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Chinese Poetry, as we know it today, is something invented by Ezra Pound.

— T. S. ELIOT, Ezra Pound: His Metric and Poetry


Really one DON’T need to know a language. One NEEDS, damn well needs, to know the few hundred words in the few really good poems that any language has in it.

— EZRA POUND TO IRIS BARRY, 1916
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Preface
 

Ernest Fenollosa’s “The Chinese Written Character as a Medium for Poetry,” edited and published by Ezra Pound, is one of the cardinal references in American poetics. Every generation since 1919 has revisited it. But the version of the essay that has circulated for the last ninety years reflects Pound’s understanding of the text. Fenollosa’s manuscripts, preserved with Pound’s editorial markings in the Beinecke Library of Yale University, allow us to see this significant essay in a different light, as an early document of sustained cultural interchange between North America and East Asia. Certain difficulties fall away thereby—and others emerge. The restoration of the quasi-dialogue between Fenollosa and his posthumous editor Pound, the inclusion of earlier drafts of the essay showing the development of Fenollosa’s ideas about culture, poetry, and translation, and the contextual clues provided by copious multilingual annotation are the main features of this edition. We hope, by making it unfamiliar once more, to renew discussion of this text.

*

The research that went into this book has been supported by a Griswold Faculty Fellowship and a grant from the Council on East Asian Studies at Yale University. Preliminary investigations were carried out under a President’s Career Grant in the Humanities, University of California. With their comments, facial expressions, and questions, audiences, including the Whitney Humanities Center Fellows, the Yale Working Group in Comparative Poetics, a Princeton Society of Fellows in the Humanities workshop, and a workshop on translation at the University of California at Santa Barbara, have influenced our approach to the material. The staff of the Beinecke Rare Book and Manuscript Library at Yale have helped us in countless ways. Other valuable assistance came from the staffs of the Freer and Sackler Gallery Archives of the Smithsonian Institution and the Houghton Library at Harvard University. The Yale Council on East Asian Languages and the Beinecke Library (through its director, Frank Turner) generously supported publication.

It is a pleasure to recall the collegial friendship of those who stimulated curiosity, gave guidance, or answered queries, including Bill Baxter, Chris Bush, Fabienne Diamond, Christine Guth, Eric Hayot, Yunte Huang, Ed Kamens, Douglas Kerr, Nancy Kuhl, Suzanne Jill Levine, Victor Mair, Marjorie Perloff, Bénédicte Pesle, Isabelle Poulin, Zhaoming Qian, Richard Sieburth, Steve Silberman, Henry Sussman, Lindsay Waters, Patricia Willis, Steven Yao, Mimi Yiengpruksawan, and Zhang Longxi. Passages from unpublished writings of Ezra Pound are copyright © 2008 by Mary de Rachewiltz and Omar Pound, used by permission of New Directions Publishing Corporation. Helen Tartar’s editorial encouragement was vital. As is usual, we have benefited from the thoughts of several anonymous readers for the Press.
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Fenollosa Compounded: A Discrimination

HAUN SAUSSY
 

The critic who doesn’t make a personal statement … is merely an unreliable critic…
KRINO, to pick out for oneself, to choose. That’s what the word means.
—EZRA POUND, ABC of Reading

   Cerno, to separate, sift (rare) …. To separate, distinguish by the senses, mostly by
  the eyes, i.e., to perceive, to discern … to perceive, comprehend, understand …
to decide something that is contested or doubtful … to decide by
contending or fighting…. Crimen, n. contr. for cernimen, from cerno …
A judgment, charge, accusation, reproach.
—New Latin Dictionary

1

The place of Ernest Francisco Fenollosa’s essay “The Chinese Written Character as a Medium for Poetry” as a major document of twentieth-century American poetry and poetics is secure—if only that is the right place to put it. Donald Davie considered it “perhaps the only English document of our time fit to rank with Sidney’s Apologie, and the Preface to Lyrical Ballads, and Shelley’s Defence”1 And Charles Olson: “the damned best piece on language since when.”2 In the eyes of Ezra Pound, its first editor, it was “a study of the fundamentals of all aesthetics” and “the first definite assertion of the applicability of scientific method to literary criticism.”3 Some twenty-five years after first encountering the manuscript, Pound’s advice to young poets was still: “For Ars Poetica, gorrdamit, get my last edtn of Fenollosa’s ’Chinese Written Character.’ Vide my introduction.”4

Pound’s claims for the essay have not gone unchallenged. The Yale linguist George A. Kennedy called it “a mass of confusion” based on a “complete misunderstanding” of the Chinese language.5 Kennedy’s verdict has held among those who take China and Japan as their field of study: for them, the “ideogrammic method” is just a fantasy, harmless if irritatingly persistent. But the essay’s lasting appeal as a manifesto of the new poetics of the twentieth century has scarcely been affected by the skepticism of scholars and philologists, a disavowal for which Pound characteristically blamed “the general nullity and incompetence of organized intellectual life in America, England, their universities in general and their learned publications at large.”6 Andrew Welsh observes: “When the aim of the essay is misunderstood it can appear to be a fanciful and incompetent work on Chinese linguistics. When the aim of the essay is understood it can still generate suspicion or worse in literary critics.”7 Like a touchstone or melting-point, the essay separates its readers into two groups, those who care about poetry and those who care about the Chinese written character.8 It is easy to forget that the argument of the essay was that the two are at root one.

Does it matter for poets and critics that Fenollosa’s sinology fails to persuade specialists? Does it matter for scholars of Asian languages and literatures that Fenollosa’s essay accounts for a large part of the fascination of twentieth-century English-language poets for classical China and Japan? The guiding hypothesis of the present critical edition is that it should matter, and that the institution of “two cultures” that can so easily ignore each other weakens both literature and scholarship. But when one and the same object passes for both “scientific method” and “confusion,” it is not enough simply to note the disagreement; we must account for it somehow, by supplying the purposes that direct the praise and the blame. And these are not simply the divergent aims of the poet and the linguist. “The Chinese Written Character as a Medium for Poetry” has long been read as if Ezra Pound, not Ernest Fenollosa, were its author. By restoring Fenollosa’s text and attempting to reconstruct his purposes, we hope to anchor it yet more firmly in the intercultural dialogue of which Pound is a part—a prominent part, but only a part.

2

To “place” the essay rightly, it will be necessary to retrace its publication and reception history, then double back to its compositional history before reassessing it in a larger context of aims and awarenesses.

”The Chinese Written Character as a Medium for Poetry” was part of a bundle of manuscripts on Chinese and Japanese language, literature, art, and thought that their author’s widow, Mary McNeil Fenollosa, bestowed on a young American poet living in London, Ezra Pound. As Pound recalled in 1958:

After meeting Mrs Fenollosa at Sarojini Naidu’s in or about 19[13] she read some of my verse and decided that I was “the only person who could deal with her late husband’s note books as he would [have] wished.” I was then totally ignorant of ideogram but published three attempts to follow her wishes, the contents of “Cathay” being what most interested me.


From his lecture on the Chinese Character I took what seemed to me most needed, omitting the passages re/ sound. Prof. Carus delayed publication with the true spirit of American professoriality. He did not ultimately lose the ms. And there being nothing lower than the state of professoriality in the U. S.


non raggi[on]am di lor.

… During Mr. Roosevelt’s war I had time in semi-isolation to learn a bit about the written character. I was then separated from the Fenollosa inheritance for a number of years, and return to them only today, 17 Nov. 1958.9


”I know you are pining for hieroglyphs and ideographs,” wrote Mary McNeil Fenollosa about two months after that first meeting, “but I must keep to our plan and send the N[image: Image] stuff first.”10 Pound’s reworking of a set of N[image: Image] plays for which Ernest Fenollosa had provided a line-by-line translation appeared in 1916 as Noh, or Accomplishment. Another group of reworked translations (thirteen poems), Cathay: For the Most Part from the Chinese of Rihaku, from the Notes of the Late Ernest Fenollosa, and the Decipherings of the Professors Mori and Ariga, appeared in 1915, and competes with Eliot’s The Waste Land (1922) and Stevens’s Harmonium (1923) for the title of the most influential English-language poetic collection of the century.

The third “attempt” was the essay under discussion here. With Cathay and Noh already out, Pound’s supplier was still promising more:

if there is hope—in the future, of future volumes—I have still, stored away at Kobinata, a priceless treasury of mss.—Chinese poetry—translations of it giving each ideograph embedded in various nuances of meaning—E. F. F.’s essays and studies of Chinese poetry—also of philosophy, civilization, etc. etc.—I cannot believe that any coming student of these things is to have E. F. F.’s peculiar advantages— And China is the coming nation!11


The Fenollosa treasury included three versions of a lecture on the “Chinese Written Language” or “Chinese Written Character.” From the latest and most complete of the three, Pound “took what seemed to [him] most needed,” added a few notes and clarifications, and in 1916 offered it to the journal Seven Arts. “It is one of the most important essays of our time,” he wrote to John Quinn. “But they will probably reject it on the ground of its being exotic. Fenollosa saw and anticipated a good deal of what has happened in art (painting and poetry) during the last ten years, and his essay is basic for all aesthetics, but I doubt if that will cut much ice.”12
Seven Arts turned it down, and in May 1917 Pound got an acceptance from the English editor of the international journal The Monist, published by Open Court in Illinois. But Paul Carus, The Monist’s editor-in-chief, held back the essay for over a year, incurring Pound’s lasting resentment.13Not until August 1918, under threats of legal action from John Quinn, was the manuscript returned.14 Pound now placed it with a journal already under his influence. It ran in four successive numbers of the Little Review, from September to December 1919, and was included in Pound’s 1920 volume of critical prose Instigations. In 1936, the essay appeared as a slim book with new prefaces, new type, more Chinese-character cuts, and an appendix of further ideographic explorations entitled “Some Notes by a Very Ignorant Man,” simultaneously from two Pound-associated presses, Arrow Editions in New York and Stanley Nott (the Ideogrammic Series) in London.15 This edition was reissued in 1951 by John Kasper, together with Pound’s translations from Confucius, as the first item in the Square $ Series. Minus the prefaces, the 1936 version has been kept in print since 1964 by City Lights Books of San Francisco. A newly typeset version of the familiar text, followed by reproductions of its plates, occupies the first section of this book.

If “The Chinese Written Character” was “one of the high points of modern poetics,” it certainly needed a great deal of artificial support from its advocate, Ezra Pound, and his network of acolytes and safe houses to see the light of day at all and to stay in print until its adoption by a wider readership in the 1960s. Given this history, it is hardly surprising that the meaning of the essay has been indistinguishable from what its “interpretive community”—long a community of one—took it to be.16

Pound took from the “Chinese Written Character” the idea of an “ideogrammic” way of writing and thinking: a logic of juxtaposed particulars, “luminous details” that speak for themselves when revealed by the poet (or any other competent craftsman). Chinese writing was a model for valid thinking:

[Fenollosa] got to the root of the matter, to the root of the difference between what is valid in Chinese thinking and invalid or misleading in a great deal of European thinking and language.


The simplest statement I can make of his meaning is as follows:


In Europe, if you ask a man to define anything, his definition always moves away from the simple things that he knows perfectly well, it recedes into an unknown region, that is a region of remoter and progressively remoter abstraction.


Thus if you ask him what red is, he says it is a ‘color.’


If you ask him what a color is, he tells you it is a vibration or a refraction of light, or a division of the spectrum.


And if you ask him what vibration is, he tells you it is a mode of energy, or something or that sort, until you arrive at a modality of being, or non-being, at any rate you get in beyond your depth, and beyond his depth….


The Chinese still use abbreviated pictures AS pictures, that is to say, Chinese ideogram does not try to be the picture of a sound, or to be a written sign recalling a sound, but it is still the picture of a thing; of a thing in a given position or relation, or of a combination of things. It means the thing or the action or situation, or quality germane to the several things that it pictures….when the Chinaman wanted to make a picture of something more complicated, or of a general idea, how did he go about it?


He is to define red. How can he do it in a picture that isn’t painted in red paint?


He puts (or his ancestor put) together the abbreviated pictures of



	ROSE


	       CHERRY




	IRON RUST


	       FLAMINGO




That, you see, is very much the kind of thing a biologist does … when he gets together a few hundred or thousand slides, and picks out what is necessary for his general statement. Something that fits the case, that applies in all of the cases.


The Chinese “word” or ideogram for red is based on something everyone KNOWS….


Fenollosa was telling how and why a language written in this way simply HAD TO STAY POETIC; simply couldn’t help being and staying poetic in a way that a column of English type might very well not stay poetic.17


Similar passages are found again and again in Pound’s writing: this was the major point he saw himself as making, whether in the domain of literature, economics, politics, or history.

Fenollosa accented the Western need of ideogrammatic thinking. Get your “red” down to rose, rust, cherry if you want to know what you are talking about. We have too much of this talk about vibrations and infinites.18


Misquoting Confucius, one might say: It does not matter whether the author desires the good of the race or acts merely from personal vanity. The thing is mechanical in action. In proportion as his work is exact, i.e., true to human consciousness and to the nature of man, as it is exact in formulation of desire, so is it durable and so it is “useful”: I mean it maintains the precision and clarity of thought, not merely for the benefit of a few dilettantes and “lovers of literature,” but maintains the health of thought outside literary circles and in non-literary existence, in general individual and communal life…The durability of the writing depends on the exactitude. It is the thing that is true and stays true that keeps fresh for the new reader.19


Because an ideogram “is based on something everyone KNOWS,” rather than leading away from experienced particulars, as Pound contends Aristotelian logic does, it is a guarantee of permanent health for language. But what is an ideogram?

The term was created during the decipherment of Egyptian hieroglyphics in the first years of the nineteenth century.20 Already applied to Chinese writing by Jean-François Champollion, by 1900 it was a banality in accounts of the difference between European and Asian languages, cultures, and mentalities. Would-be reformers, both native and foreign, of China’s religious and political orders often blamed the country’s backwardness, superstition, self-conceit, and resistance to change on the “ideogrammatic” characters and looked to alphabetization as a universal remedy.21 Fenollosa, unusually for his time, ascribed to the Chinese written character virtues that no “phonetic tongue” could claim:

But Chinese notation is something much more than arbitrary symbols. It is based upon a vivid shorthand picture of the operations of nature. In the algebraic figure and in the spoken word there is no natural connection between thing and sign: all depends upon sheer convention. But the Chinese method follows natural suggestion….


The Chinese have one word, ming or mei. Its ideograph is the sign of the sun together with the sign of the moon. It serves as verb, noun, adjective. Thus you write literally: “the sun and moon of the cup” for “the cup’s brightness.” Placed as a verb, you write “the cup sun-and-moons,” actually “cup sun-and-moon,” or in a weakened thought, “is like sun,” i.e. shines. “Sun-and-moon cup” is naturally a bright cup. There is no possible confusion of the real meaning—.


The fact is that almost every written Chinese word is properly just such an underlying word, and yet it is not abstract. It is not exclusive of parts of speech, but comprehensive.22


Following Fenollosa’s sketches, Pound discovered these very properties of durable speech inscribed in two Chinese pictorial etymologies:[image: Image]
xin or “trust,” a man [image: Image] standing by his word [image: Image]
cheng or “sincerity,” “pictorially the sun’s lance coming to rest on the precise spot verbally.”23 A language so organized by “natural suggestion” but “not abstract” would make possible a permanent zheng ming
[image: Image] or “rectification of names,”24 with, as Fenollosa put it, “no possible confusion of the real meaning.” Pound’s 1936 preface to the “Chinese Written Character” declares ideogram to be the basis of a new universal language, more basic than Ogden’s Basic English and more reliable. It multiplies no fictional entities (to mention a problem that worried Ogden’s program for linguistic reform, and that for Pound was synonymous with usury).25

Any general statement is like a cheque drawn on a bank. Its value depends on what is there to meet it. If Mr. Rockefeller draws a cheque for a million dollars it is good. If I draw one for a million it is a joke, a hoax, it has no value. If it is taken seriously, the writing of it becomes a criminal act.


The same applies with cheques against knowledge…An abstract or general statement is GOOD if it be ultimately found to correspond with the facts.


BUT no layman can tell at sight whether it is good or bad26


—unless the writing on the cheque is “based on something everyone KNOWS.” With ideogram one can always ask, to paraphrase the American tourist abroad, “How much is that in things?”

This explains Pound’s stubbornness in clinging to the theory of ideographic writing. It is part of a self-confirming loop: if Chinese writing is not a representation of nature immediately accessible to the mind through the eye, there can be no[image: Image] (for[image: Image] will not be [image: Image]), there can be no [image: Image], there can be no [image: Image], and finally there can be no health in language; usury and financial hoaxes fill the whole economy. In 1966, looking out on a nation that had just accepted a packet of fabricated incidents as reasons for the escalation of the war in Vietnam, Allen Ginsberg glimpsed the phantom of [image: Image] in his “Wichita Vortex Sutra”:

Language, language
Ezra Pound the Chinese Written Character for truth
                       defined as man standing by his word
                                Word picture:          forked creature
                                                                                Man

standing by a box, birds flying out
                                    representing mouth speech
Ham Steak please waitress, in the warm café
Different from a bad guess.
                        The war is language,
                                             language abused
                                                                      for Advertisement,
                                          language used
                                                 like magic for power on the planet:

Black Magic language,
                Formulas for reality—27


Ideogram is a moral task before it is correct or incorrect as, say, a theory about the origin of Chinese characters or a description of how Chinese poetry is written. It is a priority ( first, said Confucius, zheng ming). So, quixotically in the eyes of anyone who knows the history of Chinese linguistics and archaeology, Pound attempted, in an unpublished essay in Italian, to rebut Bernhard Karlgren’s reconstruction of phonetic word-families in ancient Chinese.28 Karlgren had shown (in his Analytic Dictionary of Chinese and Sino-Japanese [1923] and Grammata Serica Recensa [1940]) that the overwhelming majority of Chinese characters, even many that had long been taken to be compound pictograms, were formed from a semantic clue added to a phonetic clue, and that the phonetic clues taken together gave a clear if not always definite map of the pronunciation of archaic Chinese. Following Karlgren, the burden of proofshifted to ideographic reading: it should be resorted to only when phonetic analysis fails. Pound took Karlgren to task for a reversal of priorities. For Pound, it was ideographic analysis that, for cognitive and moral reasons of zheng ming, had to come first. The man standing by his word would accept phonetic analogy only as a necessary makeshift, when ideographic alternatives had been exhausted. It was a matter of jurisdiction: to do otherwise would be to cede the territory of Chinese writing to the transitory nonsense of sound, of flatus vocis.

Thus “The Chinese Written Character,” written circa 1903, discovered in 1915, published in 1919, pointed forward to everything in Pound’s subsequent career— notably the Cantos, but also Jefferson and/or Mussolini and the radio broadcasts, in defense of ideogrammic civilization, that earned him captivity and a ten-year stay in St. Elizabeth’s Hospital after “Mr. Roosevelt’s war.”29 But whatever his clairvoyance, Fenollosa could not have been responsible for all that. Ideogrammic method was what Pound made of the essay.

To return to 1915, however, Fenollosa’s essay must have struck Pound as an otherworldly confirmation of things he had been saying for years. Fenollosa, who died in 1908, had prophesied Imagism (proclaimed in 1912). Before encountering Mary McNeil Fenollosa, Pound had already instructed his fellow Imagists with his list of “Don’ts”:

Use no superfluous word, no adjective which does not reveal something….


Don’t use such an expression as “dim lands of peace” It dulls the image. It mixes an abstraction with the concrete. It comes from the writer’s not realizing that the natural object is always the adequate symbol.


Go in fear of abstractions….


Use either no ornament or good ornament….


Don’t be “viewy”—leave that to the writers of pretty little philosophic essays. Don’t be descriptive; remember that the painter can describe a landscape much better than you can, and that he has to know a deal more about it.


When Shakespeare talks of the “Dawn in russet mantle clad” he presents something which the painter does not present. There is in this line of his nothing that one can call description; he presents.30


Fenollosa’s sense of the power of poetry tallied precisely with Pound’s recommendations.

Poetry is finer than prose because it gives us more concrete truth in the same compass of words…. Poetry only does consciously what the primitive races did unconsciously. The chief work of literary men in dealing with language, and of poets especially, lies in feeling back along the ancient lines of advance….


The moment we use the copula, the moment we express subjective inclusions, poetry evaporates. The more concretely and vividly we express the interactions of things the better the poetry. We need in poetry thousands of active words, each doing its utmost to show forth the motive and vital forces. We cannot exhibit the wealth of nature by summation, by the piling of sentences. Poetic thought works by suggestion, crowding maximum meaning into the single phrase pregnant, charged, and luminous from within.


In Chinese character each word accumulated this sort of energy in itself.31


The accumulation of energy, of meaning, of luminosity in a single figure describes equally the Image (Pound, 1913) and the Chinese character (Fenollosa, 1903/1919).

An “Image” is that which presents an intellectual and emotional complex in an instant of time…. It is the presentation of such a “complex” instantaneously which gives that sense of sudden liberation; that sense of freedom from time limits and space limits; that sense of sudden growth, which we experience in the presence of the greatest works of art.


It is better to present one Image in a lifetime than to produce voluminous works.32


In just such a way had the prehistoric Chinese “charged language with meaning.” And so could any contemporary Chinese or Japanese able to trace back “the lines of metaphoric advance” left behind in the character.33 Fenollosa revealed a continent full of Imagists.34 Fenollosa’s feeling for what matters in poetry may by our time have spread and thinned into the commonest writing-workshop wisdom— s
how, don’t tell, state the image rather than describing the feeling, pare down your words, make the reader see and then empathize—but in 1903, or 1919, he and Pound were among the rare few to look at a poem of two lines and not suspect the poet of shirking an honest day’s labor. “In a Station of the Metro”—

The apparition of these faces in the crowd :
Petals on a wet, black bough


—was written before the encounter with Fenollosa, and shows how ready Pound was for the tutelage: already imitating haiku, and bunching alphabetic words together as if to gloss the phantom characters of a language of meaning-heavy syllables.35 For Pound the identity of interests between himself and Fenollosa was total.

Very potent, can they again put one together
as the two halves of a seal, or a tally stick?




              Shun’s will and
                    King Wan’s will


were as the two halves of a seal
              ½s
        in the Middle Kingdom36


We will come to recognize a divergence only by examining the manuscripts to see what, in Fenollosa’s draft, Pound rejected as wordy, irrelevant, or misleading (though it may contain clues to Fenollosa’s remoter purposes) and by drawing lines to link “The Chinese Written Character” not with the Cantos or Pound’s critical prose, but with the other documents of Fenollosa’s ambitious and stunted career as mediator between civilizations.

3

Born in 1853, Ernest Francisco Fenollosa (the son of a Spanish musician who had settled in Salem, Massachusetts, hence the unusual surname) studied philosophy and fine arts at Harvard, tried his hand at painting, and was recruited in 1878, only a few years past his B.A., to teach philosophy and sociology at the newly founded Imperial University of Tokyo.37 Lecturing mainly on Hegel and Herbert Spencer, he was at the center of the Meiji period’s experimenting with the ideas and technologies of the West, the most up-to-date versions whereof were always preferred. He began collecting paintings and artifacts as a potentially lucrative hobby, and got guidance from important collectors thanks to his prominent place in the university. With his students he traveled into the interior to visit temples and castles. He studied ink-brush painting with Kan[image: Image] H[image: Image]gai [image: Image], the last master of the Kan[image: Image] family school, who had been reduced to penury by the Westernizing change in taste, and took instruction in Buddhism from Sakurai Keitoku [image: Image][image: Image] abbot of the Tendai monastery of Miidera [image: Image] Dismayed by the rejection of traditional Japanese culture that seemed to pair with the eagerness to learn new things from abroad, he had himself transferred in 1886 to a newly created position as Imperial Commissioner of Fine Arts in the Ministry of Culture. In this role he and several of his former students began a comprehensive census of Japan’s artistic and architectural treasures, in the course of which he was able to add greatly to his collections and those of the Boston Museum of Fine Arts. With a group of associates, he founded the Tokyo Academy of Fine Arts (T[image: Image]ky[image: Image] bijutsu gakkai [image: Image][image: Image]) in 1889 as a laboratory for new pedagogical ideas. In 1890 he returned to America to take up the curatorship of Asian art at the Boston Museum of Fine Arts. A personal note written shortly after his return details his sense of mission:

I must take a broad view of my position in America.


1st. First, I must remember that, however much I may sympathize with the past civilizations of the East, I am in this incarnation a man of Western race, and bound to do my part toward the development of Western civilization.


2d. I must also remember that my career must not be the narrow one of a mere scholar or antiquarian, or a historian who burrows in the past for mere accuracy of fact….


4th. To be truly American, I must learn to seize the peculiar elements of excellence which lie in the American character and intellect. I ought to be a leader of people.


5th. In this broad way of working, there must be no attempt to ignore the first theoretical groundwork. I must demonstrate my right to be a power in the world of philosophical opinion. I must go back to my work on Hegel. I must inform myself on present psychologic progress, and I must bring them together on the basis of Buddhist mysticism….


