason  may  be that both instances share  some  aMnity  with  Anglo-

Saxon  strong-stress  metre.  One  is therefbre  not  sute  whether  this dactylic-anapaestic-

spondaic  paradigm  has been deliberately deployed in the  thntos. All one  can  say  is

that this thythm  is heard very  oft ¢ n  and  gives an  impression of  a consistent  prosodic

tone  in parts of  the  thntos.
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         Of  y6uthsland  of  the  61diwho  had b6rne1mtich;l  (C s)

 It is this mixture  of  anapaests,  dactyls and  spondees  in lines of

 fbur and  six  feet, often  cut  up  into halflines of  two  and  three

 feet or  in dimeters and  trimeters,  that fbrms the metric  of  the

 CZintes fo11owing Canto I and  gives them  a  fairly consistent

 thythmic  direction.

   Canto III opens  in these free rhythms,  sustained,  furthemiore,

 by Pound's exguisite  sense  of  syllabic  duration:i

        . G6ds fl6atlin the  6zlure airl

        Bright g6dsland  TUscan,Ibick  befbreldew wasIshed.I

        Light: and  thelfirst  light,lbefbre elver d6w1was  fa11en.I

        Mnisks,land from the  6ak,idrYas,l

        And  from  the  ipple,lmdelid,l ･

        Through ill1the w6od,[and  the  leavesIare fall1of voices,l

                                                      (C ii)
The  same  rhythms  move  through  Canto XXIX.  In one  passage,
 we  have alternating  trimeters  of  dactyls and  of  spondaic  feet, the
faint rise  of  the  breeze and  the  settled  calm  of  sunshine:

        The  t6wer,  ivory, the  clear  skY

        fvory rigid  in sUnllght

        And  the  pale c16ar  of  the  heaven

        Ph6ibos of  narrow  thighs,

        The  cUt  c6ol  of  the  air,

        B16ssom  cUt  on  the  wind,  by H6Iios

        L6td  of  the  Light's 6dge, and  April
        B16wn  r6und  the  feet of  the  G6d, (C i4s)
This fhythmical  alternation  is used  to  magnificent  effect in Canto
IV  where  the  spondaic  rhythm  ushers  in a  sense  of  burdened
excitement  and  suspense:

        The  silverImirrorsicitch  the1bright  st6nesland  flire,

        DAwn,  to ourlwiking,ldrifts  in the1green  c6olllight;

  
i
 See the  examples  of  

"quantitative

 prosody"  below, pp. ios,  io7  and  the  fu･
fo11owing.
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       Dew-h6ze1blUrs, in thelgt6ss,  pile1ankles1m6ving.
       Beat, beat,1whirr, thUd,1in  the  s6ft  tUrf1 (Ci3)

As  the  climax  is reached,  the  lines move  in simple  dactyls and

trochees  :

       And  she  went  t6ward  the  window  and  c2st  her dOwn,

           
`All

 the  while,  the  while,  swillows  ctVing  :

       ftyn!
           

`it
 is Cabest2n's heErt in the dish.'

           `it
 is Cabestin's heirt in the  dish?

           
`N6

 other  t6ste shal1  ch6nge  this.'

The  climax  itself returns  to  the  spondaic  movement  of  the  intro-

duction:

        And  she  went  t6ward  the  window,

             the slim  white  st6ne  b6r

        M6king  a  d6uble 6rch;

        Firm  6ven fingers h61d to  the  firm pAle st6ne;

        SwUng  fot a  m6ment,

             and  the  wind  out  of  Rh6dez

        CaUght  in the  fall of  her s16eve.

The  holding eflect  of  the pause after  
"

 swung  
"

 upsets  the  delicate

balance in line 4 which  
"
 held "

 maintains  between the  two  sets

of  close-cropped  stresses  at either  end.  The rhythm  then  expands

into rising  anapaests  as  the wind  momentarily  catches  up  the body,

and  then  descends in rapid  dactyls.

   So far, we  have not  come  across  a  passage in blank verse  or

in any  variation  on  the  iambic norm.  Indeed, these  figure mini-

mally  in the danlos, though  we  have occasional  passages of  Browp-

 ingesque loose blank verse,  as  in the  section  on  Henry  James in

 Canto VII. Even  here, the iambic movement  is weakened  by

 trisyllabic substitutions,  and  where  lines scan  as  iambic, they  
can

 also  scan  as  trochaic-dactylic:

        And  the  great d6med  head, con  gth occhi  enesli  e lardi
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The rhythmic

half lost,
sense  of  things  lost but recoveted  in the emotions.

prosodic coRtext  ef  the dantos,
of  the  iambic movement  which

general
  A  predominant
elegiac

sense  of  fecovetv

and  life.
aBapaestlc

              John Kwan-Terry

M6ves  bef6xe me;  phantom  with  w6ighted  m6tion

Grave inces:sva, dtinking the  t6fie of  things,

And  the  61d v6ice  lifts itself

     weiving  an  6ndless sentence.

