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An Explanation 01 Obscuri甘 in Ezra Pound's P個t吋

Ying-Tai Walther 

In 1918 , Ezra Pound gave his explanation as to why he had translated Cathay 
“It 15 because Chjnese poetry has certain qualities of vivid presentation; and because 
certain Chinese poets have been content to s巳t forth their matter without moralizing 
and without comment that onc labours to make a translation."l The k巳y interests 
here are the “ vivid presentation," the absence of "moralizing," and the avoidance of 
“ commen t." Without being fully aware of the scope and depth of the issue, Pound 
had stumbled upon three important characteristics of cl品包c Chinese poetry “ Vivid 
presentation" pertains to the visual concreteness Chinese poe tTy strives [or; ahsence 
of moralizing describ,es the objectiveness and impersonality found in a typical T'ang 
poem; and avoidance of comment , which indicates that the poet doe s- not resort to 
prosaic syntax and linear exposîtion in an effort to “巳xplain" the sense ofhis poem , 
heightens the non-conceptual quality in C;hinese poetry. These three qualities ob 
servcd by Pound were to become the guiding principles of his ideogrammíc methoù 

Pound's own poetry bespeaks hi" efforts in acquiring the qualities charactcrizing 
T'ang poetry. 1n hisιan仰后 for visual effect , he reproduι:es Chinese characters and 
their transliterations which bolùly s!and on the pages. To achi巳ve objectivity , he 
avoids makîng moral c;ρmments: his “Metro刊的 a quintessential example. And to 
abstain from conceptualism , he disrupts well-made , logical prose syntax hoping that 
the presentation of seemingly isolated images wi l1 bypass the reader's reasoning 
capacity and appeal to his spontaneous cognitive power. These three characteristics 
do abound in classic Chinese poetry. Yct when one compares Pound's poetry with 
the model he had in mind , ane d的covers more disparity than similarity. lnstead of 
being concrete , objective , and noηconceptual ， Pcmnd's poetry , exactly where his 
ideogrammic method is supposcdly at work , i5 often ahstract , subjective, and con 
ccptual. Yet the grcatest discrcpancy lics in Pound's obscurity , which has generated 
a tremendous amount of explîcation and has made Pound a memher of what Max 
Eastman called the “ cult of unintel1igi bility. "1 

Many critics have claimed that the ideogrammic method itself is the culprit for 
Pound's obscurity and incommunicativene臼 and that it is a seJf-defeating poetic 
mcthod. Their arguments collapse , howcver, when one realizes that the ideogrammîc 
principles in Chinese poetry , which have inspircd Pound , do not incUT the trait saiù 
to he concomÎtant of the method. There are elements particular to Pound as a poct 
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and to English as a language different from Cl"lincsc tha1 have prcvcn叫 Pound's 哥
ideogrammic method procuring the desired effects. Jt js the objective of this paper, 
therefore , to explore the reasons why the ideogrammic method , which p.toduces 
immed >ate visual effects in T'ang poetry , leads to obsιurity when Pound applies it 
in modern English 

To understand how Pound's method creates a problem of understanding , one 
should focus on the m叮叮 instrument of the ideogrammic method , that 芯， the tech
m吐lue of juxtaposition, which , put in simplest terms, is the omìssion of grammatical 

*Thìs pap位 was presented at the QuadrerniiaI International Comparative Literature <:onference held at Tamkang 
Univcrsity , August 1983，四d.凡11 be published in the forthcoming Tam ku. ng Revîew 
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iinks and int巳rpr叫ive element討 ιn a 間n1ence or sentences τhe common belie i' is 
t Ì1 at wh巳 tl ihe links cr tTamitions are taken away , obscurity 出kes place , This is a 
misconccption. My contention is t11at ob叫 Jrity occu自 only when tte expectation of 
t11c complctc scntcncc form is frustrated. The first n:句or rcason why jûxtaposition 
nεal巳 S obscuriiy in Pound's modcrn English but not în T'ang poetry is thc diffcTcncc 
in the English 且nd Chinese reading pa1tern弓 the former constitutes an expcctation of 
the fu !l scntence wh i!e the latt叮 rclies much on discontinuity. A short T'ang poem 
rnay 弓crvc wel110 illustrate thc cl1iptic tnind of the Chinese 