8th. I should found my theory of art in the very depths of mystical individual human faculty, and in the laws of the sociologic development of history. I should give it the very greatest breadth and scope. And I should make my knowledge of the History of Eastern art, only so much example to enforce my universal precept….


12[th]. But, since in the long run the power successfully to pursue any high ideals depends on character, the art function must be duly subordinated to, or rather synthesized with, all efforts toward moral and political construction. We cannot ignore the great economical questions of the day, nor the terrific problem of the world’s suffering, sin, and disease…. But this function of art must be so used as to brighten and gladden the lot of the poor, social rearrangement giving them leisure to cultivate taste, like the Japanese peasant. By giving them more highly skilled manual and artistic education, we shall also give these very laborers the power to assist in the beautifying of our cities and homes. But chiefly the very religious ideals which should be the body and inspiration of their new art should be brotherhood and sacrifice. As Millet dignified the peasant, let us expound the actual glory of all common human nature. Let us represent the poverty of Christ’s surroundings, and let us erect into new Christs the great philanthropists of the day. Let us above all develope [sic] in our ideals the Bodhisattva spirit. Let us depict it in its lofty impersonal forms, as well as in its contemporary human incarnations. Let us glorify all that makes for peace, toleration, human conventions and arbitrations, brotherly love. Let us learn from the East to see these individual and social principles symbolized by every beautiful and significant thing in Nature. Let us preach sermons in terms of beautiful scenery, and dispense spiritual balm from our delicate renderings of flowers. Let every suggestion in our decoration be dignified by its prophecy. Let us make the new arts about us a new nature half dematerialized by the spiritual force with which it is transfigured.38


A broad view indeed. Fenollosa’s long poem East and West, presented at his Harvard class reunion and published in 1893, paints in similarly large strokes the more-than-historical context of his activity. The first section looks back to Alexander’s generals and the successor states they founded by the Ganges, a moment of contact between East and West that has all but faded from memory. The present age reopens the communication: “The synthesis of two continental civilizations, matured apart through fifteen hundred years, will mark this close of our century as an unique dramatic epoch in human affairs. At the end of a great cycle the two halves of the world come together for the final creation of man.” Eastern civilization is feminine in spirit, Western civilization, masculine; but in both cases a contrary virtue partially compensates.

The violence of the West has been softened by the feminine faith of love, renunciation, obedience, salvation from without…. On the other hand, the peaceful impotence of the East has been spurred by her martial faith of spiritual knighthood, self-reliance, salvation from within…. This stupendous double antithesis seems to me the most significant fact in all history. The future union of the types may thus be symbolized as a twofold marriage.39


The poem narrates the growth of civilization, first as distinct occidental and oriental entities. “The Separated East” narrates the development of Asian culture through a monologue by Fenollosa’s painting teacher Kan[image: Image] H[image: Image]gai, who calls for a vast international expedition to catalogue and preserve the artworks of the continent (an enlargement of Fenollosa’s inventorying as Commissioner of Arts). This is epochal business,

For the light of unborn states
From these things radiates;
Blood for solution
Of crystal worlds Confucian;
Stars for the final Asian man
Rising in far Japan.40


If art is the guiding star of Asia, the West develops an independent civilization of profit, technical efficiency, and illimitable extension of power. It reaches a kind of ultimate realization in the burning of the Summer Palace outside Peking in 1860, a wanton act seeming to have no purpose but to show the spiritual poverty of the invaders. Only the gentleness of Christianity compensates (though incompletely) for the brute force of Western commerce and science. Nothing short of “The Future Union of East and West,” the poem’s conclusion, can reconcile the warring extremes of either civilization left to itself. Built on patterns of separation, dialectical negation, and reunion familiar to every reader of Hegel’s Lectures on World History, the poem frames a geo-political epic around Fenollosa’s personal task: to advance the “future union” by convincing non-Asians of the value of Asiatic “ideals,” so that these might be accepted as the ends that had thus far eluded the exercise of Western military and technological power.

Fenollosa sought to further realize his “position in America” by publishing articles on current events in the Atlantic and Harper’s Weekly, and on art and aesthetics in far smaller journals, The Golden Age and The Lotos. He advised Charles Lang Freer on the building of his great collection of Far Eastern art (which came to include many items from Fenollosa’s own collection). Fenollosa’s divorce in 1895 led to his leaving the Boston Museum of Fine Arts. After his remarriage to Mary McNeil, his former assistant at the museum, he planned a second career as independent consultant, lecturer, and author. During a brief trip to Japan in 1898–99, finding himself cut off from some of his old friends due to the dominance of an opposing political faction, he began studies of Chinese literature: classical poetry with his former student Ariga Nagao (now a law professor) and with Professor Mori Kainan of the Imperial University, and the Book of Changes with Michiaki Nemoto.41 Notes from these sessions later made up the bulk of Mary McNeil Fenollosa’s gift to Ezra Pound.

From 1899 to his death, Fenollosa led a peripatetic life, delivering lectures illustrated with lantern slides at museums, art circles, and chautauquas across the country, but particularly in the Midwest, where his divorce was less of a scandal than in Boston. Letters show him proposing a “Great Course of 24 lectures on Asiatic culture and its meaning to us” in Chicago, giving a series of “Lectures on Japanese and Chinese Poetry” in Detroit, and returning to give summer courses for five years at the vacation colony of Winona Lake, Indiana.42 In fall 1900, Fenollosa participated in George Woodberry’s newly founded Department of Comparative Literature at Columbia University, contributing a paper titled “The Influence of China upon the Western World” to its inaugural “Seminar A.” The following autumn, he took up the study of Chinese with Friedrich Hirth. 43 He worked with Arthur Wesley Dow to redesign the curriculum of Columbia’s art school.44 He died suddenly of a heart attack during a trip to London in 1908.
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”The Chinese Written Character” was one of the lectures delivered in Fenollosa’s peripatetic period, which accounts for its several drafts and its unfinished state. Akiko Murakata has worked to reconstruct its textual history. It was preceded by “Chinese Poetry Notes” (dated 13 October 1900), “Notes for a General Article on Chinese Poetry begun 14 October, 1900,” and “Chinese Ideals. 15 November 1900,” all in the Yale and Harvard collections. The Columbia “Seminar A,” Murakata surmises, must have been “the genesis of the famous essay on the Chinese character.”45 These notes and drafts must not have closely resembled “The Chinese Written Character” as we know it today, for a sheet of paper headed “Comments, March 15th 1903, at Washington, on reading over the form of my Chinese Lecture” points toward major revisions, and specifically, to new developments about “language, natural poetry” and “original metaphors.”

It is most fragmentary.
The connective tissue is absent.
The various parts are not well ordered
Their relative weights do not balance
There are not enough striking translations.
There is too little acct. of bad translations and of the growth of European scholarship.
No introduction as to value of Chinese poetry for us today.
Too much reliance on slides.
The whole thing should be more as I gave it at Columbia in 190i.
There is nothing about language, natural poetry.
…
What would be done to improve Lecture VI?
…
Value of Chinese language for Poetry—
possess the original metaphors.46


Before March 1903, then, Fenollosa was giving a very different lecture on Chinese poetry, the sixth in a series of which the others have apparently been lost. It left out most of the topics that now define “The Chinese Written Character” as a poetic manifesto (though these may have been included in the 1901 Columbia lecture; the wording leaves indefinite what ”should be more as I gave it”). The “Comments” ask for a radical reorientation.

Some time after these reflections, the first of the pencil drafts of “The Chinese Written Character” was composed, still under the general heading “Illustrated Lectures on Japanese Art and Literature.”47 This “Synopsis of Lectures on Chinese and Japanese Poetry,” in an often rushed handwriting, discusses the Chinese character as an image of natural action, the origin of the sentence form (briefly), and the growth of language as an accumulation of metaphors that the poets keep alive, and then sketches out a chronology of major Chinese verse forms and leading poets from the Book of Songs to Li Bai [image: Image] (in Japanese, “Rihaku”). Fenollosa struggled with the sequence of topics to be covered in his lecture, as several efforts to lay them out in summary form attest. The notebook concludes with several pages of citations from Max Müller’s Science of Language, headed “Notes that may be useful in expanding the lecture on the Natural Poetry of Language. Winona July 10th 1903,” the terminus ante quem for the composition of the essay’s first draft. The “Synopsis” is reproduced below in full.

The second notebook, “Lectures on Chinese & Japanese Poetry, Lecture I. Vol. I,” varies from the corresponding sections of the “Synopsis” chiefly in the ordering of topics and the fullness of its examples. The “cherry tree” diagram makes its first appearance. This represents a first complete draft. Owing to its overall similarity to the final version, it has not been here transcribed from beginning to end, but excerpted in notes to the transcription of the final draft.

”Lectures on Chinese and Japanese Poetry. Lecture I. Vol. II,” the third notebook, contains Fenollosa’s discussion of the sounds of Chinese poetry: words, tonal categories, feet, lines, stanzas, rhymes, and their use in achieving poetic organization. Apart from a few sentences excised and relocated, the contents of this notebook were discarded in Pound’s editing. As a major corrective to the common understanding of Fenollosa’s purportedly visual poetics, it is here transcribed in full.

A larger-format notebook, labeled by Mary McNeil Fenollosa “E. F. F. The Chinese Written Language as a Medium for Poetry. Oct 1909” and filled with careful handwriting, contains the manuscript used by Pound in preparing the essay for the press. This final draft greatly expands the “natural sentence” theory, wedging it between two instances of the “natural sign” theory in the earlier drafts, develops the example of the “cherry tree,” and drops a number of Chinese examples. No internal evidence suggests a date, but Fenollosa’s 1906 article “The Logic of Art,” which specifically calls for “an entirely new set of mental powers” that will replace Aristotelian categories with a logic of multiple interacting particulars, appears to build on the “cherry-tree” example of “The Chinese Written Language.” We therefore tentatively mark 1906 as the time of this final draft. Pound’s 1916 editing, visible in black and red crayon against Fenollosa’s light pencil, eliminated many paragraphs and sentences. They are here restored, but marked as deletions, so that readers can follow the strange one-sided dialogue between Fenollosa and his editor.
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A dialogue by deletions: this is what we have to work with. At least, with a restored prior text, we can now see what Pound chose to remove. One thing that went quickly was the majority of Fenollosa’s poetic examples. This proto-Imagist who said all the right things about concentrated, luminous words had the taste of the Princeton undergraduate aesthetes circa 1910 in Fitzgerald’s This Side of Paradise: when needing an analogy for Chinese patterns of rhythm, Fenollosa cited Swinburne’s “Laus Veneris” or Stephen Phillips’s “Marpessa.”48 That was a generation for which Pound had no use. “For Milton and Victorianism and the softness of the ‘nineties’ I have different degrees of antipathy and even contempt…. The ’nineties’ have chiefly gone out because of their muzziness, because of a softness derived, I think, not from books but from impressionist painting. They riot with half decayed fruit.”49 The best of them, Lionel Johnson,



died

By falling from a high stool in a pub


and Pound’s symbol of nineties nostalgia, M. Verog, lingered on into the 1920s

                 out of step with the decade,
Detached from his contemporaries,
Neglected by the young,
Because of these reveries.50


So Fenollosa’s quotations vanished, along with the near-entirety of his lecture on sound in Chinese poetry. With them, and for similar reasons, went a family of recurrent metaphors for beauty or artistic unity. In the closing pages of the final manuscript draft we read:

All arts follow the same law; refined harmony lies in the delicate balance of the overtones. In music the whole possibility and theory of harmony is based upon the overtones. In painting, great color beauty springs not from the main color masses, but from the refined modifications or overtones which each throws into the other, just as tints are etherealized in a flower by reflection from petal to petal. One false radiation, one suspicion of conflict between any two of these overtones, breaks up the magic impression, and deadens art to the commonplace.


In this sense Poetry seems a more difficult art than Painting or music, because the overtones of its words, the halos of secondary meanings which cling to them, are struck among the infinite terms of things, vibrating with physical life and the warm wealth of human feeling. How is it possible that such heterogeneous material shall suffer no jar, how that its manifold suggestions shall blend into an ethereal fabric clear as crystal?


No philosopher has ever analyzed this, but one device is clear in all three arts, namely the dominance of a single permeating tone. In music we get this by the unity of Key. Painting achieves it by mixing a suspicion of one tone color through all tints. In poetry it requires that the metaphorical overtones of neighboring words shall belong in the same general sphere of nature or of feeling.


Compare Pound’s published version:

All arts follow the same law; refined harmony lies in the delicate balance of overtones. In music the whole possibility and theory of harmony are based on the overtones. In this sense poetry seems a more difficult art.51


The draft passage looks like impressionistic “muzziness,” an ecstasy of blurred and melting sensations. Frequently occurring, frequently abbreviated or deleted, this group of metaphors—the “blending,” “ethereal fabric” or “halo” group— has a history in Buddhist epistemology that Pound would almost certainly have spurned, had he been able to recognize it. Through the editing process, the “hard and sane” language of Imagist poetics predominated.52 It is not simply a stylistic improvement but a basic reorientation, for those “halos of secondary meaning” figure the very intercultural mission Fenollosa had assigned himself.

The lecture drafts return again and again to this image of particles dissolving into a higher unity or synthesis. Fenollosa pleads for translations of Chinese verse in which

suggestions shall interplay as nature interplays. So that its sentences become like the intermingling of the fringes of feathered banners, or as the notes of many flowers blended into the single sheen of a meadow or even as the unlike but sympathetic tones of orchestral instruments, lost in the harmony of their chord.53


Such translations, modeled on the Chinese language, which (we hear) is modeled on the operations of nature, will not simply represent Chinese in Western languages, but in the end transfer a Chinese way of understanding to the deadend traditions of the West. Poetry, truth and science combine to supersede Aristotelian logic:

Sentences analytic are like building with little hard bricks, with red mortar for is, black for is not—true sentences let the fringes of words interlock as the color of a thousand flowers intermingle in a meadow, or the notes of orchestral chords flow into one54


Pound in 1915 may have seen in such writing only flowery language and the “muzziness” of the Wagner-intoxicated nineties: synthesis (the blending of individual flowers into the meadow) raising itself to the condition of synaesthesia (the blending of the meadow with an orchestra). More thorough knowledge of the East would have trained him to recognize the traces of what the Chinese History Cantos refer to as

Foér that is,
goddam bhuddists….

                 Fou-Y saying they use muzzy language
the more to mislead folk.55


The Zizhi tongjian gangmu
[image: Image] (Summary of the Comprehensive Mirror in Aid of Governing), which Pound read in Père Moyriac de Mailla’s French translation, taught him to regard “bhud-foes” and “hochangs” (Buddhists and monks) as symptoms of decadence. Such antagonism had practically been a condition of the first Chinese-European cultural synthesis, circa 1600, when the pioneer Jesuit Matteo Ricci sized up the strategic givens and declared himself for “augmenting Confucianism and displacing Buddhism,” buru qufo
[image: Image][image: Image] Trained in a different place and time, Fenollosa’s “Bodhisattva spirit” would have put things differently.

Owing to the systematic repression of Christianity by the daimy[image: Image]s and sh[image: Image]guns, when religious reform came to Japan under Meiji it was not Christian but imperial. Temples and monasteries appeared to some reformers as relics of Oriental backwardness, to others as outposts of resistance to the newly centralizing Japanese state. In a series of decrees, often requiring violent enforcement, the status of the clergy was summarily transformed.56 But not all Buddhists saw Westernization as an opposing force to be withstood. It was precisely among the hearers of Fenollosa’s university lectures on Hegel and Social Darwinism that there developed a school of thought, called Shin Bukky[image: Image]
[image: Image] or New Buddhism, that argued the necessity for Western thought to recognize its own limitations and take refuge in the East Asian Buddhism that prefigured and perfected it. Inoue Enry[image: Image]
[image: Image] (1858–1919), one of Fenollosa’s first students, predicted that all Western philosophers would be logically constrained to become Buddhists once properly introduced to the Japanese Mahayana. Inoue’s 1887 manifesto Bukky[image: Image] katsuron joron ([image: Image]
Preliminaries to the Revitalization of Buddhism) plotted the history of Western philosophy as a simplified Hegelian dialectic among thinkers and schools (thesis, antithesis, synthesis), with the reservation that no synthesis ever capped the process; no final truth emerged. Buddhism reconciled the contradictions:

The so-called Middle Way is not being nor is it emptiness; it is both being and emptiness, and materialism and idealism are reconciled within it. It is a Middle Way that simultaneously embraces subjectivity and objectivity. It is a Middle Way that integrates experience and nature…. within the Middle Way, all the ancient theories meet … as a theory it lacks nothing…. It is the great ocean of thought and the fountainhead of philosophy.57


While allowing Eurocentric discourses to frame the very terms of their dissent from the Westernizing trend of their education, the New Buddhists declared themselves cultural nationalists, many of them also being active in patriotic societies such as the Seiky[image: Image]sha [image: Image] (Society for Political Education).58 Fenollosa occasionally wrote in ways that echo the ideas of his students Inoue and Okakura (his conversations with them would have been in English, not Japanese). Supplemented “by Western Science, and the theory of Western Synthetic Logic,” he contended, Buddhism “can be made adequate to express the highest needs of intellectual life and to satisfy the highest claims of Pure Reason, and that, without ceasing to remain essentially Buddhism.”59 Who was to supplement whom might be a question of standpoint; the “Chinese Written Character” materials suggest that in 1903, as Fenollosa addressed American audiences, it was invigoration by, not of, Buddhism that was the essential task.

Central to the philosophic valuation of Buddhism by both Shin Bukky[image: Image] adherents and Fenollosa is the Tendai[image: Image] (Mandarin: Tiantai) teaching of the “Middle Way” or “threefold truth.” First, all things are empty (of inherent existence); second, all things have a provisional or interrelated reality, and third, all things are both empty of ultimate reality and provisionally real at the same time. The doctrine was enunciated by the third patriarch of the Tiantai sect, Zhiyi ([image: Image][image: Image]538–597). Expounding a verse from N[image: Image]g[image: Image]rjuna’s Madhyamaka-k[image: Image]rik[image: Image]s, Zhiyi held that an object (say, a table) does not exist autonomously without causes and conditions and is therefore said to be empty of absolute existence (first proposition). But it is not therefore true that there are no such things as tables; such things are perceptible and can be designated in language, so they have a provisional existence (second proposition). But neither the empty nor the provisional truth about the table fully captures its reality: it is both provisional and empty, and neither (merely) provisional nor (merely) empty (third proposition). The reality of the mean is neither [image: Image] (substance or existent) nor[image: Image] (empty or nonexistent), but a reconciliation of the two extremes of materialism and nihilism, the “perfect way”[image: Image].60

An apparent incoherence in “The Chinese Written Character” underscores the relation to Tendai teachings. Donald Davie points out a tension between the reading of the ideogram as picture and the insistence that sentences transmit the force of actions. (Pound, for Davie, follows the path of the pictogram, leaving syntax to fend for itself.)

Fenollosa, as insistent as [T. E.] Hulme that poetry should get close to “things,” realized as Hulme did not that “things” were bundles of energies, always on the move, transmitting or receiving currents of force. Hence syntax was necessary to poetry…. Things, Fenollosa had said, are only “the terminal-points … of actions,” but in the act he corrected himself—”or rather meeting-points.” The correction gives the show away. If the action goes on after the end of the sentence, if it was already approaching before the sentence began, then to begin the sentence with an agent, to end it with an object, is a quite arbitrary carving out of an artificial unit from what is a continuous flow. And the argument, from the imitation of a natural process, falls to the ground.61


A Tendai examination of the problem allows us to keep the “things,” as provisional realities, and to know that they are merely “dependent-arisings” without absolute existence. From that point of view, it does not matter that our “carving-out” is “arbitrary,” since the definition of “nature” is not fundamentally opposed to arbitrariness. An Adamic language, perfectly mirroring things as they are in themselves, is not in the cards. Fenollosa’s critique of grammarians’ descriptions of the sentence as “expressing a complete thought” or performing a “union of subject and predicate” asserts that “no full sentence really completes a thought.” On the other hand, interjections like “Hi there” or “Scat!” are “conventionally” and “practically” complete. “[A] man sees [a] horse”—a complete sentence by traditional standards. But not as a thought, for

The man who sees and the horse which is seen will not stand still. The man was planning a ride before he looked. The horse kicked when the man tried to catch him. The truth is that acts are successive, even continuous; one causes or passes into another. And though we may string never so many clauses into a single, compound sentence, motion leaks everywhere, like electricity from an exposed wire. All processes in nature are inter-related; and thus there could be no complete sentence (according to this definition) save one which it would take all time to pronounce.62


Even if ideograms perfectly depicted “nature,” nature itself is a complex of “dependent-arisings” that flash and transmute, however artful the “snap-shots” we use to capture them. Haroldo de Campos underscores the “structuralist credo before the letter” expressed in Fenollosa’s statement that “relations are more real and more important than the things which they relate.”63 “The ideograph—and poetry, as an expansion thereof—is, for Fenollosa, the structural homologue, in the text’s abbreviated world, of the dynamic tensions of nature.” In an earlier lecture, Fenollosa had defined things or phenomena with a maximum of “leakage” towards the whole of reality:

If we take an instantaneous photograph of the sea in motion, we may fix the momentary form of a wave, and call it a thing; yet it was only an incessant vibration of water. So other things, apparently more stable, are only large vibrations of living substance; and when we trace them to their origin and decay, they are seen to be only parts of something else. And these essential processes of nature are not simple; there are waves upon waves, processes below processes, systems within systems;—and apparently so on forever.64


The language of interrelation used to disqualify the form of the subject-copula-predicate sentence both expresses the incompleteness of any individual “thing,” in the spirit of the Tendai Middle Way’s proposition of “emptiness,” and opens onto another front in Fenollosa’s Japanese Buddhist education, the Kegon[image: Image] (Mandarin: Huayan) or “Flower Ornament Scripture” school.

Taking as its central text the Avatamsaka S[image: Image]tra (Mandarin: Huayan jing[image: Image][image: Image], this school develops a perspective that is less samsaric (critical of the illusions of samsara, of the cycle of dependent arising) than nirvanic (reflective of the attainment of enlightenment). For Kegon thinkers, on a first level of consciousness, people assume things (Mandarin: shi
[image: Image]) to be autonomous entities; on a second level, they understand things to be secondary manifestations of an underlying principle (li
[image: Image]); on a third, they see things and their principles as interpenetrating or unobstructed by boundaries (li shi wu ai
[image: Image]); and the fourth and final level recognizes the unobstructed mutual interpenetration of all things (shi shi wu ai; Japanese: jiji muge
[image: Image]), in which every [image: Image] is causally related to every other [image: Image]. The vast web of interpenetrations that is the final Kegon truth is often described through the metaphor of Indra’s net, envisioned as a vast space of interconnections where at every intersection of causal strands (figured as horizontal and vertical threads) one finds a jewel that reflects every other jewel in the net.65 The net is the specific contribution of Kegon thought. In positing the existence of this interconnected totality of non–self-sustaining “jewels,” the school took a step beyond the critical, de-hypostatizing epistemology of “dependent arising.” The metaphor provided Fenollosa a way of turning Buddhism from an ascetic to an aesthetic discipline. For the Flower S[image: Image]tra’s net is, in fact, the sentence that “would take all time to pronounce.”

Seeming to echo the vocabulary of late-Romantic sensibility, Fenollosa’s language of “intermingling” is quite other. For Pound to take Fenollosa’s essay as an Imagist ars poetica, he had to assume that Fenollosa was arguing for a “direct treatment of the thing,” the thing that Western logic prevents us from seeing: the cherry tree, for example. But if the cherry tree is to be understood as a wave or “bundle of energies” inseparable from all the other particulars, to which it is connected in one way or another (in other words, from all particulars), the Image properly denotes a Vortex. “A radiant node or cluster … what I can, and must perforce, call a VORTEX, from which, and through which, and into which, ideas are constantly rushing.”66 Fenollosa’s most old-fashioned, most iridescent, Paterian language prefigures Pound’s extreme moment of avant-garde iconoclasm. Imagism is nothing other than Vorticism—if approached by a Middle Way that Fenollosa’s readers, starting with Pound, have heretofore been unable to see. Not that that Way failed entirely of transmission. The Kegon poetics that Pound sidestepped resurface, via Fenollosa’s acquaintance D. T. Suzuki, in John Cage’s aesthetics of “unimpededness and interpenetration.”67
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A persistent tendency in comment on “The Chinese Written Character” has been to minimize Fenollosa’s knowledge of Chinese and Japanese literature and language, and correspondingly to emphasize his connections with Emerson and New England Transcendentalism. “Every word was once a poem…. All language is fossil poetry,” said Emerson, and “Words are signs of natural facts…. The same symbols are found to make the original elements of all languages.”68 Or the essay is assimilated to an even grander and older tradition, the search for the language Adam and Eve must have spoken in Eden.69 Fenollosa’s ideas about the Chinese written character permitted him to “expound, miraculously concentrated, the Emersonian organicism he had brought to Tokyo from Cambridge.”70 Fair enough. But when Fenollosa is translated back into Emerson, several purposes are served at once: the scholar is absolved of responsibility for difficult Chinese and Japanese interreferences, the interpretive sphere of the essay is moved back to the secure ground of American Studies, where Kennedys and Boodbergs will not pursue us, and Fenollosa’s problem-riddled philology is replaced by a respectable, if somewhat mystic, lineage. To everyone’s relief, the essay is no longer about Asia.71 Or if it is about Asia, it is so indirectly, since “Emersonian organicism had known Chinese affinities before Fenollosa … and Transcendentalism’s other affinities are with Whitehead and Darwin and Frazer, and Gestaltists and field physicists, and the synergism of Buckminster Fuller,” thinkers whose organicism leads back through Leibniz to Zhu Xi’s neo-Confucian synthesis, “as though the east, with centuries-long deliberation, were writing the macro-history of western thought.”72 It would be folly to ignore Emerson, but to explain Fenollosa’s “Chinese Written Character” as decoration on an Emersonian base implies that Fenollosa learned nothing of consequence in his studies of China and Japan, and that we should expect to learn no more.73 Fenollosa has the reputation of a dabbler.74 But the evidence brought forward in arriving at that judgment is usually either suspect of bias (for Pound’s interpreters, Fenollosa plays a John the Baptist role) or based on adulterated texts (the Epochs of Chinese and Japanese Art, hastily put together by Mary McNeil Fenollosa, the reworked N[image: Image] plays, the edited “Chinese Written Character”).