We  Aiso made  gh6stiy vfsits, and  the  stair

That kn6w  us,  f6und us  aga'in  on  the  ttitn of  it,

Kn6cking at  6mpty  ro6ms,  s6eking  for btiried beEuty; (C 24)

      ambiguity,  where  the iambic half emerges  and  is

 beautifully creates  an  atmosphere  of  insubstantiality and

                                      In the  latget

                   this ambig"ity  shows  the  weakness

                   ,
 when  it occurs,  occurs  within  the

run  of  a  strongly  falling rhyt{hm.

         mood  marks  the fitst thirty Cantos. This is
in tone  and  exemplifies  the pathetic change  in time,  a

       .
 and  loss of  the  beauty and  mysteries  of  nature

  The thythmic  fbrce is continually  maintained  in dactylic-
'

 afid spofidaic  thythms:

The st6neIis  alive  Bn my  hind,1the cr6psI

     will  be thickiin  my  d6ath-yeari (VI, p. 2i)

And  6Re diy l he was  $itting Pn the  chi6xa,  i
On  a  b{tlof c6stInice,  a  bitiof st6Relgt6oved  for alc6rnice,

T6o  n6tstow  I to fft I his big beam, 1
      h"nched up  and  I n6ting  what  was  l d6fte wr6ng,  I
                                       (XI, P. 49)
And  the  sillver  b6akslfising andIcr6ssing.I

      St6ne trees,lwhite  andIf6se-whitelin  the dhrkness,I

                                     (xvll, p. 7g)
Whfte  h6tn,[p61e in thelm6on  shift,land  Titinial
By  the  drinkling h61e, I
      steps,lcat  in thelbisalt.]  (XXI, p. ioo)

Leaf overc  P6aCldawn-briinchlin the  skVi

Andi the  s6aidark,i"ndier!wind,  (XXIII, p. io8)
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  Within the prosodic context  we'  have outlined,  Pound's 
"

 quan-
tities 

"i
 also  form a  notable  feature, often  underlying  the sttess-

patterns of  the  lines and  slowing  down  their  rhythm  considerably.

The grave lyric movement  of  the lines from Sappho in Canto V

is not  possible otherwise:

                                     LV

      Hash  6f thE  61deVt s6ng:  
`

 FEdes light fr6m sEa-crEst,

      
`AWnd

 iVn LYdia wilks  with p2ir'd w6men.

      
`
 PeerleVss im6n.a theW palrs, th5t  6nce  ifn SErdis

      `iin  satiEties...  (C i7-i8)

Pound  does not  reproduce  the Sapphic line here, but the Aeolic

nucleus  of  -wsv-,  around  which  the Sapphic line is built provides
the thythmic  impetus of  the passage. The quantitative dactyls

and  spondees  in the  fbilowing passage from Canto  XX  eflectively

reinforce  the sense  of  onrushing  and  receding  waves:

      AVnd thE  blife[wZterldUsky bUeineath them,l

            p6urTng th5relint6  thVeicatlirUct,I

      Wrthin61se  6f1sea 6veVrishingle,l

               strilcrng  with:l

               hsh hzhIEIfah thiiim,ithUnb,  dhi

               w6h  w6hIar-a'h51thamm,  bhaEa.1 (C g3)

   In the  first thirty  Cantos, we  have a  prosody which  maintains

a  certain  unity  of  tone  and  sound.  There are  beautifu1 sections

in almost  every  canto.  However,  trouble  begins, both with

  i Quantity is an  aspect  of  versific2tion  that has received  a  great deal of  attention

from Pound. He  found fault with  Eliot's theory  of  vers libre because it implied that
"  all metres  were  rneasured  by  accent"  and  

"omitted
 all consideration  of  mettes

depending on  quantity." There are  numerous  isolated lines in the Cbnlos which

can  be read  as  classical  quantitative verse.