江雪

干些 ，1>， f聖祖 當1豆A建社
Z瓜企塞3豆豆主 揖鈞軍主雪

?毛 iver Snow 

A thous 至 nù mountains; bird i1ight extinguishes 
Ten thousand paths; human trace也 vanish

Single boat, hamboo-lcavc c呵， old man 
Alone , fishmg , cold river snow 

Liu Tsong Yuan 
(A .D .773-819) 

Thc onc predominant fca1urc in this poem is iis graphic , vi叫a! quality , achieved 
by the juxtaposition 01" archetypal nouns. Among a total of twc叫y cha:actcrs , tw巳lvc
are nouns (indicated by underlines). The poem e:;scntially produce:. a picturc of 
objccts , but lacking gramma1ical connectives , the objects and the relationship among 
the objects named arc not cxplainc已 to the reader; inste叫， they are presented to the 
reader , isolated as thcy arc , exactly as a painting îs scanneù by a v> ewcr, or , as Wei 
Licm Yip puts 仗， the reading of this poem resembles a spotlighting movemcnt. 3 Thc 
rcad巳仇 imaginative eye moves from 出e massive mountai肘， to the cmptincss brought 
on by bιnding snow , to the multitude 01' winding pa1hs , to onc singlc boat , to thc 
raincap made from bamboo 胸前問 to the old man in it , an泣， fina l1y , to thc frozcn 
river and snow; the eyc does the reading 

An Eng1ish rcader accuston1 ed to romantìc poetry may find a pocm such as 
“River Snow" frustrating bccause he îs used to complete 阻ntences which providc 
gramrnaticallin1臼

There was a roaring in the 、.v ind all n也hl;

The rain came hE的 ily and fe lJ in 釘肌】 ds;

But now the sun risi月 calm and bright; 
Thc birds are singing in the distant woods; 
Over his own sweet voicc the stock dove broods 

(My cmphases) 

[0 、Villiam Wordsworth's poem , the reader knows exactìy where the roaring 
ocærTcd and whcn , how thc rain had falìen , and where the birds are singing. ln 
“River Snow ," however, he is not told whethcr the old man is in the boat or or; the 
bank; whether the boat moors near the shore or is in the middle of the river; whcre 
the mountains arc in rclation to the river as well as the paths. He is 凹ven only the 
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concrctc objccts , and thc rclationship 8!llong th凹e objccts :tc would h的 εto 叫J叫 ufε

himse!f. The Chi11CSC pocts sccrucd to bclicvcιa poet should not dot hJs i' s.'叫
Does this n肘， onc is tcmpted to ask , lca á. to ambigl:i::y or obscurit叫 Giles ，

in his cpochal \vork on rhincsc litcnlturc which POUJ:c_ 汀 ad_ stU QlCL1巳xpressed Ls 
cx之 ~pcratlon

A ("hine~e pDl:m i, at bc '>t a hard nut <o crm:k, cxpn:"cu a, i( u, uaily i~ in illlCS 
of five or ，e\-~n mono叭 Ibbic [oot-idea... , withüut inllecuon , aggtll\:n'\LJE. 0, 
grammatical indicatioll ()f any kinJ. lheωllncctiυn b 、 lwcen \ovhich h沁 10 hc 
illfern:d by thc rcadcr from thc logic，句 ol日 c lJ叫 1 arrallgC lTlcnt of tl1(": word、

makmg Jt 1Jl orc diffJClllt than cvcr for lhc [巳 adcr to gr~sp thc scnse 吋

l'hcωuse of Giles' fru 、lration is nO~ diff1cult to unde們tai\ d_ TJ-JOmas Po !1ock 
whcn cxplainmg thc cvolu1ion of language , made a æma"!< which i 可 revealing he_:c 
" . .tl11: full-sentcncc statcmc l1 t 13 now the favo::-cc_ sy穴'0。口 c :1attcγn in civili"eμspeeCL 
e:.p巳叫江 lly in civiliιccl 叭 rit l11 g. so thJt ther巳 cx:s令s in thc minds 0-;-' mcs! ρd~lcal'在U

people what we may CQ~l αn expectμ Iiοn of the sf' ntence, \vhich rcsu1ts :n a 它們，I~討 ui_

frmtrution or ba f11巳m巳11t if The words 令 hcy hea~ or sεe a::-e 立ot a了Tiln，Q: cd jn ccnven 
tional 悶 ntence-patterns" (his ernph山i~). (， A rcadcr of ErgEsh is 地llled re抓)的

Pound可 S lincs 

P<t la<.:c m <;Jnoky 1啥ht

Troy but a he2p uf smouldcrmg bOlmdιry slone, 
C3訊to 4 

because he comes 'Jpon thc pocm wi ln an exp.:::ctation 01 比ç se仁 tencc." T1e is 
di師ati日自ed 110t knowing tho rc1at:onsh',p betv河en "pulflcc" and ι rrcy.'" 