As Fenollosa’s first reader, Ezra Pound contributed to the Americanizing of the essay, even as he Poundified it. Here, as antidote, it will be useful to set the essay’s poetics and philology among the constant themes of Fenollosa’s writing. It was both an expression of doctrine already arrived at (the insufficiency of a civilization of means without ends, the necessity of leading Americans toward a “fusion of East and West”) and an exploration of new materials supplied by Fenollosa’s Chinese studies. Oddities in the essay that have been ascribed to chance or fleeting prejudice (such as the exaltation of Japanese scholarship over Chinese or the apparent neglect of the sounds of the Chinese language) will then take on a more systematic look.75

One must first keep in mind the coming “fusion.” Fenollosa’s Atlantic article of 1892, “Chinese and Japanese Traits,” prescribes to each nation the role that shall fit it for the coming new order. China is the source of Asian spiritual values. “To Chinese art and culture at their best in the Tang and Sung dynasties we must yield the palm for power, dignity, truth, and spiritual earnestness…. all that is vital and classic in Oriental culture radiates from Loyang and Hangchow.”76 But this classical strain died out when China lost her political independence in the Mongol conquest of 1279, “the death-knell of Chinese individuality.” Thereafter “babbling Confucians of the narrowest commentating school” dominated a culture no longer vital. “Can a machine clean, oil, and reconstruct itself? The Chinese may be splendid material in the hands of foreigners; but is it strength to have little or no power of self-determination toward rational ends?”

Japan, fortunately spared the Mongol yoke, received the best of Chinese civilization and preserved it through the stimulus and renewal of five internal changes of regime, up until the Meiji constitution, a bold innovation not to be imagined in any other Asian realm. “Japan is privileged to change so rapidly,” says Fenollosa, personifying, “that she is able to pass through every phase of a problem in practical experience within the lifetime of a single individual.” The Meiji policy of rapid Westernization was not an alienation of self, but a reaction to Japan’s “precarious position” in the East. Now that that position has been solidified, “the greatest hope of Japan lies in her very genial and artistic temperament” with which she can “peacefully invade the willing marts of the West … and conquer the world by the sword of the spirit.” For the world’s sake Japan must “hold fast to her own ideals of Asiatic tradition … [as] the last custodian of the sacred fire.” “On her shores,” Fenollosa announces in conclusion, “shall be first created the new latter-day type of civilized man which shall prevail throughout the world for the next thousand years.”

Hegel, as is well known, had declared that “the sun rises in the East” to go westward, and he added that the march of world history lasts for one day only: the final shape of human freedom having been attained by the constitutional monarchies of Western Europe, that day is almost complete. Fenollosa complicates this plot by retaining a “sacred fire” (perhaps nestled in a “sun-and-moon cup”?) in East Asia, and transferring its possession from China to Japan so that a new thousand-year act in the drama can begin from the encounter of the Hegelian waning sun with the “light of unborn states” at the extremity of Asia, the East of the East. The fantasia on themes from German Idealism adroitly weaves in the policy aims of the Meiji court: resistance to the encroachment of sea-borne powers (Great Britain, France, Germany, Russia), recognition of Japan’s equality with those powers, and attainment of a position of dominance, even protectorship, over the states of the Asian mainland.77

It was as an observer that Fenollosa narrated his Asia-centered world history in 1892 and 1893. Events took place there; the sufficiently informed chronicler saw their pattern and lamented the passivity of the Chinese or pointed out to the Japanese their destiny. In 1898, when he took to the pages of Harper’s Magazine to predict once more “The Coming Fusion of East and West,” the necessity of American action in Asia was the topic of the moment: the war with Spain had just delivered Cuba, Puerto Rico, and the Philippines into United States hands. Kipling wrote to urge “the white man’s burden” on reluctant Americans; Mark Twain warned of the costs of empire. Expansionists were loud in their demands for a formalized “sphere of influence” in China. The Chinese political crisis of 1898—the Hundred Days’ Reform, in which the Guangxu[image: Image] emperor and a small band of advisors prepared to modernize on the Japanese pattern, then were abruptly reversed by the conservative forces of the Empress Dowager— demonstrated that the tenacity of the Manchu dynasty was not to be underrated, though it would need propping up from the outside (a fact that John Hay’s “Open Door” note of 1900, engaging the European powers to maintain China’s territorial integrity, underscored).78 Fenollosa’s article considered the United States as an actor, drawn into the fray and called to great deeds.

Like “The Chinese Written Character,” “The Coming Fusion of East and West” begins with intimations of epochal change, of deep interests turning on the hitherto neglected East.

Most of us read of British diplomacy at Peking with vague curiosity, as an echo from another planet rather than as the crisis of modern history…. The prophet is yet heard sneeringly who claims in Chinese culture vital import for all that our common civilization holds dear….


The forcing together of the two halves of our race by the Spanish war, and the unfolding, if only for a glimpse, of a common, unheard-of destiny in the East, are like the very voice of Time suddenly made audible.79


Fenollosa’s manuscript of “The Chinese Written Character” had similarly begun with an appeal to “the Anglo-Saxon race” (that race of which “the two halves” had come together with American acquisition of Spain’s former Asian possession) and the sound of Time at the door:

This Twentieth Century not only turns a new page in the Book of the World, but opens another and a startling Chapter. Vistas of strange futures unfold for man, of world-embracing cultures half-weaned from Europe, of hitherto undreamed responsibilities for nations and races.


[Paragraphs deleted by Pound in 1916:] Especially for Great Britain and for the United States sounds a note of hope, and, at the same time, a note of warning….


Strange as it may seem, the future of Anglo Saxon supremacy in the world is probably bound up with the future of that East. If the better elements in her be crushed, and the worse be chained in slavery to some Western form of Despotism, Time may come to blow out our torch.80


The 1898 entry of the United States into the Pacific, combined with Japan’s victories over China and Russia in two naval wars, disturb the formula for peace arrived at in the post-Napoleonic Congress of Vienna: “The ‘balance of power’ in Europe … has split its little Continental shell, and dispersed over the world wild forces, like so many liberated gases, battling along lines of least resistance in Africa and central Asia, until they concentrate their whirling, angry masses over the focus of the China Sea.”81 The scenario Fenollosa describes clearly demands action, whether to restore balance or bottle up the wild forces. In the political context of 1898, this would have been read as a call for the United States to shake off its habitual diplomatic neutrality (a neutrality that never precluded stepping in for the gains of European “penetration” of China) and engage itself on the side of Great Britain in counteracting the expansion of a Russian sphere of influence in North China. Fenollosa stands with the advocates of engagement (and thus expansion), then, although the text shifts from geopolitics to spiritual struggle at just the point where a concrete political initiative would have been expected. Should the “Anglo-Saxons” make common cause in Asia?

It must be no conquest, but a fusion. We are not to court Japan for the number of her battle-ships, nor weigh China by the tonnage of her imports; rather to challenge the East soul to soul, as if in the sudden meeting of two brothers parted since childhood. It is primarily a test of ourselves, whether we are capable of expanding local Western sympathy and culture to the area of humanity…. to-day must we prove the absolute value of Western thought and institutions by their flexibility, by breaking through their selfish nationalism, dropping all mean sense of strangeness and jealousy, and exhibiting a sympathy that shall thrill to amalgamate with everything human, aspiring, and constructive in that wonderful Eastern world.


In the United States of 1898, “strangeness and jealousy” took the shape of dozens of local and national laws denying to Chinese and Japanese residents citizenship, the right to own land, and—amalgamation indeed—the choice of a marriage-partner not of their own “race.” A few lines further down, Fenollosa names the evil: “exclusion.”82 How many readers, one wonders, would have shared Fenollosa’s enthusiasm for an Anglo-American empire—built upon the supposition of a shared “race”—and also joined him in the “flexibility” of his “sympathy” (nay, “thrill”) for Asian humanity? Nonetheless,

Whether we like it or not, our lot is thrown with [the East], for good or ill, from now on, and for all time …For this fusion is to be not only world-wide, but final…If the union fail now, the defect must be consanguineous to the end; for there is no new blood, no outlying culture-germ for subsequent infusion. Such as we make it now, it must remain till the end. This is man’s final experiment.


Broken down into small change, Fenollosa’s recommendation is for Great Britain to overcome its antipathy to Japan and ally with Japan and the United States to defend China from German, French, and Russian spoliation. A combination of Japanese advice, Anglo-American capital, and Chinese labor will result in “splendors of which Rome never dreamed.” Japan is disinterested as regards China, compelled only to “bring her big bullying brother to his senses.” “But the chief obstacle to Japan’s playing her destined part was the West’s misconception of her attitude toward China…. We credited her with vulgar ambition only. This was a radical error. Her desire from the first was for friendship and alliance.” (The occupation of the Korean peninsula starting in 1910 does not figure in Fenollosa’s account.) The events of 1937 to 1945 block most American or Chinese readers from taking this sentiment at face value. We suppose that Fenollosa must have been deluded, or co-opted, into saying precisely what the Japanese Foreign Office would have liked to hear said in the American press, the truth being, for us postwar observers, obvious all along. But for him even to be wrong on this point would take a greater prophetic gift than Fenollosa claimed. International affairs are a domain of chance and reciprocal action, and forty years is a long time. From our present-day viewpoint, “The Coming Fusion of East and West” presents a curious mixture: a repudiation of racism together with an endorsement of empire, a setting of China at the center of future world history and an unquestioning adherence to Japanese policy goals. And yet these positions make up a possible coherent attitude, the American conjuncture of 1898 serving to mediate the contradictions.83

7

If producing “the final man” out of the fusion of East and West is the task of the coming twentieth century (which seems only now, at the start of the twenty-first, to get underway), art and specifically poetry are the elements of our culture best prepared to receive impulses from the East. Asian works of art make their own case for admission to American museums and university curricula. It is not only the excellence of the examples, but the character of art itself that opens the channel. In an essay on methods of art education, Fenollosa rehearses the aesthetic “interaction” he found alien to classificatory schemes and predicate logic:

Art is different from ordinary pursuits just because the process[es] of these are not mutual and just because they do not produce individual values. Take ordinary industry, for instance: it reasons along a thin straight line from effect to cause….Mechanical motions follow lines of space: here moves to there, and so on forever. Numbers pile themselves up in a series that never turns round and goes backward…. The place where you stop is relative to the object at the end; the value of the series is relative to a specific want….


But the structure of a work of art differs absolutely from this, in that, all its pulls being mutual, its qualities form a logical circle self-closed and complete. Here I lay a spot of red paint down on my canvas. Next I choose a green which I dot near it. The red is immediately changed, and so is the green. In contrast to the green the red has taken fire, and the green now glows inwardly like an emerald. The reaction is mutual….


If, however, the magic has been accomplished—as may happen now and then in real art—and ten colors, say (a modest allowance), have been mutually juxtaposed so that their multiple cross relations have only clarified and irradiated each other, then no one is cause and no one effect, for all is cause and all effect…


Here, I urge, we find a new species of structure, whether in nature or in art, which is not to be found in our list of logical categories…The parts of it may be symbolized as ranged about in a circle, with their mutual lines of influence crossing about a common centre…. Here is a kind of being where the whole is more than the sum of the parts; it is the sum plus all the mutual modifications and the new integration. The truth about great poetry and great music is similar; not a word or one tone can be dropped or added without marring the unique impression…


An entirely new set of mental powers must be brought into play, a new calculus, to sweep like a lightning flash through these billions and trillions of possibilities of which the infinitely larger part produce mutually disturbing effects; to throw them away instantaneously in large blocks; and to seize by instinct upon the few scattered regions where hope of success may lie….


[T]his magnificent faculty is possessed in a considerable degree by every one of us. Every child born into this world is endowed with it as part of his humanity; but the trouble is that we ordinarily lose it in early childhood, just because a medieval bigotry for the barbara-celarent logic—an obsession quite as fatal as Confucian classics—forces it into disuse and atrophy. The chief condition under which we might enjoy and develop it is merely that we use it. Whatever else art education may be, it must at least involve the constant exercise of this peculiar faculty of feeling tensions and seeing wholes in groups of color and lines,—just as surely as we learn to walk by walking….


I may close by repeating the half humorous definition which I once gave off-hand at a symposium of sages. “Art is a saturated solution of all the involved elements in terms of each other!”84


The net of Indra again, though in a j oke, and a prophecy of new mental powers to come. Fenollosa saw in Chinese poetry a “saturated solution” of precisely this kind.

A million things are going on together, and to get at the truth we must do as much as we can to think them together. This is what poetry tries to do…This is the oriental way of thinking, to think full—not to think empty…. Now this is just exactly what the comprehensiveness of the Chinese character does. It thinks full….Not only does it suggest to the Chinese mind all the individual specimens, or units, that contain the expressed quality … but that the sum of all these actions by which a thing manifests itself are together and interrelated, and so thing, quality, and act become one rich indistinguishable substance.85


The “medieval bigotry of barbara-celarent logic” laid on top of phonetic letters left Europeans helpless when they came to “deal with any kind of interaction, with any multiplicity of function.” “Poetry, both primitive and recent, agrees with Science and not with Logic…. The more concretely and vividly we express the interactions of things, the more poetry strengthens.”86

”Interaction,” a new term in the last draft of the essay, calls up a history of dissatisfactions, characteristically American and utopian. The Oxford English Dictionary
’s examples show the word emerging in 1830s North America to describe theological or social questions (God’s relation to the world; the relations among several groups simultaneously involved in an activity), then appearing in the sciences (”interactive atoms,” from 1879; “the close interaction between the vegetable and animal worlds,” from 1883; used as the standard term for the mutual pull of subatomic particles by 1930). Thereafter it once again had a career in linguistics and sociology, describing the influence of the group on the individual and the individual on the group (1951). In a citation from 1902, “interactionism” proposes, in defiance of both idealism and materialism, to follow the causal relations between mind and body in both directions (the body transmitting sensations to the mind and the mind expressing will through the body). Responding to the inadequacies of one-way causality and unyielding hierarchies, the word evokes multiplicity and equality. It does not always present a calculus for representing the mutual influences of which it speaks (that would have to wait until the needs of automatic navigation and gunnery gave rise to cybernetics), but expresses a wish to “think full” or at least fuller.87 Fenollosa is entirely in the tradition of this at the time little-used word. Elsewhere the term is the more common synthesis (reaching back, beyond Hegel, to Kant and the elusiveness of synthetic judgments a priori):

The Synthesis of the metaphorical overtones among the related words.
This is a great poetical dimension that exists fully in no other language.
This is synthetic, versus our analytic sentences.
Only synthetic thought is really Poetic….


This is why poetry is the very language of nature.88


(Or of reality, the word serving to move us from the orbit of Emerson to that of Stevens.)

But Fenollosa’s writing on Chinese poetry, cogent as the expression of a desire for new mental powers, is not limited to the utopian register. The second half of his “Lecture I,” mostly discarded by Pound, moves from the realm of desire to the examination of actual poetic texts. Compensating for the almost exclusively visual aesthetics of the first half, it describes the sounds of Chinese poetry, demonstrating their role in shaping verse forms and poetic genres, and attempts to parallel Chinese and English verse forms foot for foot, as a groundwork for more adequate translation. If we are to translate Chinese poetry correctly, we must grasp it by its “ideals,” which does not in the least mean treating its concrete, physical properties as incidental:

Let us now, however, for a moment before closing, say a few words, on the beauty of thought as such, poetic matter as separated (arbitrarily) from poetic form.
The Matter of Poetry, or the Art of Thought is common to all peoples—a common humanity….
This human matter Chinese poetry has in common with all the world.
But in some senses, (even apart from vividness and richness of form elements) it
has it more intensely.
Ancient Chinese Philosophy favors it.
Buddhism of T[ang] & So[ng] insist on it.
Have already spoken of it as planes of being.
All are sympathetic.
The Chinese Philosophy is that of a harmony—
Confucius says this harmony is social & moral also.
Thus a metaphorical freedom in passing around from realm to realm of nature
& thought is greater than with us.
We sniff at figure as useless embroidery.
But it is really a higher & more synthetic kind of truth.
An approach to the infinity & simultaneity of Nature itself.
Hence the many forms of parallelism in Chinese poetry & prose
But greatest of all is the endless and intimate parallel between man and
nature….


Metaphors, especially Chinese, are like a chord in music, planes of striking. In these metaphors, specially, man & nature come to brotherhood89


Union of sight, sound & meaning
Parallelism of nature & man90


”Lecture I. Vol. II,” with its detailed discussions of sound, is the clearest refutation of the commonplace that Fenollosa knew little about actual Chinese language, writing, and poetry. He might have studied more (like all of us); he might have benefited from encountering skeptics; he might have doubted his informants, whose assertions that Japanese pronunciation preserved the characteristics of ancient Chinese better than any modern Chinese dialect he adopted without question (and transmitted to Pound).91 But he was certainly in a position to deliver testimony and conclusions about Chinese. The lectures show that his thinking about “the full wealth of aesthetic material in Chinese Poetry” was consonant with his ambition of shaping the civilization of the new century, “in the Bodhisattva spirit,” of course.
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”Fenollosa: Misunderstandings”: the label for a much-needed file folder. The ideo-grammatic method of juxtaposition, signaled by the colon, allows us to paper-clip into one sheaf misunderstandings by Fenollosa; misunderstandings of Fenollosa; misunderstandings of just what Fenollosa misunderstood. F:M (1): (a) That Fenollosa thought the Chinese written language was an inventory of little pictures representing objects; (b) that Fenollosa was unaware that Chinese words and characters changed their meaning over time; (c) that Fenollosa thought Chinese writing had nothing to do with spoken Chinese.

George Kennedy reproduces the “Moon Rays like Pure Snow” poem as analyzed by Fenollosa and Pound in the appendix to “The Chinese Written Character” and exclaims: “There is hardly a case where the dictionary meaning of a character shows any intelligible dependence on the meanings of the parts. And this despite the best efforts of the players to twist meanings to that end, an enthusiasm that has led in many cases to misreading or misinterpretation…. What then is wrong here? For something must be frightfully wrong. Just a complete misunderstanding of what Chinese characters are, how they were created, and how they function as speech symbols.” The misunderstanding reposes on the idea of visual etymology: that a character comprising elements A, B, and C is to be understood as expressing a meaningful relation between things or concepts A, B, and C, when in fact the role of any one of those elements may be that of semantic classifier, phonetic hint, or shorthand substitute for a different graphic component. Kennedy sees the practice of visual analysis as denying that

Chinese poetry was composed in a language, as all poetry must be. And a poem of the eighth century A.D. can be properly understood only if one knows the language of the eighth century a.d. The assumption of the “etymological” translators—Fenollosa, Pound, Ayscough, Lowell, and others—is that the meaning, connotation, allusion, perfume, concreteness of a given Chinese character has remained immutable from pre-historic times. But this is inconceivable.92


No one can deny that Fenollosa describes Chinese characters as “vivid shorthand pictures” and derives their meanings, whenever possible, from their pictographic qualities—a procedure to which he sets no limits and which Pound exploited for the duration of his engagement with Chinese. As for the “immutable” Chinese character: surely Fenollosa’s contention is historical, that Chinese writing makes it easy and natural for the modern speaker to “feel back along the ancient lines of advance.” Kennedy’s accusation overleaps itself, for it would make all etymology a crime against the present. The charge of neglect of spoken language is addressed by the publication here for the first time of the manuscript of “Lecture I. Vol. II.”

Thus do some of the “misunderstandings by Fenollosa” of Chinese language and history resolve into “misunderstandings of Fenollosa.” These are the easy cases.

F:M (2): Pound’s understanding (or misunderstanding) of Fenollosa, and subsequent understandings (ditto) of Pound, have put the essay in the position of ancestor for numerous and overlapping genealogies that collectively take up much of the space of contemporary poetry and poetics: Objectivists, Black Mountain, Beats, the San Francisco Renaissance, Williams, Zukofsky, Rakosi, Oppen, Reznikoff, Olson, Duncan, Levertov, Creeley, Cage, Ginsberg, Snyder, Silliman, Bernstein … (For accounts of the transmission of a “Poundian tradition”—which always carries with it Fenollosan models—see Laszlo Gèfin, Ideogram; Marjorie Perloff, The Dance of the Intellect; Christopher Beach, ABC of Influence”) The ambiguity as to what makes Chinese a model for poetic language has been unpredictably fruitful. It is too late (and beside the point anyway) to expect that restoring to view what Fenollosa actually wrote will establish a twenty-first-century orthodoxy; at most we can point to a few examples to show the complexity of the overlapping wave-effects.

When seen as the methodological counterpart to Cathay’s translation practice, the lesson of Fenollosa’s essay breaks in two. As if thanking the heavens, Achilles Fang observes that “fenollosa rarely applies his heretical notions of the Chinese language when it comes to the poems contained in Cathay; or it may be that pound did not bother to incorporate fenollosa’s ideogrammic notes when he edited the book.”93 A. C. Graham succinctly lists the reasons for the ready welcome the “Chinese poem” has received in modern English-language verse:

The art of translating Chinese poetry is a by-product of the Imagist movement…The element of poetry which travels best is of course concrete imagery…. Fortunately, most Chinese poetry is extremely concrete… [Nonetheless,] fidelity to the image is impossible without a complete disregard of the verse forms of the original, some of which are as rigid and elaborate as the sonnet…The sacrifice of strict form for the sake of content was first made possible by the doctrine that the essence of poetry is the Image, the exact presentation of which imposes an absolute rhythm out of accord with regular verse forms.94


This is followed by the inevitable mention of “the Essay on the Chinese Written Character, from which Pound took his misconceptions about ideograms as well as a valuable theory of the key function of the transitive verb in poetic syntax.” Valuable: the image, the verb. Misconceived: the visual language and etymology of ideograms. The Image (interchangeable with the Thing) takes root in English-language literary awareness as the bare essence of Chinese poetry: witness Charles Reznikoff, quoting one of Graham’s quotations:

something I ran into only a few days ago … the remarks of a Chinese poet of the eleventh century. This is [Graham’s] translation: “Poetry presents the thing in order to convey the feeling. It should be precise about the thing and reticent about the feeling.” … I thought that these comments … are a very accurate expression of what the objectivists were trying to do.95


The image “presents the thing”; but if you see more “things” in the written character than the evocation of the image demands, you are on the way to “misconception.” Critics of Fenollosa’s “misconception” set the bounds of reasonableness: the job of language is to give access to “the thing.” The thing “imposes an absolute rhythm” on poetic wording; the image “travels best”; poetry is a matter of icons and deictics, its language aims at transparency. This might (if we are not very demanding) serve as a description of Cathay, but will not do at all for the Cantos, or most modernist poetry. If George Kennedy were to apply his semantic standards to Khlebnikov or Ashbery, he would surely find “something … frightfully wrong”; and that something is poetry. Not every inheritor of Imagism is bound to “the sacrifice of strict form for the sake of content”: consider Zukofsky’s A, or his phonetically driven renditions of Catullus (translations in an inverse of the usual meaning of the word).96 The defining gesture of modernity in the several arts—releasing each medium from its servitude to content; here, making poetry out of language rather than out of ideas—is identical to Fenollosa’s “misconceived” initiative. What makes for good avant-garde verse makes for unacceptable translation, it seems. But a translation is not a rephrasing of another poem, rather a report on what happens in a poem; and what happens there is not always just content, imagery, or “what travels best.”

The Chinese written character is a medium, then (as the essay’s title unobtrusively contends), and like any medium has always to be rescued from instrumentality. What is the lesson of the Chinese character, what does it demand of us, what are the “battle flags” it waves before “old campaigners”? Charles Olson, in 1950, repudiates “what we have suffered from … manuscript, press, the removal of verse from its predecessor and its reproducer, the voice, a removal by one, by two removes from its place of origin and its destination” and seeks to recover “what Fenollosa is so right about, in syntax, the sentence as first act of nature, as lightning, as passage of force from subject to object, quick … from me to you, the VERB, between two nouns.” “PROJECTIVE VERSE teaches … this lesson, that that verse will only do in which a poet manages to register both the acquisitions of his ear and the pressures of his breath.” Olson looks forward to a recovery of the ideogram through nonvisual means: “Because breath allows all the speech-force of language back in (speech is the ’solid’ of verse, is the secret of a poem’s energy), because, now a poem has, by speech, solidity, everything in it can now be treated as solids, objects, things.”97 From word to thing via the breath; the word made thing by breath.