  What  Pound  is after  in these  experiments,  as he says,  is not  to  copy  the  eflect  of

 classical  quantitative measures,  but to  arrange,  as  in this example,  the  sequenoe  of

 consonants  and  vowels  into a  pleasing and  significant  movement  and  proportien, and

 thus  heighten the  natural  intonation into melody  without  distorting 
"the

 actual

 cadence  of  voices."  See LeUers qf Erza Poun4  ed.  D. D. Paige (London, igsi),

 pp･I3, 87, i37,  248,  337. 42r･
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 regard  to content  and  form, in Cantos VIII to  XI, and  reaches

 uncontrollable  degrees in Cantos XVIII  and  XIX  where  Pound

 leads us  into a labyrinthine confusion  of  thought  and  expression.

 The  
"Malatesta

 Cantos" (VIII to  XI)  have a  certain  unity  in a

 central  character.  But otherwise  they  consist  ofa  chaotic  entangle-

 ment  of  documentary facts which  are  arranged  in no  apparent

 significant  rhythmic  pattern. The  only  observable  rhythm  is
 provided by the endless  list of  

"
 and's  ?' which  Pound  uses  here

 with  increasing frequency and  by the stuttering,  heaving end-

 stopped  lines. In other  parts, Pound  tries to drown  out  this
lack of  rhythm  by an  idiosyncratic idiom, in the  form of  loud-
. mouthed  invective in the flat and  inept style  of  his eatliet  poems
from 

"
 Contemporania "

 and  
"
 Blast," or  in the form of  some

 selfconscious  American dialect: 
h

                      And  another  day on  the  pier
       Was  a fat fe11ah from Rhode  Island, a-sayin':

       
`Bi

 Hek!  I been all thtu  Italy
             An' ain't  never  been stuck!

       
`

 But this place is plumb  fuIl er  scoundrels.'

       And  Yusuf said:  YaisP an'  the  reech  man

       In youah countree,  haowa  they  get their money;

       They  no  go rob  some  poor pairsons? (XXII, p. io4)

The above  is bad not  because Pound  has attempted  to use  the
vernacular,  but because his use  is not  guided by any  rhythm  that
will  shed  a deeper significance  to what  he is saying.  The  verse

is completely  superficial  and  stops  short  at  Pound's uncontrolled

anger  or  funny mimicry.

  After the first thirty  Cantos, the  poetic power is less sustained.

The  initial rhythmic  impetus that begins so  powerfu11y in Canto
I and  kept up  ti11 Canto VII, begins to  falter and  is broken by
large blocks of  prose. Cantos XXXI  to LI consist  of  economic

ptopaganda, for the  most  part considerably  less sensitive  in

phtasing than  dry prose. Parts of  the  series  which  show  any

sjgnificant  and  consistent  rhythm  include Cantos XXXVI,  XXXIX
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and  the last half of  Canto XL  (pages igg  to  2oi),  the powerfu1
litanic chant  of  Canto XLV,  the  sustained  lyricism of  Canto

XLVII  and  the beautifu11y-ordered Canto XLIX.  The  familiar

dactylic-anapaestic and  spondaic  rnovement  is again  heard in

these parts. In Canto XXXIX,  we  find a  remarkable  piece of

"
 quantitative 

"
 verse:

       iJCilth plum l fl6weVrs 
Vab6ve

 l them  l
             wYth  Zllm6nd 6n  th6 b15ckIb6ughI

       With jEslmine aVnd  61iveIleagi

       T6  thEIbeat  6f thE  mealsure1

       Fr6m  star-lup  t6 thE  hElfld5rk 1
       Fr6m  h51f-d5rl<ltVo hElf-dErkl

             Unceasing I thVe measare  1 (C igs)

Pound  seems  to  use,  fbt his lines here, the  second  pherecratean,
whose  paradigm is

             xvL-vv[-

Fot the last two  lines, he switches  to  the  bacchic half of  the first

pherecratean, whose  fbrm is

             -vv-lv-H

Canto XLIX  reminds  one  of  the  chatming  brand of  strong-stress

verse  with  its gnomic  grammar which  Pound  uses  in the  Conj?icinn

Odes:

       Sun  up;  work

       sundown;  to rest

       dig well  and  drink of  the  water

       dig field; eat  of  the  grain
       Imperial power  is? and  to us  what  is it? (C 24s)