The same typc of p:巳sentatio刃， howev巴，、_l ues not 'J mduce scch an cffccì orζ 
Chines巳 reader_ For 0ηe thin皂， Juxtapos~tton is suιh a :':J:1 t-i :1 fe::lÍure jr t h.c Jangλage 
a Chinese 詔"“Applc orange le;-non llll 如liciou，，" inst開d of "Applcs atw" ma咕們叫臼
lcmons are all dcEcious" 位12.t 011e doe" r:_o: a1w包 ys 月包ve :I-:e cxpcctaLcn of rull 
scntence patte rt1, and such cxpcctation fu::the! Jim:nishcs wh己n or: e 泣'C p:08U.CS

poctry. 10 other words , nothing is re <JJly missed 也"0汗g tbejuxtuposcc i~O lL_'1S beç長use

hc is accusto r:n cd to providing his own link~. A 九民c very :;imila, 1:0 Pou:、chco 了lSlrllC

tion prescnts 00 difficu:ty 10 the Chinese reau.er 

戶，、
車只 主之 鞠 主主 至是

Six Dynasties arts arli[acës gras~ ~Lelching in:o SKy 

出
ι 

“ Six Dynasti創刊 ιι盯ts arüfacts"ιnd “grass s:re:ch口g into sky 寸， !ì ke “pai.acε 

and "Troy ," are fragmcnts juxtaposcd wilhmt co泣的ct:ves. T!le Cbi帥、e reZG叮的

satisfied , however , knowing tte line pre~e:Jts two coηtrastir::gγnages- ::1巳 giOno-， 1弓

achievcmcn1s of thc Six DY :J ust\es and the desolate overgrowth 0: weeùs c_ nd gTa日S
thm' making a comment on the vic:.ssi比泣的 of lJc The fragmenb a且 e suní， Iy “pl2.泣的

in relation ," to quotc one of Pound's fuvorite e1í pressior:s. Whcrc there is ,.8 ex古巴s:a
tion , there is thus no frustratîon; the p的blem of obs~u口旬， thcrcfore , does not 2X:'_SC 
ln his brilliant e'ssay,“Fragmcnts and 0，已缸 τwo Moiem Theories oÍ Discontinuo L1 s 
Fonn." 。缸 ar S. Kenshur , while not at ,,_11 hav;_',g Chinese in mind , stated ::0 the S2: me 

說

酒

也

"、
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eff!;'ct ，“1'h巳 co江山tions for am hjguity ar巳 in fact fru叫r"tcd exp己 ctatiom. and 述 text '~ 

fa i1urc to connect its elêments to onc anorher i日山11 biguou<; only wllcn ~uch a cü l1l1叫
, "7 t!on lS exp巳 cted ，

It was Pound 's lifc-lo丘g ambition to tcach thc 上m:l i -，h re址 dcr to rcad and th 11l k 
“ ideogrammically" rhc fonnidable difficult')! hc lacc c1 lS rc\ 己 "1εd in lIaro!d W叭t馬
criticism of his effort 

Words are ineradicahlc. Thcir r<lO t, are tlleir rhyth:11、 k:l j (1 ng-o 、益 bliohed

hannoni巴弓 witlt cach olhcI , thcir tJ'2ditio \l al W i!) <; ()I CUJ:l口日 nto I 巴 lπti()11 v: ith 

已adl orher (J I1 G 1 lllcall lll lJ IC th証n grarnm日 [.lnd iy:l:~L\ hcr~.1 趴) ljlC quc、 L~111

Z的hapε(!<;c:' tllllS for The C叫to ，\， Can naturc 'JC r<:a日ll i_'cd jJl tllC '11C::111L1 1:, 1-
langllage , 01' aIl cstabll,hcd vcrbal \'<ò hiclc 、!.itl10U 【 a rcprUUUCC;O Jl 0• "':ll_C CJ I "Ilr 
effe<:l, judgcd (by rDund ~nd Olll 己r:;)【 ü bè petnicillUS內 I do n()t :Llllk 叫可