But Jacques Derrida, in 1967, claims Fenollosa for the lineage of a material poetics that might have the power from its off-center position to unsettle, as science or philosophy cannot, “the founding categories of language and of the grammar of the episteme.”98 Derrida’s reading of Fenollosa takes it as established “that no correct description of Chinese writing can tolerate” “the logico-grammatical structures of the Occident.” Noting a similarity to Nietzsche’s attempts to perturb the summit of the philosophical pyramid, “that transcendental authority and master category of the episteme: being,” Derrida inscribes Fenollosa into the history of writing that is his response to the “history of being” in the West. Grammatology can now define “the meaning of Fenollosa’s work”: “this irreducibly graphic poetics was, along with that of Mallarmç, the first rupture in the most profound Occidental tradition. Thus the fascination exerted on Pound’s writing by the Chinese ideogram takes its full historial significance.”99 With the late-Heidegger password-term “historial,” Derrida inserts Fenollosa-Pound into a history of the future, a narrative presupposing both the closure of “Western metaphysics” and the initiation, through rupture, of something else. That something else, as readers of Of Grammatology know, is precisely the “irreducibly graphic,” irreducibly, that is, finally so (in the senses of both “conclusion” and “aim”). In one of the stablest traditions of the avant-garde, such a poetics will reverse the habit that makes a medium a mere go-between or pass-through and turns it into the true subject of articulation. A graphic poetics, a poetics of the grammé, would have to be neither vocal nor mimetic; it would serve neither speech nor representation. Haroldo de Campos, writing in 1977, sees Derrida as making explicit the linguistic and logical choices of the “heroic age” of international concrete poetry:

As a movement (or tropism) within Occidental discourse aiming to break with the structures of Aristotelian logic and alphabetic digitality-linearity, the concrete poetry of the 1950s … seems to have pushed this rupture to the maximum…. Not only did the white of the paper (its margins or interlinear spaces) now acquire its full syntactic-semantic function, … with this, the habitual discursive links were suppressed and an ideographic (relational, paratactic, correlative or juxtapositional) syntax took its place…. Taking its cue significantly from the ideogram via Fenollosa/Pound … concrete poetry, as it presented itself as a phenomenon of “metacommunication” … marked out in advance a space of convergence … where the phonetic plane was solidified with the graphic, the two being magnetically drawn together at the semantic level.100


Misunderstanding of Fenollosa’s misunderstanding? Or the return of the written character to its original sparring partnership with speech?

An antinomy already noted in Fenollosa’s essay—what mattered, the picture or the transfer of energy?—thus breaks into two agendas, two paideumata, of the Chinese written character. No ideas but in things; no referents but in signifying practices. It cannot be a matter of who has the birthright; the heritage was divided from its beginning. But in the process of Fenollosan diffusion that has now taken several steps away from Pound, the poles themselves are transformed: energy takes the form of speech, of breath, and image dissolves into the “irreducibly graphic.” Poetry that measures its effect in “speech-force” will tend to realize itself in performances that feature the poet as part of a “field” of perceptions and engagements; poetry that is “irreducibly graphic,” on the other hand, will invest itself in technologies, materials, programs (fore-writings), metacommunication, codes, constraints. Thus Charles Bernstein, the central figure of L=A=N=G=U=A=G=E poetry, on Zukofsky: “Rather than making the language as transparent as possible, where these other [phonemic, graphic, morphological] qualities are repressed as a matter of technique … the movement is toward opacity/denseness—visibility of language through the making translucent of the medium…. To make language opaque so that writing becomes more and more conscious of itself as world generating, object generating.”101 One has thus all the necessary material for a sharp contrast between two branches of the Pound/Fenollosa readership (if the branches may be drawn so starkly, disregarding many actual interweavings and exchanges).102 “Zukofsky and Olson,” as Christopher Beach puts it, “represented two sides of Pound’s own work, each exemplifying tendencies that were anathema to poets in the other’s camp.”103 And so with Fenollosa’s essay. Is it one ars poetica or two? Or more?

The contrast in the reception of Fenollosa’s essay by the tendentiously chosen figures Olson and Derrida (”mere hard terms which define the extremes of the pounding”104) points also to the internal contradictions and difficulties of both receptions. Olson’s insistence on breath and speech specifies and narrows Fenollosa’s designedly inclusive term “energy,” preparing a traditional polemic against writing and mediation that readers of Derrida can by now recognize in their sleep; likewise, Derrida, in order to consecrate the “rupture” of Fenollosa’s graphic poetics, must ignore Fenollosa’s praise of the verb and his denigration of the dead externality of alphabetic writing, to name only two motifs that come in for memorable critique in Derrida’s chapters on Rousseau and Lévi-Strauss.

Partial, blinkered, or, to put it less censoriously, strategic: the reading of Fenollosa’s essay mirrors the scatter among its contents under tension. It seems to have to be doled out in slices rather than whole. This very many-sidedness has appealed to the essay’s most careful observers, who have tried to interlock the fringes of the conflicted readings it provokes. “The possibility (or necessity) of a double reading” of Fenollosa’s lectures, one that would “elide” Olson with Derrida, offered Joseph Riddel the glimpse of a “project” for American poetics. This project would gloss all language that speaks of nature, of origin, or of the incontrovertible self as being a mere “machine … a pure fiction … a myth of origin that puts the myth of origins in question.”105 (So much for “feeling back along the ancient lines of advance.”) Charles Bernstein is an optimistic exegete when he defines “The Chinese in Pound: everything as a process-in-the-world. So no nouns or adjectives alone, but ideograms of subject-verb-object, thing and action not formally separated. Language, then, not mere naming, and specifically, not naming things. In these poems, objects or actions described as objects are not the primary substance. Or perhaps: everything is objective.”106
Language … objective: in two words the impossible is achieved. No less optimistically, we suggest that the antinomy of Olsonian and Derridean readings of “The Chinese Written Character” takes its source in a reading that neglects (that could not but neglect) the Kegon/Huayan ontological presuppositions toward which Fenollosa’s lecture, in its successive versions, painstakingly makes its way. To restore the mediated character of “things,” to resituate them as knots in a causal web, would loosen the grip of the hoary dualism of picture and word, of thing and energy, of nature and graph, on any possible reading of Fenollosa/Pound. In fact, the loosening already has begun among readers who recall that the essay is a knot in the web of languages. John Cayley sees the prophetic function of “The Chinese Written Character” in the “translingual, transcultural engagement” that it enacts, “as a matter of necessity”; ”the inscription of decentering and dislocation itself … evokes radical meaning-creation, the ’making it new’ of language, and poetic language in particular.”107 (Valéry said of Mallarmé that “he understood language as though he had invented it.”108 Under extreme conditions, a translator might have to use English as though it had not yet been invented.) Thus the “misunderstandings” so often laid at Fenollosa’s door might reflect the deforming encounter of two idioms in a register that could have been predicted in neither, and the “transliteral fragmentation” to which they jointly give rise. The necessary, unavoidable slippage and stoppage are the confusion of tongues between East and West.

The present edition aims not to minimize the tension but, by undoing one level of partiality in Pound’s editing, to force simultaneous consideration of more sides of the complex document that is “The Chinese Written Character as a Medium for Poetry.” Through it, a different picture of Chinese poetry—and thus a different path for part of modern literature in English to have taken— emerges. What difference does it make? To take only three key terms: “nature,” “image,” and “sound” play significantly interlocking parts in the essay as we have known it up to now. These parts are now altered. “Nature” in Fenollosa’s drafts implies neither an opposite to culture, nor Thoreau’s cabin, nor a fallen world; it is a limitless network of causal connections, none of them self-supporting or self-elucidating. The “image,” synecdoche of “nature,” returns to the scene enriched, but also dispersed and perhaps not to be gathered again into one. It is the bundle of relations (Kegon) that form an action (Emerson, James), delimited only by the observer’s act of will or loss of nerve. And after a long occlusion, “sound” now returns to Chinese poetry as the weaving together of successive syllables into parallel structures that are the real “ideogram,” if anything is. If they mimic a desired “harmony of sight, sound and meaning,” they do so collectively, not in isolated inky bursts.109

Whether or not he knew at the time what he was doing, Pound as editor cut very closely around a specific way of thinking about reality, relation, and sym-bolization, a version of “radical empiricism” subjected to the test of East Asian philosophical critique. This he removed from the essay. After nearly a hundred years, it is impossible for us simply to put it back in, as if modern literature had never happened. That modern literature happened, of course, is in some measure thanks to the aid and comfort offered by “The Chinese Written Character” in its truncated form. What we offer is, therefore, a bit of a kink in literary history. Fenollosa is really nobody’s contemporary. Pound lauded him as “a forerunner without knowing it and without being known as such,” corroborated by “the later movements in art,” and this goes on being true.110 Nobody’s contemporary—least of all his own.
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What seemed “confusion” to less reckless scholars should now appear, on a review of the fuller record, as an earnest of intercultural “fusion”—an incomplete project, a “disappointed bridge” to which Pound added new piers and feeder roads of his own. And so, an altered and frustrated cause. Still, Fenollosa’s essay accomplished a certain kind of fusion: despite its own misunderstandings and those of others, it brought the Chinese precedent to modern poetry in English, expanded the family tree, created the curiosity that inspires translations. “It can’t be all in one language.”111 Fenollosa’s unfinished essay continues—in English, in Chinese, in many languages. By assembling its drafts and surrounding materials, we have tried to give it new openings and paths of influence, seeking conductance, “as a nerve, a roadway, and a clearing house are only different forms through which the necessity for intercommunication, and mutual readjustment of parts force out its channel.”112 “The man was planning a ride before he looked. The horse kicked when the man tried to catch him…. Motion leaks everywhere, like electricity from an exposed wire.”
  


The Chinese Written Character as a Medium for Poetry: An Ars Poetica

ERNEST FENOLLOSA With a Foreword and Notes by EZRA POUND
 

(1918, 1936)
 

This essay was practically finished by the late Ernest Fenollosa; I have done little more than remove a few repetitions and shape a few sentences.

We have here not a bare philological discussion, but a study of the fundamentals of all aesthetics. In his search through unknown art Fenollosa, coming upon unknown motives and principles unrecognized in the West, was already led into many modes of thought since fruitful in “new” western painting and poetry. He was a forerunner without knowing it and without being known as such.

He discerned principles of writing which he had scarcely time to put into practice. In Japan he restored, or greatly helped to restore, a respect for the native art. In America and Europe he cannot be looked upon as a mere searcher after exotics. His mind was constantly filled with parallels and comparisons between eastern and western art. To him the exotic was always a means of fructification. He looked to an American renaissance. The vitality of his outlook can be judged from the fact that although this essay was written some time before his death in 1908 I have not had to change the allusions to Western conditions. The later movements in art have corroborated his theories.

E.P., 1918.


This twentieth century not only turns a new page in the book of the world, but opens another and a startling chapter. Vistas of strange futures unfold for man, of world-embracing cultures half weaned from Europe, of hitherto undreamed responsibilities for nations and races.

The Chinese problem alone is so vast that no nation can afford to ignore it. We in America, especially, must face it across the Pacific, and master it or it will master us. And the only way to master it is to strive with patient sympathy to understand the best, the most hopeful and the most human elements in it.

It is unfortunate that England and America have so long ignored or mistaken the deeper problems of Oriental culture. We have misconceived the Chinese for a materialistic people, for a debased and worn-out race. We have belittled the Japanese as a nation of copyists. We have stupidly assumed that Chinese history affords no glimpse of change in social evolution, no salient epoch of moral and spiritual crisis. We have denied the essential humanity of these peoples; and we have toyed with their ideals as if they were no better than comic songs in an “opéra bouffe.”

The duty that faces us is not to batter down their forts or to exploit their markets, but to study and to come to sympathize with their humanity and their generous aspirations. Their type of cultivation has been high. Their harvest of recorded experience doubles our own. The Chinese have been idealists, and experimenters in the making of great principles; their history opens a world of lofty aim and achievement, parallel to that of the ancient Mediterranean peoples. We need their best ideals to supplement our own—ideals enshrined in their art, in their literature and in the tragedies of their lives.

We have already seen proof of the vitality and practical value of Oriental painting for ourselves and as a key to the Eastern soul. It may be worth while to approach their literature, the intensest part of it, their poetry, even in an imperfect manner.

I feel that I should perhaps apologize* for presuming to follow that series of brilliant scholars, Davis, Legge, St. Denys and Giles, who have treated the subject of Chinese poetry with a wealth of erudition to which I can proffer no claim. It is not as a professional linguist nor as a sinologue that I humbly put forward what I have to say. As an enthusiastic student of beauty in Oriental culture, having spent a large portion of my years in close relation with Orientals, I could not but breathe in something of the poetry incarnated in their lives.

I have been for the most part moved to my temerity by personal considerations. An unfortunate belief has spread both in England and in America that Chinese and Japanese poetry are hardly more than an amusement, trivial, childish, and not to be reckoned in the world’s serious literary performance. I have heard well-known sinologues state that, save for the purposes of professional linguistic scholarship, these branches of poetry are fields too barren to repay the toil necessary for their cultivation.

Now my own impression has been so radically and diametrically opposed to such a conclusion, that a sheer enthusiasm of generosity has driven me to wish to share with other Occidentals my newly discovered joy. Either I am pleasingly self-deceived in my positive delight, or else there must be some lack of aesthetic sympathy and of poetic feeling in the accepted methods of presenting the poetry of China. I submit my causes of joy.

Failure or success in presenting any alien poetry in English must depend largely upon poetic workmanship in the chosen medium. It was perhaps too much to expect that aged scholars who had spent their youth in gladiatorial combats with the refractory Chinese characters should succeed also as poets. Even Greek verse might have fared equally ill had its purveyors been perforce content with provincial standards of English rhyming. Sinologues should remember that the purpose of poetical translation is the poetry, not the verbal definitions in dictionaries.

One modest merit I may, perhaps, claim for my work: it represents for the first time a Japanese school of study in Chinese culture. Hitherto Europeans have been somewhat at the mercy of contemporary Chinese scholarship. Several centuries ago China lost much of her creative self, and of her insight into the causes of her own life, but her original spirit still lives, grows, interprets, transferred to Japan in all its original freshness. The Japanese to-day represent a stage of culture roughly corresponding to that of China under the Sung dynasty. I have been fortunate in studying for many years as a private pupil under Professor Kainan Mori, who is probably the greatest living authority on Chinese poetry. He has recently been called to a chair in the Imperial University of Tokio.

My subject is poetry, not language, yet the roots of poetry are in language. In the study of a language so alien in form to ours as is Chinese in its written character, it is necessary to inquire how those universal elements of form which constitute poetics can derive appropriate nutriment.

In what sense can verse, written in terms of visible hieroglyphics, be reckoned true poetry? It might seem that poetry, which like music is a time art, weaving its unities out of successive impressions of sound, could with difficulty assimilate a verbal medium consisting largely of semi-pictorial appeals to the eye.

Contrast, for example, Gray’s line:

The curfew tolls the knell of parting day

with the Chinese line:

[image: Image]
 

Unless the sound of the latter be given, what have they in common? It is not enough to adduce that each contains a certain body of prosaic meaning; for the question is, how can the Chinese line imply, as form, the very element that distinguishes poetry from prose?

On second glance, it is seen that the Chinese words, though visible, occur in just as necessary an order as the phonetic symbols of Gray. All that poetic form requires is a regular and flexible sequence, as plastic as thought itself. The characters may be seen and read, silently by the eye, one after the other:

Moon rays like pure snow.

Perhaps we do not always sufficiently consider that thought is successive, not through some accident or weakness of our subjective operations but because the operations of nature are successive. The transferences of force from agent to object, which constitute natural phenomena, occupy time. Therefore, a reproduction of them in imagination requires the same temporal order.*

Suppose that we look out of a window and watch a man. Suddenly he turns his head and actively fixes his attention upon something. We look ourselves and see that his vision has been focused upon a horse. We saw, first, the man before he acted; second, while he acted; third, the object toward which his action was directed. In speech we split up the rapid continuity of this action and of its picture into its three essential parts or joints in the right order, and say:

Man sees horse.

It is clear that these three joints, or words, are only three phonetic symbols, which stand for the three terms of a natural process. But we could quite as easily denote these three stages of our thought by symbols equally arbitrary, which had no basis in sound; for example, by three Chinese characters:

[image: Image]
 

If we all knew what division of this mental horse-picture each of these signs stood for, we could communicate continuous thought to one another as easily by drawing them as by speaking words. We habitually employ the visible language of gesture in much this same manner.

But Chinese notation is something much more than arbitrary symbols. It is based upon a vivid shorthand picture of the operations of nature. In the algebraic figure and in the spoken word there is no natural connection between thing and sign: all depends upon sheer convention. But the Chinese method follows natural suggestion. First stands the man on his two legs. Second, his eye moves through space: a bold figure represented by running legs under an eye, a modified picture of an eye, a modified picture of running legs, but unforgettable once you have seen it. Third stands the horse on his four legs.

The thought picture is not only called up by these signs as well as by words but far more vividly and concretely. Legs belong to all three characters: they are alive. The group holds something of the quality of a continuous moving picture.

The untruth of a painting or a photograph is that, in spite of its concreteness, it drops the element of natural succession.

Contrast the Laocoön statue with Browning’s lines:

”Isprang to the stirrup, and Joris, and he

… …

And into the midnight we galloped abreast”

One superiority of verbal poetry as an art rests in its getting back to the fundamental reality of time. Chinese poetry has the unique advantage of combining both elements. It speaks at once with the vividness of painting, and with the mobility of sounds. It is, in some sense, more objective than either, more dramatic. In reading Chinese we do not seem to be juggling mental counters, but to be watching things work out their own fate.

Leaving for a moment the form of the sentence, let us look more closely at this quality of vividness in the structure of detached Chinese words. The earlier forms of these characters were pictorial, and their hold upon the imagination is little shaken, even in later conventional modifications. It is not so well known, perhaps, that the great number of these ideographic roots carry in them a verbal idea of action. It might be thought that a picture is naturally the picture of a thing, and that therefore the root ideas of Chinese are what grammar calls nouns.

But examination shows that a large number of the primitive Chinese characters, even the so-called radicals, are shorthand pictures of actions or processes.

For example, the ideograph meaning “to speak” is a mouth with two words and a flame coming out of it. The sign meaning “to grow up with difficulty” is grass with a twisted root (vide Plates 2 and 4). But this concrete verb quality, both in nature and in the Chinese signs, becomes far more striking and poetic when we pass from such simple, original pictures to compounds. In this process of compounding, two things added together do not produce a third thing but suggest some fundamental relation between them. For example, the ideograph for a “messmate” is a man and a fire (vide Plate 2, col. 2).

A true noun, an isolated thing, does not exist in nature. Things are only the terminal points, or rather the meeting points of actions, cross-sections cut through actions, snap-shots. Neither can a pure verb, an abstract motion, be possible in nature. The eye sees noun and verb as one: things in motion, motion in things, and so the Chinese conception tends to represent them.*

The sun underlying the bursting forth of plants = spring.

The sun sign tangled in the branches of the tree sign = east (vide Plate 2).

”Rice-field” plus “struggle” = male (vide Plate 2, col. 3).

”Boat” plus “water”= boat-water, a ripple (vide Plate 2, col. I).

Let us return to the form of the sentence and see what power it adds to the verbal units from which it builds. I wonder how many people have asked themselves why the sentence form exists at all, why it seems so universally necessary in all languages? Why must all possess it, and what is the normal type of it? If it be so universal, it ought to correspond to some primary law of nature.

I fancy the professional grammarians have given but a lame response to this inquiry. Their definitions fall into two types: one, that a sentence expresses a “complete thought”; the other, that in it we bring about a union of subject and predicate.

The former has the advantage of trying for some natural objective standard, since it is evident that a thought can not be the test of its own completeness. But in nature there is no completeness. On the one hand, practical completeness may be expressed by a mere interjection, as “Hi! there!” or “Scat!” or even by shaking one’s fist. No sentence is needed to make one’s meaning more clear. On the other hand, no full sentence really completes a thought. The man who sees and the horse which is seen will not stand still. The man was planning a ride before he looked. The horse kicked when the man tried to catch him. The truth is that acts are successive, even continuous; one causes or passes into another. And though we may string never so many clauses into a single, compound sentence, motion leaks everywhere, like electricity from an exposed wire. All processes in nature are interrelated; and thus there could be no complete sentence (according to this definition) save one which it would take all time to pronounce.

In the second definition of the sentence, as “uniting a subject and a predicate,” the grammarian falls back on pure subjectivity. We do it all; it is a little private juggling between our right and left hands. The subject is that about which I am going to talk; the predicate is that which I am going to say about it. The sentence according to this definition is not an attribute of nature but an accident of man as a conversational animal.

If it were really so, then there could be no possible test of the truth of a sentence. Falsehood would be as specious as verity. Speech would carry no conviction.

Of course this view of the grammarians springs from the discredited, or rather the useless, logic of the Middle Ages. According to this logic, thought deals with abstractions, concepts drawn out of things by a sifting process. These logicians never inquired how the “qualities” which they pulled out of things came to be there. The truth of all their little checker-board juggling depended upon the natural order by which these powers or properties or qualities were folded in concrete things, yet they despised the “thing” as a mere “particular,” or pawn. It was as if Botany should reason from the leaf-patterns woven into our table-cloths. Valid scientific thought consists in following as closely as may be the actual and entangled lines of forces as they pulse through things. Thought deals with no bloodless concepts but watches things move under its microscope.

The sentence form was forced upon primitive men by nature itself. It was not we who made it; it was a reflection of the temporal order in causation. All truth has to be expressed in sentences because all truth is the transference of power. The type of sentence in nature is a flash of lightning. It passes between two terms, a cloud and the earth. No unit of natural process can be less than this. All natural processes are, in their units, as much as this. Light, heat, gravity, chemical affinity, human will, have this in common, that they redistribute force. Their unit of process can be represented as:

term        transference        term

from
of

to


which
force
              which

If we regard this transference as the conscious or unconscious act of an agent we can translate the diagram into:

agent              act              object

In this the act is the very substance of the fact denoted. The agent and the object are only limiting terms.

It seems to me that the normal and typical sentence in English as well as in Chinese expresses just this unit of natural process. It consists of three necessary words: the first denoting the agent or subject from which the act starts, the second embodying the very stroke of the act, the third pointing to the object, the receiver of the impact. Thus:

Farmer              pound              rice

The form of the Chinese transitive sentence, and of the English (omitting particles), exactly corresponds to this universal form of action in nature. This brings language close to things, and in its strong reliance upon verbs it erects all speech into a kind of dramatic poetry.

A different sentence order is frequent in inflected languages like Latin, German or Japanese. This is because they are inflected, i.e., they have little tags and word-endings, or labels, to show which is the agent, the object, etc. In uninflected languages, like English and Chinese, there is nothing but the order of the words to distinguish their functions. And this order would be no sufficient indication, were it not the natural order—that is, the order of cause and effect.

It is true that there are, in language, intransitive and passive forms, sentences built out of the verb “to be,” and, finally, negative forms. To grammarians and logicians these have seemed more primitive than the transitive, or at least exceptions to the transitive. I had long suspected that these apparently exceptional forms had grown from the transitive or worn away from it by alteration or modification. This view is confirmed by Chinese examples, wherein it is still possible to watch the transformation going on.

The intransitive form derives from the transitive by dropping a generalized, customary, reflexive or cognate object. “He runs (a race).” “The sky reddens (itself).” “We breathe (air).” Thus we get weak and incomplete sentences which suspend the picture and lead us to think of some verbs as denoting states rather than acts. Outside grammar the word “state” would hardly be recognized as scientific. Who can doubt that when we say “The wall shines,” we mean that it actively reflects light to our eye?

The beauty of Chinese verbs is that they are all transitive or intransitive at pleasure. There is no such thing as a naturally intransitive verb. The passive form is evidently a correlative sentence, which turns about and makes the object into a subject. That the object is not in itself passive, but contributes some positive force of its own to the action, is in harmony both with scientific law and with ordinary experience. The English passive voice with “is” seemed at first an obstacle to this hypothesis, but one suspected that the true form was a generalized transitive verb meaning something like “receive,” which had degenerated into an auxiliary. It was a delight to find this the case in Chinese.

In nature there are no negations, no possible transfers of negative force. The presence of negative sentences in language would seem to corroborate the logicians’ view that assertion is an arbitrary subjective act. We can assert a negation, though nature can not. But here again science comes to our aid against the logician: all apparently negative or disruptive movements bring into play other positive forces. It requires great effort to annihilate. Therefore we should suspect that, if we could follow back the history of all negative particles, we should find that they also are sprung from transitive verbs. It is too late to demonstrate such derivations in the Aryan languages, the clue has been lost; but in Chinese we can still watch positive verbal conceptions passing over into so-called negatives. Thus in Chinese the sign meaning “to be lost in the forest” relates to a state of non-existence. English “not” = the Sanskrit na, which may come from the root na, to be lost, to perish.