  Viewed  in the  context  of  twenty--one  Cantos, the  occurrence  of

these  lytics is, to say  the Ieast, spotadic.  Furthermore, they

diverge too  much  in mood,  tone  and  style  from the miasmic loose-

ness  of  the rest  of  the section  as  to become virtually  independent,
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isolated units  which  thetefbre  cannot  ptovide even  a  loose rhythnic
to  strengthen  the  articulations  of  the weak  rhythms.  The  poetic
power which  we  discover in the first thirty  Cantos falters consider-
ably  in the next  twenty-one  and  the two  series  fbllowing, Cantos
LII to LXI,  which  narrate  the history of  China, and  Cantos LXII
to LXXI,  which  deal with  John Adams.
  Canto LII opens  unpromisingly  with  the invective carried  over
from the  previous section.  But haltway through,  it suddenly

bteaks into one  of  the most  beautifully sustained  canticles  in the
whole  of  the C}intes, a  brilliant redaction  from the Chinese Boofe

EzfRiles. 
.In

 lin.eation, it recalls the  Cathay poems, but the  rhythm

is tauter, in  quite regular  anapaests  and  dactyls, frequently punc-
tuated  by spondees:

       Velox 7-4-2 The  IAke wirden  to  gither rUshes

       Planus s-2 to tEke  griin fot the  mdnes

       Tardus g-6-s to tike griin fbr the  b6asts you  will  sicrifice

       Planus s-2  to  the  L6rds of  the  M6untains  
'

       Planus s-2 To the  L6rds of  gr6at tivers

       Tardus g-6-3 Insp6ctor of  dYe-works, inspector of  c61our

                     and  br6ideries

       Planus s-2 see  that the  white,  blick, gr6en be in 6rder
       Planus s-2 let n6  false c61our  exist  here

       
Tardus 8-6-3  black,yellow,gr6enbeofquality (C2sg-6o)

The  ritualistic rriovement  is further sustained  by the rhetorical
device of  cursus  endings  (marked on  the left margin),i  and  by
syntactic  parallelism. The  passage opens  with  a  nominal  phrase
fo11owed        by           three  verbal  phrases and  rounded  up  by two  com-

plements. The pattern is then  fepeated,  a  nominal  phrase fbllo'wed
by two  verb-clauses  and  a co-ordinate  phrase. The  syntactic

 
i
 The cursus  is a  system  ofclause  endings  used  in ofatorical  prose. The  numerals

indicate the  position of  the  sttessed  syllables  eounting  from the  Iast syllable  of  the
line.

 For an  exposition  of  the  cursus,  see  Morris W.  Croll, "

 The  Cadence  ef  English
Oratorical

 Prose," in Style, Ithetoric and  Riplkm,  Esscy,s by Mbrris ue. erolX; ed.  J. Max
Patrick

 
&
 Robett O.  Evans  (Princeton, ig66),  pp･ so4-Os, si2-r3, 344-36･



The English Society of Japan

NII-Electronic Library Service

The  EnglishSociety  of  Japan

              Pound  and  the  Limits of  Prosody iog

structure  appears  to be built on  triple repetitions.  Thus  the three

verbal  phrases at  the beginning are  balanced by the  three adjuncts

of  the  
"
 Inspector ":

 
"
 dye-works, colour,  broideries," the triple

pattern then  echoed  in 
"

 white,  black, green," and  
"

 black, yellow,

green." In the  Cantos which  fbllow, the ear  can  hear no  signifi-

cant  rhythm  except  in very  occasional  lines, untjl  we  come  
to

the all too  brief passage in Canto LVI  on  
"
 Ouang  Chi," and  the

"Li  Sao" and  
"Ousan"

 passages at  the end  of  Canto LVIII

(PP･ 305, S22-23).

  In the  Adams  section,  our  ear  is occasionally  caught,  but fleet-

ingly, by the  fa11ing dactylic-spondaic movement:

       NUmbers  ofIsm511  birds1from the  sh6tel

       instant theyilight  on  a1shipI

             dr6p alsleep  firom exlhaUstion  i (LXV, p. 37o)

Throughout the  two  sections,  our  attention  is repeatedly  con-

fused by the  mass  of  details which  Pound  often  transcribes literally

but in an  obscure,  short-hand  fbrm from books on  Chinese and

American history and  from John Adams'  diaries. There are  lists

 of  dates, names  and  incidents, jumbled together  heltet-skelter and

 lacking any  sense  of  rhythmic  arrangement  or  coherence.  .