Hcn印 th::: first major rca~on \v11y PO L1 nd 's idcog刊 II'lllic 111elhod f:J il~ 10 com 
l1l unicate is that ιthc tradirional way~ of coming inlo rela1io Tl wltll C'(l cll othcr" lTI 

th巳 En g_l!的 language aml lhinking pattern do not yicld 10 idωgrammic li Itdcr~tandi Il g 

On thc othεr hand. as Watts said ，可 ords arc ltldccd "incradlulble lf to 叫Ll íT lhc 
bbnb. in a 仁 hincsc scntence with grarnmntical tag~ i~ like glu!ng l11c y 仆丸。 to lTS 

lh ，巳ad ， thcn remuving tho~c 1ag、 tro l11 an Fngli~h 心 "t已 ncc i, like takm t-': pKC (，~ (\机斗》

from a jjg~aw p1l7 χ 1 ，巳 Onc ι干1ρ'沁c叮rl1l c叫ious' 可 cffcc叮t of P>OU凹nd 可 S 1叫d巳叭"糟gr叫a山叩1ηj川nt心L ε叫tho叫d i肘封

ob】巧scurity ， ()ne fundarnental cam <.ò of Lt bcing tlwt tl l1.: Ln立li~h audr 巳 11 CC 刊 not :lC
custo ll1ed to pla}!ingjlgsaw pllLLle~ witll mi~sing piece~ 

Reading habits can be trained and clwn間 d. ()nce one begill'> ttl cxp:::cl thc fonll 
of discontinllity , howev己了， due、 th巳 problclll of ob~curil)" thm uisappcar f10m POllllcl'~ 
poetry') It lwrclly Joö , b巳 cau~巳 lherc 1誼 yet another Jifficulty to ovcrc()川 c: POll l\ d九

u~eυf privatc sym hols pro、 id 巳 s a ~ec()nd sourcc of his u b、cunt}

Juxtaposition uocs not m此 ssarliy causc problcms 01 Ll nd 巳 r~lunding:_ ln lhc 
following lin 巳s by \-ía Dai. both th巳 i l1l<lgcs and mcmllng arμckar 

三本主↑叫樹封

草成插在人

立回去商白 ~t

L且 I主豎了1首先p

Falling le3ve;、 strangc land 's trees 
('o!rl bmp ，叫IitM、lU也 ht per州n

Lmply garrlcIl帆 ÌlllC dc\\ , drip 

E IO川

Ilowevcr onc con:.tru t'~ the svnta .:tic rel 凶 tion 、 between "lca、口" andιlrc間，. 0 1' 

'lamp" and "person ," one can not mi~~ 1he "悶ns巴" of lhc pocrn: a sojoLlr孔cr's

lonclincss in autumn. Parts of CaUTυ5 ha可 c thc samc bcallty and cl山 ity

Rain , empTy ri\'cr; a voyag~ 

TtJe reeds 斗re hcavy; bClll; 

Broad walcr; gce,e line out \"vith ihe autullln 
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Rooks cl ll.tter over the físhennen's lanthorn的!

Au tumn moon; hil1s rise about lakes stones 
Agaimt sunset 

Canto 49 

Praycr; hands uplifted 
Solitude; a person , a NVRSE 

Canto 52 

This clarity diminishes , nevertheless , when private symbols are use丘 For ex
ample 

and Demattia is checking out 
Whi紹， Fazzio ， Bedell , benedicti 

Sarnone, two Washingto品 (daIk) J and M 

Bassier. Starch眩， H. Crowde主 'nd

No soldier he although his 間ne is Slaughter 
Canto 84 

These names belong to soldiers whom Poun益 knew at the camp, but as A. Alv缸ez

poînts 0肘， these names “never disengage themselves from [Pound's] me珀ories and 
step into the public creative worId."9 Allan Tate's stateme叫， tl:at Pound '5 difficulty 
can be dissolved by “ any reader who has enough infonna封on to get "1:0 the back 
ground of the allusion in a leamed cc帥的ßtion ，'叫 o does not ho注 true in thìs case 
These names m主ght arouse a certain emotion in Poand , who knew them as persons, 
but they can mean very little to even well-educated readers, z.nd. thz.t particular 
emotion , whatever it îs , is r:ot transmitte是出 the 問ader as are the err. otions 曰“cold.

lamp; solitary night; a person" 01"“Broad wate:; geese line out with autumn ," which 
appeal to knowledge universally shared 

Another so盯ce of private symbols would certainly be Pound's vast emd孟加fl ，

which contributes to the difficulty in understanding his poetry. This one is typicaI 

And So.Gioku , saying 
"This w凶d ， sire , is the king's wind , 

This wind is wind ofthe palace , 
Shaking imperial water-jets." 