Lastly comes the infinitive which substitutes for a specific colored verb the universal copula “is,” followed by a noun or an adjective. We do not say a tree “greens itself,” but “the tree is green”; not that “monkeys bring forth live young,” but that “the monkey is a mammal.” This is an ultimate weakness of language. It has come from generalizing all intransitive words into one. As “live,” “see,” “walk,” “breathe,” are generalized into states by dropping their objects, so these weak verbs are in turn reduced to the abstractest state of all, namely bare existence.

There is in reality no such verb as a pure copula, no such original conception; our very word exist means “to stand forth,” to show oneself by a definite act. “Is” comes from the Aryan root as, to breathe. “Be” is from bhu, to grow.

In Chinese the chief verb for “is” not only means actively “to have,” but shows by its derivation that it expresses something even more concrete, namely, “to snatch from the moon with the hand.”[image: Image]Here the baldest symbol of prosaic analysis is transformed by magic into a splendid flash of concrete poetry.

I shall not have entered vainly into this long analysis of the sentence if I have succeeded in showing how poetical is the Chinese form and how close to nature. In translating Chinese, verse especially, we must hold as closely as possible to the concrete force of the original, eschewing adjectives, nouns and intransitive forms wherever we can, and seeking instead strong and individual verbs.

Lastly we notice that the likeness of form between Chinese and English sentences renders translation from one to the other exceptionally easy. The genius of the two is much the same. Frequently it is possible by omitting English particles to make a literal word-for-word translation which will be not only intelligible in English, but even the strongest and most poetical English. Here, however, one must follow closely what is said, not merely what is abstractly meant.

Let us go back from the Chinese sentence to the individual written word. How are such words to be classified? Are some of them nouns by nature, some verbs and some adjectives? Are there pronouns and prepositions and conjunctions in Chinese as in good Christian languages?

One is led to suspect from an analysis of the Aryan languages that such differences are not natural, and that they have been unfortunately invented by grammarians to confuse the simple poetic outlook on life. All nations have written their strongest and most vivid literature before they invented a grammar. Moreover, all Aryan etymology points back to roots which are the equivalents of simple Sanskrit verbs, such as we find tabulated at the back of our Skeat. Nature herself has no grammar.* Fancy picking up a man and telling him that he is a noun, a dead thing rather than a bundle of functions! A “part of speech” is only what it does. Frequently our lines of cleavage fail, one part of speech acts for another. They act for one another because they were originally one and the same.

Few of us realize that in our own language these very differences once grew up in living articulation; that they still retain life. It is only when the difficulty of placing some odd term arises or when we are forced to translate into some very different language, that we attain for a moment the inner heat of thought, a heat which melts down the parts of speech to recast them at will.

One of the most interesting facts about the Chinese language is that in it we can see, not only the forms of sentences, but literally the parts of speech growing up, budding forth one from another. Like nature, the Chinese words are alive and plastic, because thing and action are not formally separated. The Chinese language naturally knows no grammar. It is only lately that foreigners, European and Japanese, have begun to torture this vital speech by forcing it to fit the bed of their definitions. We import into our reading of Chinese all the weakness of our own formalisms. This is especially sad in poetry, because the one necessity, even in our own poetry, is to keep words as flexible as possible, as full of the sap of nature.

Let us go further with our example. In English we call “to shine” a verb in the infinitive, because it gives the abstract meaning of the verb without conditions. If we want a corresponding adjective we take a different word, “bright.” If we need a noun we say “luminosity,” which is abstract, being derived from an adjective. To get a tolerably concrete noun, we have to leave behind the verb and adjective roots, and light upon a thing arbitrarily cut off from its power of action, say “the sun” or “the moon.” Of course there is nothing in nature so cut off, and therefore this nounising is itself an abstraction. Even if we did have a common word underlying at once the verb “shine,” the adjective “bright” and the noun “sun,” we should probably call it an “infinitive of the infinitive.” According to our ideas, it should be something extremely abstract, too intangible for use.*

The Chinese have one word, ming or mei. Its ideograph is the sign of the sun together with the sign of the moon. It serves as verb, noun, adjective. Thus you write literally, “the sun and moon of the cup” for “the cup’s brightness.” Placed as a verb, you write “the cup sun-and-moons,” actually “cup sun-and-moon,” or in a weakened thought, “is like sun,” i.e., shines. “Sun-and-moon cup” is naturally a bright cup. There is no possible confusion of the real meaning, though a stupid scholar may spend a week trying to decide what “part of speech” he should use in translating a very simple and direct thought from Chinese to English.

The fact is that almost every written Chinese word is properly just such an underlying word, and yet it is not abstract. It is not exclusive of parts of speech, but comprehensive; not something which is neither a noun, verb, or adjective, but something which is all of them at once and at all times. Usage may incline the full meaning now a little more to one side, now to another, according to the point of view, but through all cases the poet is free to deal with it richly and concretely, as does nature.

In the derivation of nouns from verbs, the Chinese language is forestalled by the Aryan. Almost all the Sanskrit roots, which seem to underlie European languages, are primitive verbs, which express characteristic actions of visible nature. The verb must be the primary fact of nature, since motion and change are all that we can recognize in her. In the primitive transitive sentence, such as “Farmer pounds rice,” the agent and the object are nouns only in so far as they limit a unit of action. “Farmer” and “rice” are mere hard terms which define the extremes of the pounding. But in themselves, apart from this sentence-function, they are naturally verbs. The farmer is one who tills the ground, and the rice is a plant which grows in a special way. This is indicated in the Chinese characters. And this probably exemplifies the ordinary derivation of nouns from verbs. In all languages, Chinese included, a noun is originally “that which does something,” that which performs the verbal action. Thus the moon comes from the root ma, and means “the measurer.” The sun means that which begets.

The derivation of adjectives from the verb need hardly be exemplified. Even with us, today, we can still watch participles passing over into adjectives. In Japanese the adjective is frankly part of the inflection of the verb, a special mood, so that every verb is also an adjective. This brings us close to nature, because everywhere the quality is only a power of action regarded as having an abstract inherence. Green is only a certain rapidity of vibration, hardness a degree of tenseness in cohering. In Chinese the adjective always retains a substratum of verbal meaning. We should try to render this in translation, not be content with some bloodless adjectival abstraction plus “is.”

Still more interesting are the Chinese “prepositions”—they are often postpositions. Prepositions are so important, so pivotal in European speech only because we have weakly yielded up the force of our intransitive verbs. We have to add small supernumerary words to bring back the original power. We still say “I see a horse,” but with the weak verb “look,” we have to add the directive particle “at” before we can restore the natural transitiveness.*

Prepositions represent a few simple ways in which incomplete verbs complete themselves. Pointing toward nouns as a limit, they bring force to bear upon them. That is to say, they are naturally verbs, of generalized or condensed use. In Aryan languages it is often difficult to trace the verbal origins of simple prepositions. Only in “off” do we see a fragment of the thought “to throw off.” In Chinese the preposition is frankly a verb, specially used in a generalized sense. These verbs are often used in their special verbal sense, and it greatly weakens an English translation if they are systematically rendered by colorless prepositions.

Thus in Chinese, by = to cause; to = to fall toward; in = to remain, to dwell; from = to follow; and so on.

Conjunctions are similarly derivative, they usually serve to mediate actions between verbs, and therefore they are necessarily themselves actions. Thus in Chinese, because = to use; and = to be included under one; another form of “and” = to be parallel; or = to partake; if = to let one do, to permit. The same is true of a host of other particles, no longer traceable in the Aryan tongues.

Pronouns appear a thorn in our evolution theory, since they have been taken as unanalyzable expressions of personality. In Chinese even they yield up their striking secrets of verbal metaphor. They are a constant source of weakness if colorlessly translated. Take, for example, the five forms of “I.” There is the sign of a “spear in the hand” = a very emphatic I; five and a mouth = a weak and defensive I, holding off a crowd by speaking; to conceal = a selfish and private I; self (the cocoon sign) and a mouth = an egoistic I, one who takes pleasure in his own speaking; the self presented is used only when one is speaking to one’s self.

I trust that this digression concerning parts of speech may have justified itself. It proves, first, the enormous interest of the Chinese language in throwing light upon our forgotten mental processes, and thus furnishes a new chapter in the philosophy of language. Secondly, it is indispensable for understanding the poetical raw material which the Chinese language affords. Poetry differs from prose in the concrete colors of its diction. It is not enough for it to furnish a meaning to philosophers. It must appeal to emotions with the charm of direct impression, flashing through regions where the intellect can only grope.* Poetry must render what is said, not what is merely meant. Abstract meaning gives little vividness, and fullness of imagination gives all. Chinese poetry demands that we abandon our narrow grammatical categories, that we follow the original text with a wealth of concrete verbs.

But this is only the beginning of the matter. So far we have exhibited the Chinese characters and the Chinese sentence chiefly as vivid shorthand pictures of actions and processes in nature. These embody true poetry as far as they go. Such actions are seen, but Chinese would be a poor language and Chinese poetry but a narrow art, could they not go on to represent also what is unseen. The best poetry deals not only with natural images but with lofty thoughts, spiritual suggestions and obscure relations. The greater part of natural truth is hidden in processes too minute for vision and in harmonies too large, in vibrations, cohesions and in affinities. The Chinese compass these also, and with great power and beauty.

You will ask, how could the Chinese have built up a great intellectual fabric from mere picture writing? To the ordinary western mind, which believes that thought is concerned with logical categories and which rather condemns the faculty of direct imagination, this feat seems quite impossible. Yet the Chinese language with its peculiar materials has passed over from the seen to the unseen by exactly the same process which all ancient races employed. This process is metaphor, the use of material images to suggest immaterial relations.*

The whole delicate substance of speech is built upon substrata of metaphor. Abstract terms, pressed by etymology, reveal their ancient roots still embedded in direct action. But the primitive metaphors do not spring from arbitrary subjective processes. They are possible only because they follow objective lines of relations in nature herself. Relations are more real and more important than the things which they relate. The forces which produce the branch-angles of an oak lay potent in the acorn. Similar lines of resistance, half curbing the out-pressing vitalities, govern the branching of rivers and of nations. Thus a nerve, a wire, a roadway, and a clearing-house are only varying channels which communication forces for itself. This is more than analogy, it is identity of structure. Nature furnishes her own clues. Had the world not been full of homologies, sympathies, and identities, thought would have been starved and language chained to the obvious. There would have been no bridge whereby to cross from the minor truth of the seen to the major truth of the unseen. Not more than a few hundred roots out of our large vocabularies could have dealt directly with physical processes. These we can fairly well identify in primitive Sanskrit. They are, almost without exception, vivid verbs. The wealth of European speech grew, following slowly the intricate maze of nature’s suggestions and affinities. Metaphor was piled upon metaphor in quasi-geological strata.

Metaphor, the revealer of nature, is the very substance of poetry. The known interprets the obscure, the universe is alive with myth. The beauty and freedom of the observed world furnish a model, and life is pregnant with art. It is a mistake to suppose, with some philosophers of aesthetics, that art and poetry aim to deal with the general and the abstract. This misconception has been foisted upon us by mediaeval logic. Art and poetry deal with the concrete of nature, not with rows of separate “particulars,” for such rows do not exist. Poetry is finer than prose because it gives us more concrete truth in the same compass of words. Metaphor, its chief device, is at once the substance of nature and of language. Poetry only does consciously† what the primitive races did unconsciously. The chief work of literary men in dealing with language, and of poets especially, lies in feeling back along the ancient lines of advance.‡ He must do this so that he may keep his words enriched by all their subtle undertones of meaning. The original metaphors stand as a kind of luminous background, giving color and vitality, forcing them closer to the concreteness of natural processes. Shakespeare everywhere teems with examples. For these reasons poetry was the earliest of the world arts; poetry, language and the care of myth grew up together.

I have alleged all this because it enables me to show clearly why I believe that the Chinese written language has not only absorbed the poetic substance of nature and built with it a second world of metaphor, but has, through its very pictorial visibility, been able to retain its original creative poetry with far more vigor and vividness than any phonetic tongue. Let us first see how near it is to the heart of nature in its metaphors. We can watch it passing from the seen to the unseen, as we saw it passing from verb to pronoun. It retains the primitive sap, it is not cut and dried like a walking-stick. We have been told that these people are cold, practical, mechanical, literal, and without a trace of imaginative genius. That is nonsense.

Our ancestors built the accumulations of metaphor into structures of language and into systems of thought. Languages today are thin and cold because we think less and less into them. We are forced, for the sake of quickness and sharpness, to file down each word to its narrowest edge of meaning. Nature would seem to have become less like a paradise and more and more like a factory. We are content to accept the vulgar misuse of the moment.

A late stage of decay is arrested and embalmed in the dictionary.

Only scholars and poets feel painfully back along the thread of our etymologies and piece together our diction, as best they may, from forgotten fragments. This anemia of modern speech is only too well encouraged by the feeble cohesive force of our phonetic symbols. There is little or nothing in a phonetic word to exhibit the embryonic stages of its growth. It does not bear its metaphor on its face. We forget that personality once meant, not the soul, but the soul’s mask. This is the sort of thing one can not possibly forget in using the Chinese symbols.

In this Chinese shows its advantage. Its etymology is constantly visible. It retains the creative impulse and process, visible and at work. After thousands of years the lines of metaphoric advance are still shown, and in many cases actually retained in the meaning. Thus a word, instead of growing gradually poorer and poorer as with us, becomes richer and still more rich from age to age, almost consciously luminous. Its uses in national philosophy and history, in biography and in poetry, throw about it a nimbus of meanings. These centre about the graphic symbol. The memory can hold them and use them. The very soil of Chinese life seems entangled in the roots of its speech. The manifold illustrations which crowd its annals of personal experience, the lines of tendency which converge upon a tragic climax, moral character as the very core of the principle—all these are flashed at once on the mind as reinforcing values with an accumulation of meaning which a phonetic language can hardly hope to attain. Their ideographs are like blood-stained battle-flags to an old campaigner. With us, the poet is the only one for whom the accumulated treasures of the race-words are real and active. Poetic language is always vibrant with fold on fold of overtones, and with natural affinities, but in Chinese the visibility of the metaphor tends to raise this quality to its intensest power.

I have mentioned the tyranny of mediaeval logic. According to this European logic thought is a kind of brickyard. It is baked into little hard units or concepts. These are piled in rows according to size and then labeled with words for future use. This use consists in picking out a few bricks, each by its convenient label, and sticking them together into a sort of wall called a sentence by the use either of white mortar for the positive copula “is,” or of black mortar for the negative copula “is not.” In this way we produce such admirable propositions as “A ring-tailed baboon is not a constitutional assembly.”

Let us consider a row of cherry trees. From each of these in turn we proceed to take an “abstract,” as the phrase is, a certain common lump of qualities which we may express together by the name cherry or cherry-ness. Next we place in a second table several such characteristic concepts : cherry, rose, sunset, iron-rust, flamingo. From these we abstract some further common quality, dilutation or mediocrity, and label it “red” or “redness.” It is evident that this process of abstraction may be carried on indefinitely and with all sorts of material. We may go on forever building pyramids of attenuated concept until we reach the apex “being.”

But we have done enough to illustrate the characteristic process. At the base of the pyramid lie things, but stunned, as it were. They can never know themselves for things until they pass up and down among the layers of the pyramids. The way of passing up and down the pyramid may be exemplified as follows: We take a concept of lower attenuation, such as “cherry”; we see that it is contained under one higher, such as “redness.” Then we are permitted to say in sentence form, “Cherryness is contained under redness,” or for short, “(the) cherry is red.” If, on the other hand, we do not find our chosen subject under a given predicate we use the black copula and say, for example, “(The) cherry is not liquid.”

From this point we might go on to the theory of the syllogism, but we refrain. It is enough to note that the practiced logician finds it convenient to store his mind with long lists of nouns and adjectives, for these are naturally the names of classes. Most text-books on language begin with such lists. The study of verbs is meager, for in such a system there is only one real working verb, to-wit, the quasi-verb “is.” All other verbs can be transformed into participles and gerunds. For example, “to run” practically becomes a case of “running.” Instead of thinking directly, “The man runs,” our logician makes two subjective equations, namely: The individual in question is contained under the class “man”; and the class “man” is contained under the class of “running things.”

The sheer loss and weakness of this method is apparent and flagrant. Even in its own sphere it can not think half of what it wants to think. It has no way of bringing together any two concepts which do not happen to stand one under the other and in the same pyramid.

It is impossible to represent change in this system or any kind of growth.

This is probably why the conception of evolution came so late in Europe.

It could not make way until it was prepared to destroy the inveterate logic of classification.

Far worse than this, such logic can not deal with any kind of interaction or with any multiplicity of function. According to it, the function of my muscles is as isolated from the function of my nerves, as from an earthquake in the moon. For it the poor neglected things at the bases of the pyramids are only so many particulars or pawns.

Science fought till she got at the things.

All her work has been done from the base of the pyramids, not from the apex. She has discovered how functions cohere in things. She expresses her results in grouped sentences which embody no nouns or adjectives but verbs of special character. The true formula for thought is: The cherry tree is all that it does. Its correlated verbs compose it. At bottom these verbs are transitive. Such verbs may be almost infinite in number.

In diction and in grammatical form science is utterly opposed to logic. Primitive men who created language agreed with science and not with logic. Logic has abused the language which they left to her mercy.

Poetry agrees with science and not with logic.

The moment we use the copula, the moment we express subjective inclusions, poetry evaporates. The more concretely and vividly we express the interactions of things the better the poetry. We need in poetry thousands of active words, each doing its utmost to show forth the motive and vital forces. We can not exhibit the wealth of nature by mere summation, by the piling of sentences. Poetic thought works by suggestion, crowding maximum meaning into the single phrase pregnant, charged, and luminous from within.

In Chinese character each word accumulated this sort of energy in itself.

Should we pass formally to the study of Chinese poetry, we should warn ourselves against logicianised pitfalls. We should beware of modern narrow utilitarian meanings ascribed to the words in commercial dictionaries. We should try to preserve the metaphoric overtones. We should beware of English grammar, its hard parts of speech, and its lazy satisfaction with nouns and adjectives. We should seek and at least bear in mind the verbal undertone of each noun. We should avoid “is” and bring in a wealth of neglected English verbs. Most of the existing translations violate all of these rules.

The development of the normal transitive sentence rests upon the fact that one action in nature promotes another; thus the agent and the object are secretly verbs. For example, our sentence, “Reading promotes writing,” would be expressed in Chinese by three full verbs. Such a form is the equivalent of three expanded clauses and can be drawn out into adjectival, participial, infinitive, relative or conditional members. One of many possible examples is, “If one reads it teaches him how to write.” Another is, “One who reads becomes one who writes.” But in the first condensed form a Chinese would write, “Read promote write.” The dominance of the verb and its power to obliterate all other parts of speech give us the model of terse fine style.

I have seldom seen our rhetoricians dwell on the fact that the great strength of our language lies in its splendid array of transitive verbs, drawn both from Anglo-Saxon and from Latin sources. These give us the most individual characterizations of force. Their power lies in their recognition of nature as a vast storehouse of forces. We do not say in English that things seem, or appear, or eventuate, or even that they are; but that they do. Will is the foundation of our speech.* We catch the Demiurge in the act. I had to discover for myself why Shakespeare’s English was so immeasurably superior to all others. I found that it was his persistent, natural, and magnificent use of hundreds of transitive verbs. Rarely will you find an “is” in his sentences. “Is” weakly lends itself to the uses of our rhythm, in the unaccented syllables; yet he sternly discards it. A study of Shakespeare’s verbs should underlie all exercises in style.

We find in poetical Chinese a wealth of transitive verbs, in some way greater even than in the English of Shakespeare. This springs from their power of combining several pictorial elements in a single character. We have in English no verb for what two things, say the sun and moon, both do together. Prefixes and affixes merely direct and qualify. In Chinese the verb can be more minutely qualified. We find a hundred variants clustering about a single idea. Thus “to sail a boat for purposes of pleasure” would be an entirely different verb from “to sail for purposes of commerce.” Dozens of Chinese verbs express various shades of grieving, yet in English translations they are usually reduced to one mediocrity. Many of them can be expressed only by periphrasis, but what right has the translator to neglect the overtones? There are subtle shadings. We should strain our resources in English.

It is true that the pictorial clue of many Chinese ideographs can not now be traced, and even Chinese lexicographers admit that combinations frequently contribute only a phonetic value. But I find it incredible that any such minute subdivision of the idea could have ever existed alone as abstract sound without the concrete character. It contradicts the law of evolution. Complex ideas arise only gradually as the power of holding them together arises. The paucity of Chinese sound could not so hold them. Neither is it conceivable that the whole list was made at once, as commercial codes of cipher are compiled. Therefore we must believe that the phonetic theory is in large part unsound. The metaphor once existed in many cases where we can not now trace it. Many of our own etymologies have been lost. It is futile to take the ignorance of the Han dynasty for omniscience.* It is not true, as Legge said, that the original picture characters could never have gone far in building up abstract thought. This is a vital mistake. We have seen that our own languages have all sprung from a few hundred vivid phonetic verbs by figurative derivation. A fabric more vast could have been built up in Chinese by metaphorical composition. No attenuated idea exists which it might not have reached more vividly and more permanently than we could have been expected to reach with phonetic roots. Such a pictorial method, whether the Chinese exemplified it or not, would be the ideal language of the world.

Still, is it not enough to show that Chinese poetry gets back near to the processes of nature by means of its vivid figure, its wealth of such figure? If we attempt to follow it in English we must use words highly charged, words whose vital suggestion shall interplay as nature interplays. Sentences must be like the mingling of the fringes of feathered banners, or as the colors of many flowers blended into the single sheen of a meadow.

The poet can never see too much or feel too much. His metaphors are only ways of getting rid of the dead white plaster of the copula. He resolves its indifference into a thousand tints of verb. His figures flood things with jets of various light, like the sudden up-blaze of fountains. The prehistoric poets who created language discovered the whole harmonious framework of nature, they sang out her processes in their hymns. And this diffused poetry which they created, Shakespeare has condensed into a more tangible substance. Thus in all poetry a word is like a sun, with its corona and chromosphere; words crowd upon words, and enwrap each other in their luminous envelopes until sentences become clear, continuous light-bands.

Now we are in condition to appreciate the full splendor of certain lines of Chinese verse. Poetry surpasses prose especially in that the poet selects for juxtaposition those words whose overtones blend into a delicate and lucid harmony. All arts follow the same law; refined harmony lies in the delicate balance of overtones. In music the whole possibility and theory of harmony are based on the overtones. In this sense poetry seems a more difficult art.

How shall we determine the metaphorical overtones of neighbouring words? We can avoid flagrant breaches like mixed metaphor. We can find the concord or harmonizing at its intensest, as in Romeo’s speech over the dead Juliet.

Here also the Chinese ideography has its advantage, in even a simple line; for example, “The sun rises in the east.”

The overtones vibrate against the eye. The wealth of composition in characters makes possible a choice of words in which a single dominant overtone colors every plane of meaning. That is perhaps the most conspicuous quality of Chinese poetry. Let us examine our line.
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The sun, the shining, on one side, on the other the sign of the east, which is the sun entangled in the branches of a tree. And in the middle sign, the verb “rise,” we have further homology; the sun is above the horizon, but beyond that the single upright line is like the growing trunk-line of the tree sign. This is but a beginning, but it points a way to the method, and to the method of intelligent reading.

TERMINAL NOTE. E.P., 1935. Whatever a few of us learned from Fenollosa twenty years ago, the whole Occident is still in crass ignorance of the Chinese art of verbal sonority. I now doubt if it was inferior to the Greek. Our poets being slovenly, ignorant of music, and earless, it is useless to blame professors for squalor.
  


Appendix

WITH SOME NOTES BY A VERY IGNORANT MAN

EZRA FOUND
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NOTE ON PLATE 1

The component “bright” in the second ideogram is resolvable into fire above a man (walking). The picture is abbreviated to the light and the moving legs. I should say it might have started as the sun god moving below the horizon, at any rate it is the upper part of the fire sign. This also applies in line 2, fifth ideogram, where the legs are clearer. The rain sign (developed in snow sign) might suggest the cloths of heaven, tent roof.

The large base of the last composite sign (Fragrant) Morrison considers as merely a buried sun.

Starting at top left, we have scholar over something like a corpse (a sign I find only in compounds: (?) a wounded corpse). This pair alone form “a vulgar form of sign,” or an abbreviation of the full sign for “voice, notes of music, sound, any noise,” also abbreviation for noise of a blow; to the right of it “weapons like spears or flails”; this compound = enemy; and our total, sun under tree under enemy.

PARAPHRASE
The moon’s snow falls on the plum tree;
Its boughs are full of bright stars.           
We can admire the bright turning disc;   
                              The garden high above there, casts its pearls to our weeds.

Loss in interaction being apparent on study of the ideograms, their interrelation, and the repetition or echo of components, not only those used but those suggested or avoided.

A poem of moonlight; the sun element is contained five times: once in three lines, and twice in the second.