   In the Pisan Cantos (LXXIV to LXXXIV),  Pound's poetic

 power seems  to teturn,  and  these  Cantos on  the whole  show

 greater artistic  restraint.  Like the previous sections,  they  
are

 fi11ed with  chaotic  prosaisms, incomprehensible refetences,  dia-

 tribes, Chinese ideograms and  other  visual  devices, but these are

 more  frequently intetspersed with  lyric passages so  that both the

 rhythm  and  the mood  they  sustain  are  more  easily  and  readily

 heard and  felt. The  elegiac  tone  of  the first seven  Cantos returns

 with  the  fam{liar dactylic-anapaestic and  spondaic  movement.

 Indeed, this ptosodic 
"
 signature  

"
 is wtitten  on  page after  page

 of  the  Pisan thnlos:

        and  6[live tr6e 1 b16wn white  l in the  windl

        wEshed  in thelK{ang  andlHin1
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  The
regular  metre  than

the  
"

 Libretto

In the  same  Cafito, we  find the  oft-quoted  passage be
`c

 The
verse  with  irtegular rhyme.

pentameter verse  in Canto LXXX,

Occasionally,
dactyls

               john Kwan-Terry

 what  whitenesslwi!l  you add1to  this whiteness,l  .

                                    what  cEndout?i

 
`the

 gr6atlp6r!p!"mIbxings in theIst5zs  to  our1sh6ste.'l

                                    (LXXIV, p. 42s)

 n6  clotid,lbut  the  crYsital  b6dyI

      the tinlgent formedlin the  hctnd's cUpl

                                    (LXXVI, p. 4s7)

 c16af in the1ch6ir  that  wouldlr{ng  p{fig!en the highl61tarl

 in the  B £ caj  ch6ralsl  (LXXX, P･ so4)

 in the dr6nched t6nt!there  is quietl
       s6:ecl  eyeslare at restI  (LXXXIII, p. s2g)
"
 Pisan "

 section  contains  a greater arnount  of  verse  in
           can  be found in the  other  sections.  There is
       

"
 in Canto LXXXI  in trochaic  tetrameter:

 Ete the  season  diied a-cold

 Borne upon  a  zephyr's  $houider

 I rose  thtough  the  aureate  sky

      Lacaes and  .Iknkyns  gxiard ip resX

       Doimetsch ever  he dy 
,giiest,

 (C yg)

                                         ginnipg with
ant's  a centaur  in his dragon world,"  which  js j,n biank
                    Thete is also  the  rare  rhvmed  iambic                                         i

                         written  in the  Rubaivat stanza  :                                           g

 Tudor  indeed is gone and  every  rose,

 Blood-red, blanch-white that  in the  sunset  glows

 Cries; 
`Blood,

 Blood, Blood!'  against  the  gothic stone

 Of  England, as the  Howard  or  Boleyn knows. (C si6)

      we  find hokku-like passages, like the  foiiowing, in
and  spondees:

 sky's  clear

 night's  sea

 green of  the  mountain  pooi
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shone  from the unmasked  eyes

  Often, what  appears  as free verse  is

ground plan. This is obvious  in the

LXXXIII  where  the  initial anapaestic

III

in halfmask's space.

       (LXXXI, p. s2o)

actually  built on  a  metrical

passage on  Yeats in Canto

 trlmeter

       There is fatigue deep as the  grave

sets the rhythm  fbr the three- and  two-stress  lines to  fo11ow.

  The  Pisan C2gnlos, if disjointed, have at  least a  certain  unity  of

tone  and  an  audible  versification.  Little of  such  unity  or  versifica-

tion  exists  in Section: Rock Drav or  in IIIhrones. Canto CVI  is the

only  Canto whete  the  dactylic-anapaestic and  spondaic  thythm

is distinctly heard:

       Sel6na,if6am on  the1wave-swirll

           Out  of  g61d light1fl6oding the!peristyleI

           Trees16pen  in1Piros,!

              White  feet 1 as  Carralra's wh{teness  l (CVI, p･ 7ss)

Lines can  be extracted  from Cantos XCI  to  XCIII and  Canto

XCIX  which  are  both beautifuI and  rhythmical,  but even  these

Cantos are  so  frustratingly cryptic  that  what  audible  versification

there  is aflects  the ear  too  faintly. Furthermore, the  visual  devices,

which  in the  Piswn (Jknlos have already  gained a  distutbing pro-
rninence,  become, in these  two  sections,  oppressively  dominating.

Printed ideograms, hieroglyphics, line arrangements,  spacing,  and

peculiar otthography  have replaced  an  audible  thythmic  fbrm as

 the  principle 
"
 structural  

"
 elements.