And Ran-ti, openin哩 his collar 
"This wind roars în 的時間rth's bag , 

It lays the water with rushes; 
No wind is the king's wind 

Let every cow ke巳p her calf." 
Canto 4 

Why is this conversation here? How is it related to the rest ofthe poem? What 
does the wind signify? Whîch king? WÌ10 are the people me:1tioned? The converS3-
tion has only a faint resemblance to the origîn訟， which is P缸t of a “fu ," prose poem , 
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written by Sung Yu. The missing links are not grammatical but logical and referential 
The r巳ader is reguired to know not only who "So-Gioku" i5-a few reference books 
may help-but that “ Ran-ti,"“the Orchid-Terrace ，"的 mistaken by Pound for the 
kîng's name; a mistake that requires a specialist to decipher. Such erudition provîdes 
private symbols because "in thi5 modern world the educated class simply 00 longer 
has what Marc Friedlaender cal1s the “common store" of knowledge. 11 A reference 
to “Cabesten's heart in the dish" might not have been unrecognizable to the reader 
of previous centuries familiar with classics. but it pre5ents a tremendous barrier for 
the specialized and divided modern audiençe 

Pound's internationalism a150 compounds the problem of obscurity in his 
poetry. There are çultural gaps whiçh cannot be bridged by encylopaedic knowledge 
The colour white may symboliz己“innocence" and "purity" to the Western reader , 
but it often represents “death" to the Eastern; a reference to “jade" u5ually invites 
associations with purity , softne詣， and integrity from a Chinese mind , but it may 
mean little to the Western sensibility. Plum blossoms are potent symbols in the 
Oriental tradition as o1ive trees or narci諮us are in the European heritage , but the 
connotative power of both can hardly be translated. The last three lines of the much 
praised Canto 13 read , 

The blossoms of the apricot 
blow from the east to the west 

And 1 have tried to keep them from falling 

The reference to the apricot bJossoms appears obscure because it is both a 
symbol and an allusion; yet even after looking up the source and learning that the 
blossoms of apricot in Chinese tradition represent the noble profession of imparting 
knowledge , a Western reader would not associate the object wjth Confucius , with 
early spring , with village life , with wine , as a lettered Chinese would. If the private 
symbol厄 were explained and interpreted by the poet , their difficulty might be re
solved , yet the ideogrammic juxtaposition by its own nature precludes an exposition 
Th泌的 one of Pound's basic dilemmas , which underlles h15 obscurity 

As if aware of this pitfall of the juxtaposition technique , T'ang poets rarely 
use private symbols. Take these two lines by Li Po for instance 

#花白雪令

楊柳贅金牌

Pear blossom(s) white snow 
willow twig(s) yellow gold 

fragrant 
tender 

Li's two 1ines consist of two pairs of simple nouns. pear blossoms/snow; willow 
twigs/gold The objects named are anything but “private" or cryptic. The only 
adjectivcs ， ιwhite" referring to snow and 'ιyellow" to gold , are hackneyed expres
sions What turns banalitý into wonder is the skillful manipulation of synesthesia and 
juxtapositio泣， which , as Pound learned , were capable oí circumventing cumbersome 
syntax and directly appea1ing to one's senses. Snow has no scent , but injuxtaposition 
with the blossoms , it partakes of the fragrance from the plant , and , in turn , the 
puren~ss and softnes冶 of the flowers are concretized by the image of the snow 
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Likewise , gold is not norma l1y consid叮ed “tender ，" but the superpos抽on of gold and 
the newly sprung willow twigs brings about a fusion of qualiti前; golden yellowness 
and tenderness comb.ine to define the colour and texture of the spring willow 