You have not understood the poem until you have seen the tremendous antithesis from the first line to the last; from the first character, diagonal, to the last tremendous affirmative, sun under tree under enemies.

Ideograms Line I. No. 2; Line 2, No. 2; and Line 4, No. 5—almost every alternate sign—are such compendiums as should make clear to us the estimate courtiers put upon single characters written by the old Empress Dowager, after the age-old custom. Line 3, No. 2, Fenollosa had translated admire, then changed to love; I have taken back to admire, for the sake of Latin ad-miror and to absorb some of Morrison’s “implement used to reflect,” though I do not imagine this will reach many readers.

When you have comprehended the visual significance, you will not have finished. There is still the other dimension. We will remain bestially ignorant of Chinese poetry so long as we insist on reading and speaking their short words instead of taking time to sing them with observance of the sequence of vowels.

If Chinese “tone” is a forbidden district, an incomprehensible mystery, vowel leadings exist for anyone who can LISTEN.

If our universities had been worth half a peck of horse-dung, something would have been done during the last quarter of a century to carry on Fenollosa’s work. Millions have been spent in stultifying education. There is no reason, apart from usury and the hatred of letters, for keeping at least a few hundred poems and the Ta Hio out of bilingual edition, such as I am here giving for this quatrain. The infamy of the present monetary system does not stop with the malnutrition of the masses; it extends upward into every cranny of the intellectual life, even where cowards think themselves safest, and though men of low vitality feel sure boredom can never kill.

The state of Chinese studies in the Occident is revoltingly squalid, and one has to read Frobenius in his own language? Because English and American professors are moles.

Confucius’ statement, “A man’s character is apparent in every brushstroke”: the high value set by the Chinese on calligraphy is appreciable when you think that if the writer does not do his ideogram well, the suggestion of the picture does not carry. If he does not know the meaning of the elements, his ignorance leaks through every ink-mark.
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NOTE ON PLATE 2

COLUMN 1

1. A boat (? scow), probably people riding in the boat.


2. Water by boat = ripple.


3. Boat +, I should think, actual picture of the rudder. Morrison gives this second element as development of field sign, something just adjacent to, or coming out of, field. (The field supposed to represent grain in orderly rows.) With primitive sign, the shoot coming from field would contain idea of causation. The element means “by,” “from”; the whole sign = rudder.


4. Speech + grass growing with difficulty (i.e. twisted root and obstacle above it) = appearance of speaking in a confused manner.


5. To follow, over branching horns (together meaning to fight like two bulls), above this a mountain = peak of a hill going perpendicular toward heaven and ending in a point.


6. Morrison gives an ideogram with the mountain sign a little lower, and says it is same as the preceding, but possibly misses the point. F. gives this ideogram with the mountain in odd position as = a peak that clashes with heaven.


COLUMN 2

1. Man + fire = messmate.


2. Water + revolve within a circle = eddy.


3. Hand + fire = fire that can be taken in the hand = cinder, ashes.


4. Sun above line of horizon = dawn.


5. Earth (sign not very well drawn—left lower stroke should be at bottom) + the foregoing = level plain, wide horizon.


6. One who binds three planes: heaven, earth and man = ruler, to rule.


COLUMN 3

1. A lump of matter under a cliff (in primitive sign the lump was further removed) = a detached stone.


2. Rice-field over struggle = MALE.


3. Ten over mouth = old, what has come down through ten generations, ten mouths of tradition.


4. Man + dog (dot beside man) = dog lying at man’s feet or crawling to man’s feet; hence, to lie down.


5. Sun rising, showing through tree’s branches = the east.


6. Spring season, hilarity, wantonness. Looks like sun under man and tree, but the early forms all show sun under growing branches, profuse branches and grass.
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NOTE ON PLATE 3

SECTION 1

Compare these last inventions to the twenty-two pages double column of Morrison devoted to HORSE.

Self-effacement, to put away evil, earth over self (crooked elbow (?)).

Water + the foregoing, water level, universal usage, law (Buddhist term).

Self-effacement over sacrificial dish = many persons uniting eagerly together = to unite.

Idem, whom closed door includes = family.

SECTION 2

Man and word, man standing by his word, man of his word, truth, sincere, unwavering.

The word sign is radical supposedly from combination of tongue and above: ? mouth with tongue coming out it.
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NOTE ON PLATE 4

COLUMN 1

Self, crooked. Ancient form is loop-like, but the form now used suggests bent elbow, mighty biceps idea familiar in Armstrong and Strongi’th’arm insignia. The use of this sign for emphasis is certainly not discordant with this suggestion, which can at any rate serve as mnemonic.


Mouth with “two words and flame emerging” (acc. F.) = to speak, words.

Branch, radical.

COLUMN 2

Flame in midst of lamp, extended to mean lord, master, to govern.

(?) Morrison’s form slightly different, plant growing but not detached from earth; the radical is now bud.

Plant with twisted root = to grow with difficulty; note also obstacle top left.

COLUMN 3

Table, bench or stool with dot under it = every, common, vulgar. I suppose “any old thing,” what one throws under table.

To be divided.

To begin, to appear as one. The significance of these two rudimentary signs as given by F. is extremely important.

The student who hurries over the simple radicals or fundamentals will lose a great deal of time; he will also find much greater difficulty in remembering the combinations of such fundamentals which serve as radicals in the dictionary.
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NOTE ON PLATE 5

TOP LINE

1. VIRTUE or virtu, to pace (two men or man in two places; or seen near and at little distance) + heart under sacrificial dish under ten.


2. MAN (radical).


3. NOT POSSESSING. Morrison says: “Etymology not clear. It is certainly fire under what looks like a fence, but primitive sign does not look like fire but like bird. At wild guess I should say primitive sign looks like “birdie has flown” (off with the branch). F. gives it as “lost in a forest.”


4. This sign is clearly a FIELD over SILK THREAD (though I can not find it in Morrison), indicating that the whole source of the man’s existence is balanced on next to nothingness.


M. gives silk beside field = petty, trifling, attenuated, subtle.


SECOND LINE

1. GREAT (man with ample arms).


2. GOLD + equally blended. (The gold sign = also metal, thence the metal). (M. gives Keun, similar but not identical sign, weight of 90 catties. His dots are a little different.)


3. A measure + divide (radical 165, claws) over field.


4. A measure + banner (rally banner).


I have not found the last three characters in Morrison, but one can make sense from the radicals contained in them thus:

Virtue, man not possessing = a man without virtue; all his basis (his source of being and action) is balanced on a weak silk thread; the entire man has the even blending of metals (at his command) and knoweth measure in dividing and in bringing together. Knows how and when to divide a field with justice, and when (and in what degree) to unite (to rally men, concentrate them for action).

At any rate I offer this as spelling exercise, subject to more learned correction.

TITLE-PAGE

The character from the Confucian incitement to never-ending revolution, used for this whole series of pamphlets, is composed of hatchet, to erect, and wood. It is to cut down wood, to renew, renovate, improve the state of; it applies to the daily increase of plants. There is the growing tree at the base (left), the orderly arrangement above it, and the axe for cutting away encumbrance.

{I.e., xin or “new”: [image: Image]}
  


The Chinese Written Language as a Medium for Poetry

ERNEST FENOLLOSA
 

(final draft, ca. 1906, with Pound’s notes, 1914-16)
 

This Twentieth Century not only turns a new page in the Book of the World, but opens another and a startling Chapter. Vistas of strange futures unfold for man, of world-embracing cultures half-weaned from Europe, of hitherto undreamed responsibilities for nations and races.

[Especially for Great Britain and for the United States it sounds a note of hope, and, at the same time, a note of warning. They alone, of modern peoples still bear aloft the torch of freedom, advance the banner of individual culture. They alone, perhaps, possess the tolerance and the sympathy required to understand the East, and to lift her into honorable sisterhood. The peoples of Continental Europe fear the possibilities of selfhood in the East; therefore they aim to crush her, before her best powers shall have time to ripen.

Strange as it may seem, the future of Anglo Saxon supremacy in the world is probably bound up with the future of that East. If the better elements in her be crushed, and the worse be chained in slavery to some Western form of Despotism, Time may come to blow out our torch. For beyond a sentimental sympathy, our loyalty to our own ideals should urge us to champion the cause of China’s independence, to nourish and expand the germs of her own best thought and aim, and finally to help her merge them into the heritage of our own freedom.]

(This Chinese problem, alone, is so vast that [it dominates the world, and forces on that supreme historical crisis which has been waiting for centuries.] No nation can afford to ignore it; we in America least of all. We must face it across the Pacific, and master it—or it will master us. And the only way to master it is to strive with patient sympathy to understand the best, the most hopeful, and the most human elements in it.)

It is unfortunate that England and America have ignored or mistaken, so long, the deeper problems of Oriental culture. We have misconceived the Chinese for a materialistic people, for a debased and worn-out race. We have belittled the Japanese as a nation of copyists. We have stupidly assumed that Chinese history affords no glimpse of change, no social evolution, no salient epoch of moral and spiritual crisis. We have denied the essential humanity of these peoples; and we have toyed with their ideals as if they were no better than comic songs in an “opéra bouffe.”

The most pressing duty that faces us today is not to batter down their forts or to exploit their markets, but to study, and to come to sympathize with their [very real] humanity and their generous aspirations. Their type of [culture] cultivation has been [a] high [one]. Their [rich] harvest of recorded experiences doubles ours
[stock of spiritual data]. The Chinese have been idealists, and experimenters in the making of great principles; their history opens [on] a world of lofty aim and achievement parallel to that of the Ancient Mediterranean peoples. We, even we, need their best ideals, to supplement our own;—ideals enshrined in their Art, in their Literature, and in the tragedies of their lives.

The vitality and practical value of Oriental Art, as a key to the Eastern soul, and as a spur to ourselves, we have already seen. It may be worth while, now, to try to supplement that view, in however imperfect a way, with an after-glimpse [of] at the most artistic and spiritual portion of their Literature, namely, their Poetry.

[In this attempt] I feel that I [owe to my hearers every apology in]
should perhaps apologize by presuming to follow that series of able brilliant scholars,— Davis, Legge, St. Denys, Giles,—who have treated this subject of Chinese Poetry with a wealth of erudition to which I can proffer no claim. [In spite of the title of this lecture,] it is not as a professional linguist, nor as a Sinologue, that I humbly put forward what I have to say, but as an enthusiastic student of Beauty in oriental culture. Having spent a large portion of my years in close relation with orientals, I could not but breathe in something of the Poetry incarnated in their lives.

[It is a satisfaction to know that American Education appreciates its present opportunity of inaugurating Chinese studies. The University of California has well taken the lead, appropriately on the Pacific Coast, in the rich courses which it offers upon the Chinese Language.1
[And now,] Columbia [follows]
has followed with a special endowment which will doubtless prove furnish a model for other such foundations in the near future.2 And it is an added satisfaction to know that the responsibilities of these new chairs are as broadly conceived in the vaguer field of general culture, as in the narrower direction of Linguistic research. [After all,] language is not an end, but a means; and in such courses as those of Professor Woodberry at Columbia, in Comparative Literature, we see how possible it is to avoid letting the dry routine of the difficult mastery of words crush out the very spirit of the Poetry which they should embody.3 With me, then, the subject is Poetry, and not Language, and yet it must be in the soil of language itself that one must carefully uncover the delicate roots of Poetry.]

[Really,] I have been most moved to my temerity by personal considerations. [For some reason or other] an unfortunate belief has spread [widely] in England and America that both Chinese and Japanese Poetry are hardly more than an amusement, trivial [and] childish, and not to be reckoned among the world’s serious literary achievements. I have heard well-known sinologues state that, except
save for the purposes of professional linguistic scholarship, these branches of Poetry were are fields too barren to repay the toil necessary for their cultivation. [Now] my own [impression, though founded I must admit in a far less intimate acquaintance, has been so radically and dramatically opposed to such a conclusion, that a mere sheer enthusiasm of generosity has driven me to wish to share with others in the Western world those this great draughts joy and pure aesthetic satisfaction which I have drawn from these lately discovered Pierian [springs]]. Either, [then], I am pleasingly self-deceived in this my positive delight which I take; or there must be [something] lacking of aesthetic sympathy and of poetic feeling in the accepted methods of presentation. Now and I know of no way to decide this question than of submitting to others the grounds of my own joy; and of seeing if it be communicable.

[foot note.

This is either sheer irony or we have already forgotten the pre unfathomable darkness prevailing in a.d. 1909. Everyone now knows that Everyone who is not either a baboon or a Fabian now knows that Chinese is among the greatest of world-literatures.]

[After all,] failure or success in presenting any alien Poetry in [an] English [dress,] must largely depend upon poetic workmanship in the chosen mediums. It was perhaps too much to expect that the aged scholars who had spent their youth in gladiatorial combats with the refractory Chinese characters should [step into the arena olive-garlanded also as competent poets. Greek verse, even, might have fared equally ill, had its purveyors been perforce content with provincial standards of English rhyming. [For instance, this metrical translation of an ancient Chinese ode by Legge, though it may possess the linguistic merit of literalness, all but fails to furnish a hint of the poetical feeling which belongs to warms the original.

[image: Image]

FIGURE 1 “Sheer irony” (YCAL MSS 43, 101/4248, pp. 6 a/b). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library.

“How strong the magpies, battling fierce,

Each one to keep his mate!


How bold the quails together rush

Upon the same debate!


This woman, with no trait that’s good,

Is stained by vicious crime,


Yet her I hail as marchioness; —

Alas! Woe worth the time!”4


The picture of magpies and quails is not unpleasant; but the word “debate,” used for the sake of the rhyme, greatly jars. Who can doubt that if Legge had been poet enough to avoid the extremely commonplace words diction and awkward quantities of his last four lines, he could have rendered far more of the flavor of the
original Chinese poet?]
[After all, the] Sinologues [ought to]
should remember that the purpose of poetical translation, [the very matter of it]
is
the
poetry itself, [and] not [that]
the verbal definitions [of from
[the] in Dictionar[y]ies.

One modest merit I may, perhaps, claim for my work [, that]: it represents for the first time a Japanese school of study in Chinese culture. Hitherto Europeans
[workers in this field] have been somewhat at the mercy of contemporary Chinese scholarship. [As I insisted last Winter in my Lecture at Columbia, entitled “Japan the Key to the Chinese Mind,”5 it is true that while] China, several centuries ago, lost much of her creative self, and of her insight into the causes of her own life, her original spirit, transplanted to Japan, in all its freshness, still lives, [and grows, and interprets, in the hearts of a progressive people. Thus] the Japanese today represent a stage of Chinese culture that corresponds in some degree to that of the Sung Dynasty. I have been fortunate in studying for many years, as a private pupil, under Professor Kainan Mori, who is probably the greatest living authority on Chinese Poetry,.6
He has recently been called to a chair in the Imperial University of Tokio.

My subject
[The subject of my course of Lectures]
is Poetry
[and]
not Language; and] yet [it is in the soil]
are in of [a] language that one has carefully to uncover the delicate roots of poetry. [Especially] in a language so alien in form to ours, as is [that of the] Chinese written character, it is necessary to inquire how those universal elements of form which constitute Poetics can [draw from it]
derive appropriate nutriment.

slide of Chinese sentence alone.
[image: Image]7


In what sense can verse, written in terms of visible hieroglyphics, be reckoned true Poetry? It might seem, [at first sight], that Poetry, which like Music is a Time Art, weaving its unities and harmonies out of successive impressions of sound, could with difficulty assimilate a verbal medium consisting largely of semi-pictorial appeals to the eye.

For example, contrast [this typical English line, from Gray,] with this Chinese line written in the native medium. Unless the sound of the latter be given, what have they in common? It is not enough to adduce that each contains a certain body of prosaic meaning; for the question is, how can the Chinese line imply, as form, the very element that distinguishes Poetry from Prose?

Grey’s line The curfew tolls the knell of passing day
[image: Image]


On second glance, [however,] it is seen that the Chinese words, though visible, occur in just as necessary an order as the phonetic symbols of Gray. All that Poetic Form requires is a regular and flexible sequence, as plastic as Thought itself. The characters may be seen and read, silently by the eye, one after the other;—

“Moon rays like pure Snow.”8

[image: Image]
 

Perhaps we do not always sufficiently consider that thought is successive, not through some accident or weakness of our subjective operations, but because the operations of nature are successive. The transferences of force from agent to agent, which constitute natural phenomena, occupy time. Therefore, a reproduction of them in imagination requires the same temporal order.

Suppose that we look out of a window, and watch a man. Suddenly he turns his head, and actively gives his attention upon something. We look ourselves, and see that his vision has been focused upon a horse. We first saw the man before he acted; second, while he acted, third, we saw the object towards which his action was directed. In speech, we split up the rapid continuity of this action, and of its picture, into its three essential parts or joints, in the right order, and say

photograph of a man looking at a horse

“man sees horse.”

[image: Image]
 

It is clear that these three joints, or words, are only three phonetic symbols, that stand for the three terms of a natural process. But quite as easily we might denote these stages of our thought by equally arbitrary symbols that had no basis in sound; —as, for example, by these three visible forms, [image: Image].

If [everyone]
we all knew what division of this mental horse-picture each of these signs stood for, [he]
we could communicate [his] continuous thoughts to one another as easily by drawing [them]
such pict., as by speaking words. [Indeed], we habitually employ a visible language of gesture, in much this way.

But [the] Chinese notation is something very much more than [any of these] arbitrary symbols. It is based upon a vivid short-hand picture of the operations of nature. In [the]
the algebraic figure, and in the spoken word, there is no natural connection between thing and sign; all depends upon sheer convention. But the Chinese method [proceeds upon] natural suggestion. First, there stands the man upon his two legs. Second, his eye moves through space, —a bold figure— represented by moving legs drawn under the modified picture of an eye. Third, at the end of the eye’s journey, stands the horse upon his four legs.

The thought-picture, [therefore], is not only as well called up by these signs as by words, but far more vividly and concretely. Legs belong to all these characters: they are alive. The group holds something of the quality of a continuous moving picture.9

Photo. of European Art in motion, Laocoön


The untruth of a painting or a photograph [lies in this,]
is the fact that, in spite of its concreteness and vividness, it drops the element of natural succession. One superiority of verbal Poetry, as an art, rests in its getting back to the fundamental reality of Time. [Now] Chinese Poetry has the unique advantage of combining both [these] elements. To speak, at once with the vividness of Painting, and with the mobility of sounds. [Thus, in some sense,] it is more objective than either, [that is,] more dramatic. In reading Chinese we do not seem to be juggling with mental counters, but to be watching things work out their own fate.

Merely quote in English
“I sprang to the saddle, and Joris, and he.
                to
And into the midnight we galloped abreast.”10


[image: Image]
 

[Let us now], leaving for a moment the form of the sentence, look more closely at this quality of vividness in the structure of detached Chinese words. [It is, of course, a commonplace truth that] the earlier forms of these characters were pictorial; and their whose firm hold upon the imagination is little shaken even in the [ir] later, conventional modifications. But it is perhaps not so generally known, [perhaps], that a large number of the[se] ideographic roots, [so to speak], carry [on their face]
in them a verbal idea of action. It might be thought that a picture is naturally a picture of a thing, and that, therefore, the root ideas of Chinese are what Grammar calls nouns. But a [deeper view will see]
examination shows that a large number of primitive Chinese characters, even of the so-called radicals, are [really] short-hand pictures of actions or processes.12 Take, for example, the following:—

[image: Image]

[image: Image]

FIGURE 2 “Short-hand pictures of actions, or processes,” from Fenollosa’s final draft (YCAL MSS 43, 101/4248, p. 13 a). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library.

But this concrete verb quality, [so to speak], both in Nature and in the Chinese signs, becomes far more striking and poetic, when we pass from such simple, original pictures to compounds. Two things added together do not produce a third thing, but suggest some fundamental relation between them. [After all], a true noun, an isolated thing [in Nature] does not exist in Nature. Things are only the terminal points, or rather, the meeting points of action, cross-sections, so to speak, cut through actions, [photographic] snapshots [taken of them]. Neither, on the other hand, can a pure verb, an abstract motion, be possible in nature. The eye sees noun and verb as one;—things in motion, motion in things:—and so the Chinese conception tends to represent them.

[Examine this second list, of compound words, and see if each is not, in some sense,]
Observe for example the condensed Poetry. in such signs as:

[image: Image]

FIGURE 3 “Short-hand pictures,” continued (YCAL MSS 43, 101/4248, p. 13 b). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library.
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[Let us now return to the form of the sentence, and see what power it adds [of power] to the verbal units from which it builds]

I wonder how many people have ever asked themselves why the sentence form exists at all, why it seems so universally necessary in all languages. Why must all possess it, and what is the normal type of it? If it be so universal, it ought to correspond to some primary Law in Nature.

I fancy the professional grammarians have given but a lame response to this query. Their definitions fall into two types:—one, that a sentence expresses a complete thought; the other, that, in it, we bring about a union of subject and predicate.

The former has this advantage, of
[that it evidently tries] trying for some natural, objective standard, since a thought evidently cannot be the test of its own completeness. But in nature there is no completeness. On the one hand, practical completeness may be expressed by a mere interjection, as, “Hi, there!” “Scat!”; or even by shaking ones fist. No sentence is needed to make ones meaning more clear. on the other hand, no full sentence really completes a thought. The man who sees, and the horse which is seen, will not stand still. The man was planning [for] a ride before he looked, and the horse kicked [up] when the man tried to catch him. The truth is that acts are successive, even continuous; one causes, or passes into another. And though we may string never so many clauses into a simple compound sentence, motion leaks everywhere, like electricity from an exposed wire. All processes in nature are interrelated; and thus there could be no complete sentence but one which it would require all time to pronounce.

In the second definition of the sentence as “uniting a subject and a predicate,” the grammarian falls back upon pure subjectivity. We do it all; it is a little private juggling between our right and left hands. The subject is that about which I am going to talk; the predicate is that which I am going to say about it. It My sentence is an accident of man as a conversational animal, not an attribute of nature.

If this were so, there could be no possible test of the truth of a sentence. Falsehood would be as specious as verity. Speech would carry no conviction.

[Indeed]
Often, this view of the grammarians springs from the discredited, or, rather, the useless Logic of the Middle Ages. According to [that]
which, thought deals with abstractions, concepts drawn out of things by a sifting process. [But] it never oc-[curred to] these clever Logicians [to] inquire how these qualities which they pulled out of things ever got into things. The truth of all their little chequer-board juggling depended upon the natural order [in]
by which these powers were folded up in the concrete Thing [,]. [yet this thing they despised]
they despised this
thing as a mere “particular” or pawn. It was as if Botany should reason from the leaf patterns woven into our table-cloths. [Surely all] valid scientific thought consists in following, as closely as may be, the actual and entangled lines of forces as they pulse through things. Thought deals with no bloodless concept, but watches things move under its microscope.

[image: Image]16

Surely The sentence form was forced upon primitive man by Nature itself. It was not we who made it; it was a reflection of the temporal order in causation. All truth has to be expressed in sentences, because all truth is the transference of power. The type of sentence in nature is a flash of lightning. It passes between two terms, a cloud and the earth. No unit of natural process can be less than this. All natural processes whatever, are, in their units, as much as this. light, heat, gravity, chemicalaffinity, human will, have this in common, that they redistribute force; and their unit of process can be represented by the following diagram;—

[image: Image]

[image: Image]

If [now] we regard this transference as the conscious or unconscious act of an agent, we can translate the three terms of the diagram above into the following;—in which the act is the very substance of the fact denoted, [and of which] the agent and the object are only limiting terms.

[image: Image]

[Now] it seems to me that the normal typical sentence, in English, as well as in Chinese, [just] expresses just this unit of natural process. It consists of three necessary words;—the first denoting the agent, or subject, from which the act starts; the second embodying the very stroke of the act; the third pointing to an object, the receiver of the impact.

For example

Farmerpounds
rice


[It thus appears that] the form of the Chinese transitive sentence, and of the English ([barring]
omitting the particles a, the, etc), exactly corresponds to the universal form of action in nature. This brings language [very] close to things; and in its strong reliance upon verbs erects all speech into a kind of dramatic Poetry.

[image: Image]

One objection that may be used against this view of the sentence is that, in [other]
certain inflected languages, of [which we may take] such German, Latin, and Japanese as types, the transitive verb may occur in either of the two positions, and most frequently in the last. But this is because such languages possess case endings, or particles which, of themselves distinguish the agent and object [words]; whereas in uninflected languages, like English and Chinese, there is nothing but the order of the words to distinguish their functions. And [evidently]
This order would be no sufficient indication, were it not a natural order, that is, the order of cause and effect.

[image: Image]

FIGURE 4 “Agent—act—object” diagram (YCAL MSS 43, 101/4248, p. 18 b). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library.

[A stronger objection might be based upon the existence]
it is true that there are in language, [of intransitive [forms], the passive [voice]
form, [of sentences based on built out of the verb to be, and, finally, [of negative assertions. [All these have seemed] to grammarians and Logicians these have seemed more primitive than the transitive forms, or, at least, [as] exceptions to the transitive.

I had long suspected that these apparently exceptional forms, [however], had grown out of the transitive, or worn away from them by attrition or by modification. And this view was at length confirmed by the example of Chinese, in which it is still possible to watch the transformation going on.