   In the  last Cantos that Pound  wtote  (Cantos CXV-CXVI),  we

find a  new  measure  of  cohetence.  The  visual  
"prosody"

 of

Rocfe Drill and  T;erones has disappeared, and  in its place, there  is

a  shift  back to  rhythmic  stability:

        A  b16wn  hilsk I that is lffnished 1
               but the  light singslcternalI

        a  pale fiireI6verImarshesI
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            Where  the  sElt  hay1whispers toltide's  chAngel

        Time,              spice,  i
            n6ither  Pife norld6ath  is thelinswer･l  (C 7g4)

 The  music  returns  as  it rediscovers  the security  of  the  familiar
 dactylic-anapaestic and  spondaic  movement.

   From  Hbneage to the C2intes is a  step  backward rather  than  fbr-
ward.  The  CZintes read  much  like a  prosodic 

"
 handbook  "  which

contains  all the prosodic modes  Pound  has been expetimenting

with. As with  such  a handbook, the C2ifftes do not  show  any  con-

sistent  metric.  One  is hard put to  find a line or  passage that can
be   identified as  the  

"Gteat
 Bass 

"
 of  the  work.  This lack of

prosodic consistency  is perhaps a direct reflection  of  the  kind of

subject-material  it treats of.  A  typical  passage from the C2intes
reads:

        a  man  on  whom  the  sun  has gone down

        the  ewe,  he said  had such  a  pretty look in her eyes;
        And  the  nymph  of  the  Hagoromo  came  to me,

                       as  a  corona  of  angels

       one  day were  clouds  banked  on  Taishan

           or  in glory of  sunset

               and  tovarish blessed without  aim

       wept  in the  tainditch  at evening

                   Sunt lumina

       that  the  drama is wholly  subjective

       stone  knowing the  fotm which  the carver  imparts it

       
the

 stone  knows  the  fbrm 
'
 (C43o)

Each line or  two  articulates  an  jmage or  
"constatates

 a fact."i
But nothing,  not  even  an  implied grammar, or  an  emotional
consistency

 or  semantic  coherence,  articulates  one  image with

another.         Prosodically speaking,  each  line is isolated from the rest.

 
i

 
Pound's

 
term,

 in one  of  his essays  in the  series,  
"Approaches

 to  Patis," New
-4ge, i3      (October igi7),  662.
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The poem  is made  up  of  
"
 bits of  rhythm  

"i
 placed one  after  the

other  unrelated  to any  definite base. In spite  of  the  pleasant
seguences  of  sounds  and  of  light and  strong  syllables  making  up

individual lines, there is no  sense  of  movement  and  duration jn
the  passage, no  sense  of  that  harmony  of  meanings  and  connections

which,  according  to  Eliot, forms the "
 music  

"
 in poetry.2 The

( kenlos are  supposed  to  relate  the  
"
 tale of  the  ttibe  

"3
 but they

consist  of  such  a  heterogenous mixture  of  myths  and  personal
history, of  facts and  supposed  facts, of  chtonicle  and  assertions

that  it is dithcult to  see  the  design and  direction of  the  poem.4
Pound  himselC as  Hayden  Carruth has pointed out,  acknowledges

the 
"
 improvised structure  

"
 of  the C2znlos.5 The lack of  any  goal

to work  towards,  of  an  
"Aguinas-map

 
"
 to direct him,6 and  the

consequent  adoption  of  
"m2ke-shift"

 patterns for individual
episodes  of  the  poem,  lead to  a  structural  disintegration that is

all  too  clearly  mirrored  in the  lack ofa  firm and  consistent  prosodic
tone  throughout  this gigantic work.

Received May  g, ig78
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 A  term  that  Pound  used  in another  context  in his "  Treatise on  Harmony,"  Patria

Mia  and  the b'eatise on  Hbrmoay (London, ig62),  p. 82.

 2
 

"The
 Music of  Poetry," On  Poetvy and  Poefs (London, ig6s),  p･ 32.

 
3
 Letters of Ezra  Poun4  p} 38s･

 
4
 Though  Daniel D. Pearlrnan, in [IleeBarh of TVme (London, Tg6g),  h2s successfu11y

argued  that  the  Canfos are  infbrmed by the  authot's  consistent  purpose centting  on

the theme  of  time,  still the  question of  the  ovetall  structute  of  this sprawling  poem
remains  unanswered.
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"

 The  Poetry of  Ezra  Pound,"  Peripectives U.S.A., No. i6  (Summer. igs6),  i4s-

46.

 
e
 Letters, p. 4i8･