Juxtaposition works in “Pear blossoms white snow fragrant" because the blos 
soms and the snow are not esoteric symbols taxing the analytic mind. They are 
simple , archetypal nouns which directly impress the eye , bypassing conceptual 
exercjses. The fact is , a m巳taphor constructed by juxtaposition requires a certain 
amount of banality. A poet may force a metaphor by asserting “Much madne目 IS

divine sense" or “ My life had stood-a loaded gun." Juxtaposition , given the ad
vantage of f1exibility and freedom , has the disadvantage of passivity. It lacks the 
forcefulness of an as阻rtion and must depend on the reader's spontaneous recognition 
and cognition. The relation between the juxtaposed elements , therefore , cannot be 
stretched too far “ sun" (日) and “ moon" (月) successfuUy signify “ brightness" (明)
mostly because they învite certain uniformed associatio肘， as “ whale" and “ road" 
making “ ocean" does in Old English. But when juxtaposed elements a目 pnvate

symbols , instantaneous cognition does not occur , and juxtaposition loses îts power to 
communicate. Pound had too eagerly grabbed the technique he learned and failed 
to look into its limitations 

The third m句or cause for Pound's obscurity is his indiscriminating use of the 
JUX臼position technique “There is no intentional obscurity," Pound once defended 
himself， ι 'There is condensation to the maximum attainable. It is impossible to make 
the deep as quickly compn;hensible as the shallow," and “ if the goddam viol凹的
not tense , no amount of bowing will help the player."12 The latter analogy is very 
revealing of both Pound's intention and his dilemma. A tense violin way be good for 
playing a serenade, but when the violin is used for other purposes, to be displayed 
in the window or to be touched to examine make and texture , it does not stay 
constantly taut. In T'ang poetry , as the following example will show , juxtaposition 
is employed only when 位 is called for 

主章，且揖客乾坤一腐懦

)j.雪天#"i童車在月月且

是日，丸之插壯 社風搞社攝

8世存幸馬 何成耳又是違

Yangtze.han, think.return stranger( Ch'ien.K'un , one withered pedant 
Patch.c1oud , heaven with farj Eternal.night , moon together ahme 
Setting.sun, heart still halef Autumn.wind , sickness abouHo revive 
Antiquity since keep old horsej No need take long road 

By Yangtze and H凹， a stranger who thinks of home , 
One withered pedant between the Ch'ien and K'un 
Under as far a sky as that streak of cloud, 
rhe moon in the endless night no more alone 
In sunset hale of heart still 
In the autumn wind , risen from sícknes~ 
There's always a place kept for an old horse 
Though it can take no more to the long roadP 
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ThεH[s'r c:cu}Jn Jl 文t::lposes 引x nOnDS Y 8ntLc R lVCr. ì ]an R iver. strangcr 
Ch 'iu, (h己avc:\ or sky) , ~(\川 (ea~"t h). and I'crl2!n Ea叫 1 0 1" thc two tlljddk coupleb 

j u_ xtap~)scs :'O Ll r nOUTlS clourL sky , night. nloon , and 、Ll n~et ， hCilrt; autumn 恥 ind ，
~;;ck:1e"" γ吼叫 0月的cd to thc c()n可k出 frccdo1tl in thc fir叫 coup!e t. in thc曰

rnidd. ie 叩uDlcts c8ch lin.: ha~ ~omc so:-:οf a conn叫“叫 word with. tog巳 th叮 still

abo:r:-b , Ar:d the last cou 、 let uscs no JU叮叮 3 凹的Oll bu: 11品 tt ，巴 110um ， old horsc ancJ 
iongr3ZC3 己mheddεd in a grdmmatic31ly weil-struc~ur巳 d Sell tιncc “ slnce ..110 need 
n:m , ÜlC pocm progTes~cs from ihc syn13clic叫 ly !ca<;t s~ru口 urcd to thc mo~t 吼叫L

~1J rcc_了設了ld f{()ffi :hc l了10盯 1立1JglstlC. to 余hc k85t imagistic 1he final coup lL: t I 、 propOSl

:lOr31, a 日 t;<emc了正 Professors Y. K 且80 and T. L Liu cxplain the 0、 erall 只1ructurc

of a s!_ 2.nùaxd T'ang 1μoem this way 

[~口r.:'.c 'T'. 1~1; '1'址 n 川、 d，月卅一hdlml i 、 1:[(,>],. 1_" 1_，，-，圳、:'nn ↑ 1 ↑1"口'1' é'!! CI 