[image: Image]

The intransitive form [manifestly] derives from the transitive by dropping a generalized, customary, reflexive or cognate object. Examples are “He runs (a race),” “the sky reddens (itself),” “we breathe (air).” Thus we get weak and incomplete sentence forms, which suspend the picture, and lead us to think of some verbs as denoting “states” rather than “acts.” Outside of grammar, the word “state” would now hardly be regarded as scientific. Who can doubt that when we say “the wall shines” we mean that it actively reflects light to our eye? [Now] the beauty of Chinese verbs is that they are all transitive or intransitive at pleasure. There is no such thing as a naturally intransitive verb.

The passive form is evidently a correlative sentence, which turns about and makes the object into a subject. That the original is not in itself passive, but contributes some positive force of its own to the action is in harmony both with scientific law and with ordinary experience action & reaction are equal. The English form of the passive voice, with “is,” seemed at first an obstacle; and but one suspected that the true form of the passive voice was a generalized transitive verb meaning something like “to receive,” which had degenerated into an auxiliary. It was a delight to find this the case in Chinese.

[image: Image]

In nature there are no negations; no possible transfers of negative force; [and thus] the presence of negative sentences in [our] language [s] would seem to corroborate the Logician’s view that assertion is an arbitrary subjective act. We can assert a negation, though nature cannot. But here again [the Example] Science comes to our aid. All apparently negative or disruptive movements bring into play other positive forces. It requires [intense] strenuousness to annihilate. Therefore we should suspect that if we could follow back the history of all particles of negation, we should find them [turn into] transitive verbs. [In the Aryan languages it is too late to demonstrate such a derivation;] the clue has been lost. But in Chinese we can still watch positive verbal conceptions passing over into so-called negatives.

Lastly comes what we call the infinitive form, which substitutes for a specific colored verb, the universal copula, “is,” followed by a noun or by an adjective. Thus we do not usually say “the tree greens itself,” but “the tree is green”; not that “the monkey brings forth and nurses live young,” but that “the monkey is a mammal.” This is an ultimate weakness of language, which has come from generalizing into one all intransitive verbs. [Just] as “live,” “see,” “walk,” “breathe,” are generalized from actions into “states” by dropping their objects, so these weak verbs are in turn reduced by a further generalization to the abstract state of all [states], namely bare existence.

Examples of Chinese negative sentences.
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other negatives
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[But finally I shall like to assert that] in reality, there is no such verb as the pure copula, no such original conception. [The verb]
our very word “exist,” means to “stand forth,” to show oneself by a definite act. [So] “is” comes from the Aryan root As, to breathe and be is from bhu to grow.

[Now] in Chinese [it came with a thrill to find that] the chief verb for “is,” not only means actively “to have,” but shows by its derivation that it expresses something [far]
ever more concrete [still], namely “to snatch the moon with the hand.” Here the baldest symbol of prosaic analysis is transformed by magic into a splendid flash of concrete poetry.19

Examples of a Chinese Sentence with “is.”


[image: Image]

The being a little slower or a little faster holds fate in its hand.


  i.e. identifies itself with the very essence of fate


I shall not have [vainly entered]
entered vainly into this long analysis of the sentence, if I have succeeded in showing how poetical is the Chinese [form really] & how close to nature it is. Especially in translating Chinese verse [must we] we must hold as closely as may be to the concrete force of the original, in eschewing adjectives, nouns and intransitive forms, whenever it is possible to substitute in English a strong, individual verb. I offer the following as pertinent examples.

Further examples of substituting a strong tr. for a weak.


[image: Image]

ord. (I) ask (you) to let me answer according to his idea


  (I) ask that my answering may make use of his thinking freely—Let me conjecture what he wants to say.


Example of word for word translation.


[image: Image]

Lastly we notice that the likeness of form between Chinese and English sentences render translation from one to the other exceptionally easy. The genius of the two is much the same. Frequently it is possible, by omitting English particles, to make a literal word-for-word translation, that shall not only be intelligible in English, but even be the strongest and most poetical English. (Here, however, one must follow closely what is said, not merely what is abstractly meant.)

Let us now go back [again, for a moment], from the Chinese sentence to the individual written word. How are such words to be classified? Are some of them nouns by nature, some verbs, and some adjectives? Are there pronouns in Chinese, prepositions and conjunctions, as in good Christian languages?

photograph of a landscape with motion in it.


[Now], one is led to suspect, from an analysis of the Aryan languages, that such differences are not natural, but have been unfortunately invented by grammarians to confuse the simple, poetic outlook upon nature. All nations have written their strongest & most vivid literature, before [they had]
the invent [ed]
ion of grammar. Moreover, all Aryan etymology points back to roots which are the equivalent of simple Sanskrit verbs, such as we find tabulated in the back of our Skeat.20 But—most cogent of all—Nature herself has no grammar! Fancy picking up a man, and telling him that he is a noun, a dead thing rather than a bundle of functions! A part of speech is only what it does. Frequently we have to admit that one acts for another. Our lines of cleavage [often] fail. (They act for another, because they originally were one and the same.) Few of us realize that in our languages these very diffrences once grew up in living articulation, and are still so growing [up], in [a] free, & healthy minds. It is only when the difficulty of placing some odd term arises, or we are forced to translate into a very different language, that we realize for a moment the inner heat of thought which melts down parts of speech and recasts them at will.

note.
earliest vbs. act both ways
         raze & raise


note. Elizabethan freedom


[Now] one of the most interesting facts about the Chinese language is that in it we can see, not only the forms of sentences, but literally the parts of speech, growing up, budding forth one out of the other. Like nature, the Chinese words are alive and plastic, because thing and action are not formally separated. The Chinese language naturally knows no grammar; and it is only recently that foreigners, Europeans and Japanese, have begun to torture this vital speech, by forcing it to fit [the Procrustean]
the bed of our definitions.21
[Thus] we import into our rendering of Chinese, all the weakness of our own formalisms. This is specially sad in Poetry; because the one condition, even of our own Poetry, is to keep our words as full and flexible as possible, [juicy as nature herself, as full of the sap of nature.

vid. o vid. ang-saxon.
         idiocy of latinized Eng.,
                    lat. hungarian


Let us go further [with an example]
with our example. In English we call “to shine” a verb in the infinitive, because it gives the abstract meaning of the verb without conditions. If [now], we want a corresponding adjective, we must take a different word, say “bright.” And if we need a noun, we must use still another, such as “luminosity,” which is abstract, since derived from an adjective. To get a totally concrete noun we have [got] to leave behind the verb and adjective roots, and light upon things arbitrarily cut off from its power of action, say “the sun” or “the moon.” Of course, there is no such thing, so cut off, in nature, and therefore it, too, is an abstraction. But suppose that we did have a common word, which underlay at once the verb “to shine,” the adjective “bright,” and the noun “sun.” This we should perhaps wish to call an infinitive behind the infinitive; and, according to our ideas, it ought to be something extremely abstract, too intangible for use, [something] like the “Categories” of Hegelian Philosophy.

[image: Image]

Now But the fact is that almost every written character in Chinese is properly such an underlying word, and yet it is not abstract. It is not exclusive of parts of speech, but comprehensive; not something which is neither a verb, adjective, or noun, but something which is all of these at once, [and at all times]. Usage may incline the full meaning now a little more to one side, and now to that, according to the point of view; but through all cases the poet is free to deal with it richly and concretely, [just as nature does].

[image: Image] adv. up. prep. above. adj. upper. verb to rise. noun. the top.

In the derivation of nouns from verbs, the Chinese language is forestalled by the Aryan. Almost all the Sanskrit roots which seem to underlie European languages, are primitive verbs, which express the characteristic actions of visible nature. The verb must be the primary fact of nature, such motion and change are all that we can recognize in her. In the primitive transitive sentence, the agent and the object are nouns only in so far as they limit a unit of action. The farmer and the rice are mere hard terms which define the extremes of the pounding.

[image: Image]

But in themselves, apart from this sentence-function, they are naturally verbs. The farmer is one who tills the ground, and the rice is a plant which grows in a special way. This is [seen]
indicated in the [two] Chinese characters. And this, probably in all languages, Chinese included, exemplifies the ordinary derivation of nouns from verbs. [The formula for a noun is being “one which-,” followed by a verb]

The noun is originally “That which does something.” That which performs the verbal is action


Thus moon comes from the root √Ma, and means the measurer. [So] Sun means that which begets.

“He is the coming man.”


[image: Image]

The derivation of adjectives from verbs need hardly be exemplified. Even with us today, we can witness particles [and gerunds] passing over into adjectives. But in some languages, [such as]
as for example in Japanese, the adjective is frankly part of the inflection of [a]
the verb, a special mood [of it;] —so that every verb is also an adjective. This brings us [very] close to nature, because everywhere [a] the quality is only a power of action regarded as having an abstract inherence;— [as, for instance,] green is only a certain rapidity of vibration, hardness only a degree of tension in cohering. [So] in Chinese, the adjective always retains a substratum of verbal meaning; [and it often sadly weakens our translation to employ, for equivalent, one of our bloodless adjectives with “is”]
is often sadly weakened if we employ our bloodless adjectives coupled with some ‘is.’

[image: Image] pure. from sun + blue—i.e. a state of the sky from which the sun has cleared away storm clouds


[But far more interestingly appeals to us the subject of the Chinese so-called prepositions, which are often really postpositions.]
But the Chinese so-called prepositions are still more interesting. Why are the prepositions [such an] so important [, such a]
and so pivotal [(in character) words in our]
in European speech only? Because we have weakly yielded up the force of our intransitive verbs [,]. [and] we have to add [these little]
supernumerary words [of completion] to [get] bring back the original power. We still can say “I see a horse,” but with the weak verb “look” we have to add the directive particle “at” before we can restore [its] the natural transitiveness.

not quite fair. look a fool. look has taken  look for = search for = a special comparative  search function


Prepositions, [then,] represent a few simple and [characteristic ways] in which incomplete verbs complete themselves. Pointi ng toward nouns as a limit, they bring force to bear upon them. Thus prepositions are naturally verbs, of generalized or condensed use. In Aryan languages, [however,] it is often difficult to base the verbal origin of [our] simpler prepositions. Only in “of” do we see a fragment of the thought, “to throw off.” from allied to fare—far to go. [Not so] in Chinese. There the preposition is frankly a verb, specially used in a generalized sense, a verb often employed too in its specifically verbal sense. And it greatly weakens an English translation to render [it]
such a word by one of our bald prepositions only. [We must do what we can to preserve the deep verbal color, so conspicuous in the original. [Prominent]
for example, [we give, as follows,]
in chinese]

[image: Image]
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a bird among the clouds
a cloud—surrounding bird


Conjunctions [in Chinese] similarly [exemplify] derivation [from verbs]. They [generally]
usually serve to mediate the action between two verbs, and therefore are necessarily themselves actions. [Their evolution, which it is too late for us to follow in Aryan languages, is revealed in the Chinese. (Though in English and is allied to Gr. anti, to set over against).]

[image: Image]

[The same is true of a host of other particles, which, in Western languages we require for auxiliaries, as for the prefixes of inflection. It may help us here to speak briefly of those true verbs which are used to give tense to other verbs.]

[Lastly we come to the subject of] pronouns, apparently a thorn in the side of our evolution theory. Since they have been taken as unanalyzable expressions of personality. [But in the] Chinese [language, at least,] even they yield [to solvents, and give up] their striking secrets of verbal metaphor. A most frequent cause of poetic weakness, in the hands of English translators, is the habit of rendering this mass of richly colored words with our meagre handful of bald personal pronouns. Among the most striking examples we may notice the following.
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I trust [now] that this digression concerning parts of speech may have justified itself. It proves first the enormous interest of the Chinese language, in throwing light upon our own forgotten mental processes & thus, furnish [ing] es a new chapter in the philosophy of Language. [But,] secondly, it is indispensable for understanding the poetical raw material, [so to speak,] which the Chinese language affords. Poetry differs from prose in the concrete colors of its diction. It is [not enough for it to appeal to the utilitarian intellect,] not enough for it to furnish meaning to philosophers. It must appeal to emotions with the charm of direct impression, [lighting up whole regions with] flash [es]ing
[of insight in
[where the [cold] intellect [can only] grope its painful way]
only. [How often has neglect of this law led to failure in translating Chinese Poetry! (Even Legge is usually content with a literal prosy word-to-word rendering. But an amusing example is afforded by Davis.*) This exemplifies how sedulously in Poetry we must render what is said, and not what is merely meant.] To Poetry abstract meaning [is]
gives little, vividness, and fullness of imagination everything. [Therefore] Chinese Poetry demands [of us to]
that we renounce our narrow grammatical categories, and exhaust the resources of English by following nature. [and]
we must render the original text, closely, & with a wealth of concrete verbs.

Slight {?}
me ipsum.
I myself defensive



If Shakespeare had said
when it is frosty, and as hands are cold, as we light fi res, and liquids freeze22


But this is only the beginning of the matter. So far we have exhibited the Chinese characters and the Chinese sentence chiefly as a vivid short-hand picture [s] of actions and processes in nature. These embody true poetry as far as they go[; but they do not go far]. Such actions are seen; but Chinese would be a poor language, and Chinese Poetry but a narrow art, could they not go on to represent also what is unseen. The best Poetry everywhere deals not only with natural images; but with lofty thoughts, spiritual suggestions, and obscure relations.The larger [and the more important part] of natural truth is [hidden from the physical eye, yet it is no less real. It is hidden both] in processes too minute for vision, and in harmonies too large for perceiving;—in vibrations, cohesions, affinities; [in orders, analogies, proportions, affections and character. Virtue, religion, beauty, law, social amenities, family ties, political responsibilities, all these exhibit immaterial planes of true being, in which the chief poetic values of the world are realized. That] the Chinese compass these also, and [that too] with [much]
great power and beauty, [is the plain truth].*

note.
it demands, of course, that the subjective be rendered objectively, otherwise there no art.
vid. EF Fenollosa further on


[image: Image] lamp word
           = to explain define, illustrate
(others p. 24 Lecture I)
Also on p. 30Lens!

rays



[Now]
you will ask how could the Chinese [ever] have build up [this] a great intellectual fabric [out of]
from mere picture writing? To the ordinary Western mind, which believes that thought [to be]
is concerned with logical categories, and which rather contemns the faculty of direct imagination, th[e] is feat seems quite impossible. [And] yet [it is quite clear that] the Chinese language, with its peculiar materials, has passed over from the seen to the unseen, by exactly the same process which all ancient races [and tongues have] employed. This process is metaphor; the use of material images to suggest immaterial relations.

cf. Aristotle in the “Poetics”23


The whole delicate substance of [human] speech is built [upon] substrata of metaphor. [Our most] abstract terms, [when] pressed by etymology, reveal their ancient roots still embedded in [this soil direct action. But the[se] primitive metaphors, which created our vocabularies, spring not [as some may suppose, out] of arbitrary, subjective fancies. They are possible only because they follow objective lines of relation in nature itself. Relations are more real and more important than the things which they relate. The forces which produce the branch-angles of an oak, lay, potent, in the acorn. Similar lines of resistance, half curbing outward-pressing vitalities, govern the branching of rivers, and the branching of nations.* Nature thus furnishes her own clues. Had the world not already been full of homologies, sympathies, and identities, thought would have been starved, and language chained to the obvious. For there would have been no bridge to cross over from the minor truth of the seen to the major truth of the unseen. Not more than a few hundred roots out of our large vocabularies could have dealt directly with physical processes. [These roots] we can [fairly] well identify [today] in primitive Sanskrit. They are, almost without exception, vivid verbs. [And it is clearly traceable how the enormous wealth of our European speech grew by following slowly [, with this handful of original keys, through] the intricate maze of nature’s own suggestions and affinities [, making analogy do manifold duty through plane after plane of correlated meanings].

untangle


Thus metaphor became piled on metaphor, often in as many strata as Geologists can spell out in the world’s crust.24

It may be well to give a few strong examples from Skeat.

[Now this] metaphor, [which]
the
[reveals]
revealer of nature, is the very substance of Poetry. The known of man interprets the obscure world, [hence] & the universe [grows]
becomes is alive with myth. [In turn,] The Beauty and freedom of the observed world furnish model and [law to perplexed man, hence] life [grows]
is fragrant with art. It is a mistake to suppose, with some Philosophers of Aesthetics, that art and Poetry aim to deal with the general and the abstract. This misconception has been foisted upon us by the empty Logic of the middle ages. Art and Poetry deal [rather] with the concrete of nature,—not with rows of separate particulars, [to be sure,] for these [nowhere]
do not exist,—but with living groups. [Poetry is finer than prose just because it gives us so much more of concrete truth condensed into the same compass.] And [conscious] metaphor, the chief device by which it does this, constitutes at once the substance of nature and the substance of language. Indeed Poetry only does consciously what primitive races did unconsciously, [explore, with cold torch those spaces which the sunrise of the mind once illumined. Poetry is possible, because it is already diffused, as a subtle elixir through speech. Thus,] the chief work of literary men, and especially of poets, consists in mastery of words, [only]
that is in tracing them back [this]
the
[ancient line to the of advance], so that he may keep his words enriched by all their subtle undertones of meaning. The original metaphors stand as a kind of luminous background, [or halo], behind words, giving them color and vitality, [because]
then forcing them down to the concreteness of natural processes.25 Shakespeare everywhere teems with examples [of this].* [And now we can see clearly] why Poetry was the earliest of the world’s arts; [and why] Poetry, Language, and the [Cosmologic] core of myth grew [up] together.

briefer more vivid =


vide Vorticism re the language of explanation.


[All this] I have alleged this, because it now enables me to [exhibit]
show clearly my reasons for
[why I] believing that the Chinese written language has not only absorbed [in the same way]
the poetic substance [out] of nature and built up with it a second universe of metaphor, but has through its very pictorial visibility been able to retain its original creative quality of poetry with far more vigor and vividness than any phonetic [European] tongue. Let us first see how near it is to the heart of nature in its metaphors. One may watch it passing over gradually from the seen to the unseen, just as we watched it passing over gradually from the verb to the pronoun. It retains all the primitive fulnesses of meaning [clinging to it,] just as the life-giving soil clings to the roots of a plant [we have] unearthed. Its leaves [and buds of metaphor are all upon it;] it is not cut and polished like a walking-[cane]stick. We have been told that these people are cold, practical, mechanical, literal, without a trace of imaginative genius. [That this is farthest from the truth will now be still more clear to you, when I add to my previous brief list of vivid verbs, a few more which carry their vividness over into primitive metaphor.]
This is nonsense.

But th[is]e universe of metaphor, [which] our [busy] ancestors built up into [our]
the our structures of language and [our systems of thought;—somewhat as coral insects build up islands in their atmosphere of sea—tends for us world-worn descendants to disappear below the horizon of Time, or to rise above them only as a rare hectic mirage in the effort of some belated poet.] Our languages become thin and cold, because, [in our busy utilitarian lives,] we [care to] think less and less into them, and are forced, for the sake of quickness and sharpness, to file down each word to its narrowest edge of meaning. A late stage of decay is arrested, and embalmed in the dictionary. Nature has become for us less and less like a Paradise, and more and more like a Factory. We are content to accept the vulgar misuse of the moment. A late stage of decay is arrested, and embalmed in the dictionary. Only our scholars and poets feel painfully back along the thread of our etymologies, and piece together our diction, as best they may, out of forgotten fragments, [the broken coral that strews our strand. And] this anaemia [which infects] of modern speech is only too well encouraged by the feeble cohesive force in our audible symbols. There is nothing in a phonetic word to exhibit the stages of its embryonic growth. It does not bear its metaphor on its face. We forget that personality once meant, not the soul, but the soul’s mask.

precisely what imagisme set about combatting.


But just in this point the Chinese character finds incomparable advantage. Its etymology is visible. It retains the creative impulse and process [stamped on its face]
visible and at work. After thousands of years [of wear and tear], the primitive lines of metaphorical advance may in a large number of words [, still] not only be traced, [but]
they are retained definitely as part of the meaning; so that a word, instead of gradually growing poorer with time as [among]
with us, [only] becomes [the] richer and [the] more consciously luminous from age to age. The long series of uses in national philosophy, in history, in biography, and in poetry have but thrown around it a nimbus [of colored] meanings [, which this centering in a graphical symbol enables the memory to retain and use]. these center in a graphic symbol, & the memory is able to retain and use them. The whole soil of Chinese life seems entangled with its word-roots. [All] the manifold illustrations which crowd its annals of personal experience, [all] the lines of tendency which converge upon a tragic climax, moral character as the very core of the principle,—all these are flashed upon the mind at once as so many reinforcing values [. Such a] & with a [concreteness]
weight of meaning, which a phonetic language [may]
can hardly bear. [, is perhaps paralleled for us in the flood of passionate association which an old campaigner feels when he sees unfurled above him a]
They are like blood-stained battle-flags to an old campaigner. With us the
[a] poet is only one for whom the accumulated treasures of his race[’s {illegible}] words [is]
are real and active. [These are the secondary overtones of meaning, which through true poetry sound fainter and fainter in recurrent beats and on loftier altitudes, vibrant with a thousand affinities of nature and of man, and surrounding with a nebulous mist of loveliness the nucleus of utilitarian usage. Such is] poetic language at all times but in Chinese the visibility of metaphor tends to raise this quality to its highest pitch.

merely brocade.


I have mentioned the tyranny of mediaeval Logic over Europe. [So potent today is it to vitiate translation, and especially to misconceive Chinese Poetry, that I must come to closer quarters with it. Let us grapple with it once for all.]

it has been a poetry


It has vitiated nearly all translation from the Chinese


According to this Logic, thought is a kind of brickyard, [where the living soil of truth is dug up in lumps, squeezed out, and]
it is baked into little hard units [called]
or “concepts,” [which we then] & these are piled away in rows, according to size, and labelled with words, for future use. This use consists in picking out a few of these little bricks, each by its convenient label, and in sticking them together into a sort of wall, called a sentence, by the use either of white mortar for the positive copula “is,” or of black mortar for the negative copular “is not.” In this way we [can] produce such admirable propositions as “a ring-tailed baboon is not a constitutional assembly.”

[image: Image]

FIGURE 5 The “cherry” diagram (YCAL MSS 43, 101/4248, p. 18 a). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library. Cf. p. 85.

[For example], let us consider take a [whole] row of cherry trees [, as symbolized at the left of the diagram]. From each [one] of these in turn we proceed to take out, or “abstract,” as the phrase is, a certain common lump of qualities, which we may express together by the name cherry, or cherry-ness. Next we place in a second table several of such characteristic concepts;—cherry, rose, sunset, iron, rust, flamingo. From these [, too,] we [still further proceed to] abstract some common quality, which we label with the word “red” or “redness.” It is evident that this process of abstraction may be coined on indefinitely, and with all sorts of material. We may go on forever building up dizzy pyramids of attenuating concepts, until we reach the apex, “being.”

But we have done enough to exhibit the characteristic use. At the base of the pyramid lie things, but stunned, as it were, that is to say they can never know themselves for things until they pass up and down among the layers of the pyramids. [Now] the way of passing up and down can be [thus] exemplified. We [can] take a concept of lower attenuation, such as cherryness, and see that it is contained under one of higher, such as redness. Then we can say, in sentence form, “cherryness is contained under redness”: or, for short, “(the) cherry is red.” If, on the other hand we do not find our chosen subject under a given predicate, we use the black copula and say, for example, “(the) cherry is not liquid.”

From this point we might go on to the theory of the Syllogism, but we refrain. It is enough to note [here how]
that the practised Logician finds it convenient to store his mind with long lists of nouns and adjectives, for these are naturally the names of classes. [This is why] almost all text-books on language begin with such lists. The study of verbs [can be]
is
[left quite] meager, for in this system, only one real working verb is required, [namely]
to wit the quasi-verb “is.” All other verbs can be transformed into participles & gerunds. For example, “to run” practically becomes “a case of running.” [Thus] instead of thinking directly “the man runs,” our logician composes two subjective equations, namely, “The individual in question is contained under the class ‘man,’” and “the class ‘man’ is contained under the class of ‘running things.’”

The [utter]
sheer loss and weakness of this method [ought to be easily]
is apparent to everyone. Even in its own sphere it cannot think half of what it wants to think. It has no way of bringing together any two concepts which do not happen to stand, one over the other, and in the same pyramid. It is impossible to represent change in this system, or any kind of growth. This is probably one reason why the conception of evolution came so late in Europe. It could not make way, until it was prepared to destroy this inveterate Logic of classification.

[But] far worse than this, such Logic cannot deal with any kind of interaction, with any multiplicity of function. According to it the function of my muscles is as isolated from the function of my nerves, as is an earthquake in the moon. For it, the poor neglected things at the base of the pyramids are only so many particulars or pawns.

[The truth, however, shows just the opposite of all this.] Science fought till she got at the things. All her work has been done below the pyramid, not above it. [What] she has discovered [is] how functions cohere in things. [And] she expresses her results in grouped sentences which embody no nouns or adjectives, but verbs of special character. Thus the true formula for thought is [as follows].* The cherry tree is all that it does. Its correlated verbs compose it. At bottom these verbs are transitive. And such verbs might be made almost infinite in number.