1(, imä民)計ic tìlllctW Il conespolldmgl、 Cnh ，1 1l臼 cl ;1' a propo';u心n i, 10 llldic~te 

lhe relaLion~ amor屯I1 s l:lJrnpυn己111 [J aTU,. ji 1m, 1υh<1\'C a 1TI Dre complicatc\l 
:,v()tactic "ψpar叭叫 which 址 oncεwcab:m the imagc-making power of lhc 
indl\'jdual 、、()f(ü， and givc<; the sClllcncc 3 f1l 11nc的 th31 allo\'. 、 it to SllSlnin a IIIυrc 
co江 illllom rhythlll. 14 

Püs 父已 n'es to prove that oJthou立h thc idcogramnl1c 5truιturc is a built-in r巳注 ture
0 1" tl~e -(川江ese ~2ngLl age and :hinkmg , juλtapo<;itlOIl is b')'" no mcam Ll scd on all oc 
間位ons. cj-C 2chicvc 叩 ιcmotional and ll1:cllcctual complcx in 叩Hlstant 0 1' ti Ill f 了

the "[cçh r; iquc is used :0 conjmc imagcs Bul whcn ihc occ3sion calls f()r a propmi 
tion , scnte立cc fonn 的 rcsortcd to and connectn'C s 3fC provldcd to thc cxtcnt lh <l l 
poctry dDCS cot iurn into prosc 了lw ll11agl只 ic q_Ll aLity and thc propo月 itional qLwlit) 
去了C l f1_ VC自己 y rclatcrl 

PO 'J nù\ ellir可 tic JUxtapo叫wn at timcs crcatö bcautiful '":'crcnarle" 

A blur abüvc ripp!c,: and rl刊cu且h II 
sharp 1ωng s[l> l,es ül lhc CÜ1l1 8nlO ll , 
,1 c(予 IJ lUllC R!ll id 1叫“

CanlO 49 

lJr:.=m • unatcly. hc dld not sce tllc limilations of thεtechniq uc; 拉伯 a rC :,\1 11. he 

S~UHn~ 1.0 can 、 hi~ CCCE1 CH!1ic) ~ocial ， and politicdl convictiom. His 海 iolin rClll ê! lllS 
ta C:':- or' all OCCélS;()\1 S. ('(1'1:( 日品。ffcrs a good 巳xampie. The Canto expo\l nd~ some 

已nmcrrllC i~sucs and cnds 、'，'l:r: a pic1:u!c of C:lrù sui:s 

An J. as ,"u: lhc c!Ja rt己 c'

Qεvε1 vmla L:(ì :l<; 
15 abuscs 

了 le ，e }1r. Clay斗。 1 ,-ccll.l 10 thc: hOL:5C , 1l0t Pnik 
[I.-]r ClayLOl 

rγ;)111 a :1,LIOW slr~p 01 papc心， ro]cù round l:i,; fLlgCI 
SGι1缸 thc \-VrihDg ,hd not bc sccn 

He (;(:t h2.ving l--) ~d JeisèFc tD copy a!ìc! 3111phí\' 



JUXT APOSITIO~ AKD lTS UMIT A TlONS 

-12 
• :即b
tf ~n 
@ 斗帥的

As imagery , the picture may be "pretty" and philosophical, as Christine Brooke 
Rose interpreted it ,15 but juxtaposed with the preceding 1ines , which are from Thomas 
Benton 's speech to the Senat巳 în 18況， the image apparent1y demands to be more 
than just a pleasing picture and to be taken as some sort of a comment on the ecc 
nomic topic in discussion. As connectives betweer. the image and its an!eccden! are 
not provided , however , the significance and the relevancy of the image are not com 
prehensib1e. lt 間mains decorative , and the intended message is not conveyed 

The insoluble contradiction is .this. if juxtaposition, by conjunng up instant 
images, is an eff巴ctive way to arouse the cognitive , intuitive power in a person , then 
it can not be as effective a too1 for 1ecturing because lecturing necessarily appeals to 
man's capacity for logic , for analytic reasoning. We are satisfied with the concrete 
presentation of “ Rain; empty r主ver; a vúyage" because such 1ines are meant to impress 
our eyes, and they dO. But when a “ serenade" passage such 自“And fifty 2 weeks in 
4 seasons" intends to communicate some abs口a叫“ideas" 叮叮deologies ，" one 
expects a certain amount of abst:-action ar:d spedficity. ln differentiating COT! crete
ness from specificity ， τhomas Clark Foliock s叮s that contrary to what is commonly 
believed,“abstract andεer，eralized ~inguistic fonns are more usefuì than are CO I1 C間。e

for making specific re~erenc巳s. Concrete tenns, in other words , are less helpfu1 if we 
wish to be specific than a玄e abstract ter了15." ， 6 That is to say,“5: 15 pm , Eastem 
Time , February 10, 1983" better conveys th_e messaεe than, say , '‘the momen金 when

出e sun borders the western h iUs and the birds rest in the nests." Sticking:o the one 
principle of the ideogrammic method , Pound refused to provide the reader with that 
amount of specifìcity ar.d abstraction, anè the result is obscurity 

Alvarez's criticism coincides with this view “The Cantos fail p扭cisely when 
they are didactic. For the dogma he preaches and the suggestivene田 of the ideo 
grammic method strain impossibly against each other. It的 like p1aying a hymη-tune 
on a clarichord 叫7 Pound the poet had seized upon a poetic mode which is by nature 
recalcitnmt to the ideas and passion held by Pound the person. In thís sense Pouné. is 
truly a “poet in exile ,"18 a1ienated even from hin:self 

Some cr:i tics believe that the ideogrammic method is self-defeating by its own 
nature. 1\:0e1 Stock , referring to the ideogrammic method , says , when Púund w<!s 
“given his freedom , with no power to 凶form the Cantos beyond the power of his 
own mind , he undertook a work wh_ich was beyond his capacìty , beyond , 1 should 
think , the capacity of any man , and was ì.mable to prevent jt from 也spersing." The 
implication in Stock's critique is tha! the ideogrammic method , which throws off 
what he calls “ chains" 一chains of conventional syntax , of cultural bondage , of tradi 
tional expectatìon , can only lead to "inane gadgetry."19 This judgme全仗， 1 think , 的
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too sweeping. The Chinese example prov目 that the method can be very effective in 
some cases but it should not be the only norm allowed in poetry if poetry îs both to 
convey “feeling and thought" and to carry conviction. Pound's incommunicativcness 
is not so much a result of his using the ideogrammic method as of using it ind的
criminatingly and of making it the only 110rm acceptable in poetry , in other word , 

momsm 
Few would dispute that Pound is a "purist 刊 Thc ideogrammic method , to 

Pound , is a tool to purify a poetry of "emotional slìther" that he had inherited from 
a previous century. The philosophical question is , How "pure" can poetry be? 

Robert Penn Warren , in his well-known eassay,“Pure and lmpure Poetry ," listed 
the elements which the “purists" wouJd eliminate as a common denominator 

1 ideas. truths. gencralizations , "meaning" 
2. preci呵， Cαl1plicated ，“intellectual" images 
3. unbcautiful，也sagreeable ， or neutral materials 
4 situation , narrative , logical rransi“'" 
5. realistic detai沾， exact descriptions , rcali、m

6. shifts in tone or mood 
7. irony 
tl. metrical variation , dramatic ad叩tations

9. meter itself 
10. subjective and personal elements:o 

Pound's poetry covers at least points 1, 4 , 5 , and 8; and arguably 9 and 10 
What is the most desirable level of "pureness叫 Is it necessary to regard “ pureness" as 
the critical crit盯ion? Frederick Pottle's observation is insightfu l. He compares 
pureness in poetry to pureness in chemicals. Take water , for instance. Water which is 
pure enough for drinking may not be pure enough hr making artificial ice because it 
contains minera1s. The pure water fit for making artificial ice again may not b巳 pure

enough for the physicist who needs pure water to set up a chemical standard. "There 
is no such thing as a chemically pure substance"; we can bring a substance c10ser and 
closer to the state of purity but will never reach it. Likewlse “ pure" poetry Is only 
“ imaginary or ideal.'叫 What Pou叫j faHed to rea1ize is that “pureness" 的 not a 
constant standard. but a variable one: water “pure" enough for drinking is not fit for 
a physici的t's lab , and the “pure" water from the Jab is not fit for drinking. Similarly , 
the effect of the juxtaposition technique lies in when and where it is being applied 
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