[It is clear thus that] in diction and grammatical form Science is utterly antagoni[zes]stic to Logic. [Now the point to see is that] primitive men who created language agreed with Science and not with Logic. Logic has abused the language which they left [us]. [The point to see is that] Poetry, both primitive and recent, agrees with Science and not with Logic. The moment we use a copula, the moment we express subjective inclusions, poetry evaporates. The more concretely and vividly we express the interactions of things, [the more poetry strengthens] {illegible correction by EP}.26
[Therefore we] need in Poetry the [warm] colors of a thousand active verbs, each doing its best to exhibit the [wealth of human] motive and the strength of vital [union]
fire. [Nor can we]
we cannot exhibit the health of nature by mere summation, by the piling sentences, [like Pelion on Ossa]. [Rather must] Poetic thought must work by suggestion, condensing the most of meaning into a single phrase. It thus becomes pregnant, charged, interiorly luminous. [When it holds a large range of overtones in close relation, as does even a simple]
in Chinese character, each word accumulates [light]
such this kind of energy [in itself, like an electric bulb].27

vide. Science of Poetry. From 1912. Vorticism.


Were we [now] to pass formally to the [subject of] translation of Chinese Poetry, we should warn ourselves against several Logical pitfalls. We should beware of a modern, narrow, utilitarian meaning of words in our colloquial dictionaries, [and]
we should insist upon using the metaphorical overtones. We should beware of English grammar, with its hard parts of speech, and its lazy satisfaction with nouns and adjectives, and demand the verbal undertone of every noun. More than all should we eschew the verb “is,” and bring into play the splendid, but usually neglected, wealth of English verbs. Most of the existing translations conspicuously violate all of these rules.

the strength of Dante is in his verbs. S. O. R.28


The development of the normal transitive sentence rests upon the fact that one action in nature promotes another; thus the agent and the object are virtually verbs. An example would be “Reading promotes writing,” which in Chinese would be expressed by three full verbs. Such a form is the equivalent of three expanded clauses, and can be drawn out into adjective, participial infinitive, relative, or conditional members. One of many possible expressions is “If one reads it teaches him to write,” or “One who reads becomes one who writes.” But in the first condensed form, “Reading promotes writing,” or as Chinese would say, “Read promote write,” the dominance of the verb, and its power to obliterate all other parts of speech gives us the model of terse, fine style.

I have seldom seen our Rhetoricians dwell on [this]e fact, that the great strength of our language lies in its splendid array of transitive verbs
[full list], derived both from Saxon and from Latin sources, [of transitive verbs], [which]
these give us the most individual characterizations of force. [The] power [of these verbs] lies [in the fact that they]
their recognition of nature [to be]
as a vast storehouse of forces. We do not say in English that things seem, or appear, or eventuate, or even that they are; but that they do. Will is the foundation of our speech. We catch [the master], the Demi-urge, in the [very] act.

cf. Dante
rectitudo
The “direction of the will”

I dare say from Aquinas.29


I had to discover for myself why Shakespeare’s English was so immeasurably superior to all others. I found it in his persistent, natural, and magnificent use of [thousands] of transitive verbs. [It is] rarely [that] you will find an “is” in his sentences. [It is true that] “is” weakly lends itself to the uses of our rhythm, in unaccented syllables; yet he sternly discards it. [I should say that] a study of Shakespeare’s verbs [ought to]
should underly all exercises in style.

100


[Now] in poetical Chinese we find a wealth of [the] transitive verbs in some [respects]
ways greater than even [that in the English [and] of Shakespeare. This springs from [its]
the power [to]
of combin[e]ing several attributes pictorial elements into a single character. The verb is more minutely characterized. We have a hundred variants that cluster about a central idea. Thus “to sail in a boat for purposes of pleasure,” would [be]
have an entirely different [word]
sign from “to sail for purposes of commerce.” Dozens of verbs express various shades of grieving; yet in English translation these are generally [become one]
rendered by the one verb to grieve. Many of [these]
them can be expressed only by periphrasis; but what right have we to neglect the overtones? These [wonderful] subtle poetic shadings we should strain every resource of English [overtones and poetic diction] to render.

Chinese itself has often lazily become thin in modern times.
The so-called two syllable words.30


It is true that the pictorial clue of many [of these] Chinese [words]
ideographs cannot now be traced, and even Chinese lexicographers admit that combinations frequently contribute only a phonetic value. [But] I find it incredible that any such minute subdivisions of the idea could even have existed [alone] as abstract sound alone, without the concrete character. The theory is that the sound suggested the character. [I find this to] contradict the law of evolution: Complex ideas arise only gradually, as the power of holding them together arises. The paucity of Chinese sound could not so hold them. Neither is it conceivable that the whole list was made up at once, as commercial codes of cipher are compiled. Therefore we must believe that the phonetic theory is in large part unsound, [and that] in many cases where we cannot now trace the metaphor, it once existed. [So] many of our own etymologies have been lost! It is futile to take the ignorance of the Han Dynasty for wisdom omniscience.

Brzt.31


It is not true, as Legge said, that the original picture characters could never have gone far in building up abstract thought. This is a vital mistake. We have seen that our own languages have all sprung from a few hundred [of] vivid phonetic verbs by figurative derivation. A fabric [as]
more vast, [and far vaster], could have been built up in Chinese by metaphorical composition. No attenuated idea exists which it might not reach, and far more vividly and far more permanently than with us. In short such a pictorial method, whether Chinese fully exemplifies it or not, would be the ideal language of the world. [(But the method of Chinese writing became much conventionalized before the first etymological investigations, and so thousands of possible derivations would surely have been lost.)]

[After all]
But is it not enough to show that Chinese Poetry, with its [wonderful wealth of vivid] figure, gets back somewhere near to the close, hidden processes of nature? If we attempt to follow it in English, our Poetry will have [to strain every resource in its power], [by] us [ing] words [more] highly charged, whose suggestions shall interplay as nature interplays. So that its sentences become like the intermingling of the fringes of feathered banners, or as the [notes]
colors of many flowers blended into the single sheen of a meadow [or even as the unlike but sympathetic tones of orchestral instruments, lost in the harmony of their chord.]32

The poet can never see too much, or feel too much. [His fullest imagination lags far behind the reality.] His metaphors are only ways of getting rid of the dead white plaster of the copula. He resolves its indifference into a thousand [prismatic] tints [of highly colored verbs]
of the verb. His figures flood things with simultaneous jets of light, as if the suddenly blaze [of illuminated] fountains. The prehistoric poets who created language, discovered the whole harmonious framework of the Universe, and sang out in their hymns the [very] processes of Life. And this diffused Poetry which they created, Shakespeare has only condensed into a more tangible substance. Thus in all Poetry, a word is like a sun, with its corona and chromosphere revealed; words crowd upon words, and enwrap each other in their luminous envelopes, until sentences become clear continuous bands [of light].

We are now in position condition to appreciate the full splendor of lines of Chinese Poetry. Poetry surpasses prose [in this fact] especially, in that the poet [carefully] selects for juxtaposition those words whose overtones of meaning blend into a delicate and transparent harmony.

All arts follow the same line law; refined harmony lies in the delicate balance of the overtones. In music the whole possibility and theory of harmony is based upon the overtones. [In painting, great color beauty springs not from the main color masses, but from the refined modifications or overtones which each throws into the other, just as tints are etherealized in a flower by reflection from petal to petal. One false radiation, one suspicion of conflict between any two of these overtones, breaks up the [magic] impression, and deadens art to the commonplace.]

In this sense Poetry seems a more difficult art [than Painting or music], because the [overtones of its words, the halos of secondary meanings which cling to them, are struck among the infinite terms of things, vibrating with physical life and the [warm] wealth of human feeling. How is it possible that such heterogeneous material shall suffer no jar, how that its manifold suggestions shall blend into [an ethereal] fabric [clear as crystal]?

No philosopher has ever analyzed this, but one device is clear in all three arts, namely the dominance of a single permeating tone. In music we get this by the unity of Key. Painting achieves it by mixing a suspicion of one tone color through all the tints. In poetry it requires that the metaphorical overtones of neighboring words shall belong in the same general sphere of nature or of feeling.] It is almost impossible to prevent the crossing and jarring of some of the vibrations. Flagrant cases of failure we call “mixed metaphor.” But the height of feeling to which Poetry can carry this harmonizing of the overtones we can best exemplify by such a passage of Shakespeare as the passionate speech of Romeo over the body of Juliet.

It will now occasion no surprise if you [to] hear that this quality reaches remarkable beauty in visible Chinese verse. The overtones vibrate against the eye, and the wealth of composition in the characters makes possible a choice of words in which a single dominant overtone colors every plane of meaning. This is perhaps the most conspicuous poetic quality in Chinese Poetry.

Examples are strewn on every hand. To repeat one of the simplest: “The sun rises in the East.”33 Here sun, which already means “shining,” enters in the most picturesque way into the character for “East,” shining entangled in the branches of a tree. There is something dazzling in its repetition, something like the concentrated rays that come from diamonds. Moreover there is homology between the single upright line of the rising, and the upright growing line of the tree. If we should add an horizon line across the roots of the tree, the sun would just take the place of the dot in the second character.

But one of the most striking examples is a long line from Riso, the great poem of Kutsugen.34

I had intended in this lecture to speak of the subject of visible Chinese metres and stanzas; but this will be better postponed to the second lecture, where we shall discuss as well the sounds of Chinese verse, and in which we shall exhibit an outline of its evolution. I have now justified, I think, my initial title, by showing that the Chinese written character constitutes indeed a wonderful natural medium for Poetry.35
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1st Lecture

The Chinese Written Character as a Medium of Literature.—

As East and West permanently come together, their literature, as well as their arts, will demand a comparative study. It would be Chinese narrowness in us to assume that the only literature or the only laws of literature are ours, which Europe has built up from Homer to Kipling. Already we have to admit Sanskrit language and Buddhist thought to the ranks of literature. But Sanskrit and Pali are alphabetic in writing, and so akin to ours. Is it possible that any of the hieroglyphic languages could possibly attain in their written records to the rank of literature? The Egyptian hardly does this. It is more like a record of suggested facts, vague as the Inca quippus of knotted threads. How can a succession of pictures and symbols produce literature proper, much less poetry? The regularity and flexibility of sound that falls upon the ear in a sequence as plastic as thought itself would seem to be required for literary form. If then we claim for the literatures of China and Japan a place, and that a high place, in the scheme of the world’s compared literature, will it not be necessary to claim that these are literature only in something of a new sense? The Chinese written character confessedly appeals primarily to the eye, rather than to the ear. In what sense then can it be capable of genuinely literary expression?

Better here lay prime stress on importance of coming final synthesis of East and West.1


In the first place the characters recur to the eye in succession, as the parts of thought do, as processes of nature themselves work. After all, it is quite natural if I have in my mind the picture or thought of a man beating looking at a horse, I first think of the man before he acts, then while he acts or exerts force, then what the act results in or the force passes over to. These three parts of nature’s process we somewhat arbitrarily split up in our thought into these three parts and say “(The) man sees (the) horse,” or “man sees horse.” For each of these we use what we call a word. Now it happens that our words are primarily sounds, addressed to the ear, and we can analyze these word sounds further into letters or units. But it would be just as easy to represent these three parts of thought by three signs addressed to the eye, which we could analyze into pen-strokes or units of form. Suppose we let [image: Image] represent man, [image: Image] represent seeing, and [image: Image] horse, and everybody knew that these signs were only used for these thoughts, they would just as naturally carry the orderly thought to the eye, as the words do to the ear. One is just as logical and natural as the other. In neither case is there a natural relation between the symbol and the thought; it is a pure convention.

we use gestures to express thought, to warn off a dog, or attract a child—visible just as one sees it in a Kinetoscope.2


Have a slide made


[image: Image]
 

Man sees horse


Now the Chinese written character is just such a conventional symbol addressed to the eye; but with the added. Instead of the symbols which I made up, it has these.

[image: Image]
 

Man sees horse


But now in this case there is the decided advantage over my figures and over the written sounded words, that the characters do have a natural relation to the sense thought. They are modified or conventionalized pictures of the thought itself. Explain the three characters—there are legs in all three. everywhere action and motion, the very flight of vision. It is as near as possible to a shorthand Kinetoscopic picture of the process itself, and therefore has far more vividness of impression than the spoken word. We see then that this Chinese visible language suggests thought in the natural order, with its beginning, middle and ending, and therefore forms a sentence. What is a sentence ? grammatical definitions. Why should they belong to all languages, even a visible one ? The meanest definition is subject and predicate—merely what we do—subjective. The Chinese sentence rejects this—it shows not [what] we do in manipulating thoughts or words, but what the thing itself does. It is objective. The definition “to express a complete thought” is better. But this is rough. Completeness may be got by an interjection, “Hi, there!”—wh. corresponds to a visible gesture. No proper sentence could make the meaning more clear. On the other hand no thought is really complete. The man and the horse will not stand still. The man was doing something else before he looked, and the horse kicked up when he saw the man. To be sure we can express all this by a complete sentence. “The man coming round the corner of the garden, saw the horse, who, alarmed, kicked up his heels and bolted.” But even this is not complete for the action is still continuous at either end. All processes in nature are interrelated, and thus there would be no complete sentence but one long enough to express all the facts of the world. Nature herself is that sentence.

Here give another example.
{Insertion, in clearer handwriting, as if written later and after reflection}
This presentation is too mixed.
First should come— a character as symbolic (visible)
2nd
order        still pictorial
3rd sentence form logical what is a sentence? the transitive sentence


The practical sentence of language is not tested by completeness, but by action, this transference of force. In this way it corresponds as a necessary form to the universal fact of nature. Everything in nature manifests itself only as a transition of force from point to point; force is never created, and of course it goes on in transition before and after; but if we were asked to name a unit of process in nature we must say a transference of force. How wonderful that untutored primitive man should unconsciously have expressed in his universal form of language, the deepest of scientific facts!

4th Synthetic words as opposed to analytical natural unities of poetry
a. interchanging of parts of speech.

b. a visible etymology which retains depths of metaphor

5th The poetical sentence or stanza as a string of metaphors


The next point is then that Chinese is not only a natural symbol, but is arranged in a natural syntax, the order of nature. All languages are not so arranged. German for instance “mann hund sehe.” The verb comes at the end. No matter how long the sentence, the materials are laboriously arranged, then last comes the act, like an electric flash, rushes back through their mass, and forces them into meaning. It is a human act, but it is not the order of nature. Latin may have the verb in the middle or the end. These can do this because they are inflected languages. There are other signs than position to denote the relations of the parts or images. They are more complex and artificial, but less direct and scientific. The Chinese, and the English, on the other hand, are hardly inflected, and they have their meaning depend on their syntax. Cut off from any conventional grammatical order, there is no natural clue for them but this order of nature itself. It thus happens that the verb comes between subject and object, making the solid strength of the sentence, just as the transference of force is the core of an act. This parallelism of E. and C. is important, as showing a likeness between the two national thoughts; also as making it especially easy to translate C. into E., and vice versa. Indeed it often happens that a literal translation of Chinese into E. word for word, or character for word, gives us the most true and vivid sense.

6th The element of sound, related to music. singing—
7th The stanza. Difference of Fu and Shi. rhyme
       parallelism of meaning.
       laws of thematic development
       laws and progression of tones


Agent act object


[image: Image]
 

Man kicks horse
Men climb mountain


Examples of parallel tr. in larger sentences


But E. and C. have the still further point of likeness, and of common strength, in the fact that their typical sentence is the simple transitive sentence. In artificial grammar transitiveness seems like a mere accident. Even English grammarians have not regarded the object as the 3rd essential member of a sentence. Not only by a weak and generalized usage do we allow transitive verbs to degenerate into intransitives, but we allow the wealth of verbal vocabulary to slip away from us into adjective sentences marked by the most generalized of all verbs, the copula is. This is partly the curse of the Aristotelian logic, which tears nature into abstractions, and plays with the pieces like putting together a puzzle. But Nature is never abstract and general, she is absolutely individual and concrete. The great strength of our language is the splendid list of transitive verbs, which give us the most individual characterizations of force, yet who learns them? What distinguished Shakespeare—Lesson books in language always present tiresome lists of nouns. Jap. students of E. know almost no verbs. The verb, the transitive verb is the strong core of our language. And the Chinese is equally rich in individualized transitive verbs. The Japanese, on the contrary, avoids the direct transitive form wherever it can. Not only like the German it finds the verb at the end, but the verb itself expresses a phenomenon that happens, a vague vision of a poet, rather than the strong grade of this force from its execution to its reception. It is hardly too much to speculate that certain moral qualities of Chinese and English come from this conception of an agent using, as it must, the Cosmic will, for his own purposes.
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moon light resembles pure snow

All this, however, it may be said, concerns rather scientific prose than poetry. How is it possible that the Chinese character can possess any of this imaginative power which must come from extreme flexibility of thought, not standing out in clear pictorial images, but rather fluid and blended into a river of almost unmanageable feeling? Here we must go back to the special advantage already possessed by the Chinese visible character, as being a natural & vivid symbol, which even the English word is not. It is just through this visibility of the fact that the Chinese achieves concreteness and synthesis, whereas this arbitrariness of spoken words, as symbols, leads to the possibility of thin and analytical definitions of them in dictionaries. In most European languages a word becomes a mere specific point, with sharply marked meaning, without penumbra, hard and glittering as a mt. in the moon. This is the analytic ΠΦΩ+ and −q of algebra, to be used with mathematical precision; and very serviceable for science. But this is the antipodes of poetry. Here the creat sympathetic mind, in spite of logicians and lexicographers, insists upon using words with their juices in them, as if they were as concepts as full of meaning and force, as a tree in spring, as rich in reflected interreflected beauties as a budding rose. And why not? This is what Nature is, a single organism, with a common sap interflowing through all parts, homologues and brotherhoods almost infinite in their subtlety and sympathy, so that a poet poem is always infinitely more than its mere self, and carries in its own vivid life the force and content of a thousand surrounding facts, which bear themselves about its core of thought as a fading halo or an atmospheric penumbra. The more suggested meaning we can crowd into our words, the more poetry we have. Thus our poets are the true vivifiers of language, and keep it close to nature. They refuse to let it be hammered into little hard pigs and ingots for our utilitarian accounting. After all what they have to express is the infinity of nature in its unity, just as an artist seizes the whole soul in his portrait. It is the magic of the single organic life of that which we would dare express through the imperfect medium of language, if we could. Of course, we can’t. We have got to split up truth, and frame up our little pictures; but we must let our scanty words suggest infinity. This is the true essence of poetry.
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The sun rises in the East


Now the Chinese written character has just this poetic and natural fullness of meaning clinging to it; just as the life-giving soil clings to the roots of a plant we have unearthed. It is not cut and polished like a walking cane. This springs from two facts, first, that the Chinese character is primarily of no special part of speech, but the root idea which underlies all parts of speech, and, second, that it has with it as many metaphorical meanings as can be squeezed out of it. From both spring variety and richness of expression.

First, the parts of speech. In English we have the general uncolored meaning of the verb in the infinitive. “To shine” gives the essence of the act in its abstractness. But if we want a noun we must have a different word, and say “brightness” or “luminosity.” This is still more an abstraction, since it is generalized from an adjective, that is a quality. To get a concrete noun, we have got to leave the verbal and adjective roots altogether, and light upon an arbitrary noun, say “sun,” or “moon.” But now suppose we had a word that underlay the verb “to shine,” the adjective “ bright,” and the noun “sun”; we should naturally suppose it to be extremely abstract, too intangible for use, like the “Categories” of German philosophy. But the fact is that almost every word in Chinese is practically such a comprehensive word, it is neither noun, adjective or verb—or rather it is all three from time to time, and yet the Chinese is the most concrete language in the world. How is this? Here is the word Sun, a picture, thus [image: Image], or conventionally written [image: Image], here is moon [image: Image], or as written [image: Image]. The first symbol lies, not in sound, but in a picture. But is this naturally a noun—No, the sun is what it does, and therefore it is first and naturally a verb. In practice the Chinese express the force of the verb by uniting the two characters for the “shining ones” par excellence, and write shining or “to shine” [image: Image]. You can call it a noun or a verb, whichever you please; the Chinese never thought of the distinction. Again, if you consider that the shining action of the shiner is permanent, we may regard it abstractly as something inherent, or as we should say a quality, and in that connection [image: Image] means “bright.” But I wish to point out that while the meaning thus varies in our translation, the Chinese word [image: Image] is no abstraction, not a meaning which is neither verb, adj. or noun, but a meaning which is all of these at once, at all times, but specializing the meaning toward one or the other according to the connection. The result is that [image: Image] is not a generalization, but a comprehension. Its meaning is always much fuller than any single English word, because it contains as a foundation or a background, a halo if you like, all the other meanings in concrete unity. It is concrete, as nature is concrete.

The difference of view is one that has been forced upon Europeans by the prevalence in the middle ages of the falsities of the Aristotelian logic. These fallacies still hinder most of our writing upon art and poetry. We have been taught to fancy that thought becomes truer as it becomes more abstract, and thus we are left to the dogma that a poem is an extreme abstraction, and that a beautiful face is a generalization from a thousand selected faces. All this is theory, not art—Art is just the opposite, concrete & individual, containing more truth, not because it has abstracted away more, but because it has retained, combined, and condensed more. If the truth of thought means to be like Nature, then the more we remove ourselves from abstraction, the more truth we get. For in nature, in a plant, for instance, all things are done at once, the flow of sap, the assimilation of nutriment, the bursting of leaves, the hardening of fiber and the coloring of petals, the storing of the seed essences, do not wait for our slow analyses, as separate groupings in successive time, but go on all together, and what is more mutually affect one another. The abstraction of logic from the simultaneity and entanglement of forces, namely, all that which constitutes life; and so give us dead abstractions. A million things are going on together, and to get at the truth we must do as much as we can to think them together. This is what poetry tries to do; by every means in its power, by using more charged words, by their peculiar suggestions and interplay of meanings, to call up to the mind at once a far more vivid picture of many sides of this truth than a whole expanded botanical treatise could do. This is the oriental way of thinking, to think full—not to think empty—to make our thought approximate, not with xy + w − z mathematics, but in the study and drawing of a plant by Dürer Hok{u}sai. Now this is just exactly what the comprehensiveness of the Chinese character does. It thinks full. When it comes before the eye, it retains all the possible richnesses and uses of the thing. Not only does it suggest to the Chinese mind all the individual specimens, or units, that contain the expressed quality, not only the quality as a power inhering in each unit, but the fact that these qualities not only that each quality is itself but the hardening of a verb or an action, (a thing is only what it does) but that the sum of all these actions by which a thing manifests itself are together and interrelated, and so thing, quality, and act become one rich indistinguishable substance.

Analysis & Synthesis (of words).
Nature is like a splendid pageant
The method of the dictionary is like that of an old fashioned photograph{er} with slow plates; who calls each figure out to step up & sit for his photograph.
But the poet & philosopher takes such shots with instantaneous plates. He may get only a part, but he gets it living & full. Words in dictionaries are sandpapered down with their own definitions. Schoolboy themes begin with definitions. Writers consult dictionaries only to enlarge meanings by finding out etymology.
Sentences analytic are like building with little hard bricks, with red mortar for is, black for is not—true sentences let the fringes of words interlock as the color of a thousand flowers intermingle in a meadow, or the notes of orchestral chords flow into one


But it may be complained, then, how can a Chinese word have any clearness of meaning? Does it not sacrifice clearness to comprehensiveness? In a certain sense, this is true; but so exactly in this same way does all poetry and art, or still more perfectly does all nature. In great poetry there are whole planes of meaning, shade behind shade, plane beyond plane; and it would be impossible by any other words or symbols to bring together that unified impression. If lack of clearness means that it cannot be analyzed, or pulled to pieces without destroying it, that is just the glory, just the specific value of poetry. So the painting by a great master contains so much that is condensed into simultaneous impressions, that no verbal or other translation of it can do more than break it to pieces and destroy the very thing which is of value in it. But this is still more the case with nature, and especially of everything that lives. Is it a noun, to be summed up with others in a species? Is it an adjective, to be thought of as sticking in it like a pin in a pincushion? Is it a verb, to be combined with other actions of the same thing into a definition? Stop and look at it, it is neither, it is all. The sun himself, there in the heavens, is he a noun, an adjective, or a verb? Who knows? Who cares? Thing, quality, action, are only points of view. If you leave out force, motion is only meaningless change; if you leave out motion, quality is nothing, only a metaphysical quality of provoking motion, which science rightly laughs at. If you leave out motion and quality, what remains of the thing? Your only material noun is an atom before it gets motion. Is there such a thing? Science doubts it—it is a chimaera. The fact is then that the Sun is only a great boiling of simultaneous forces, and all verbs, nouns, and adjectives are melted up in the simultaneous vividness of its facts. Is this a lack of clearness in the sun? Yes, indeed—Nature is very far from clear, from being reducible to mathematical abstractions. Nature is what any mind is smart and sensitive enough to make out of it. The great mind, like Shakespeare, sees infinitely more in it than we do, though his dictionary was the same as ours. We get along with it as best we can; and at most we take it for our standard of truth. Now we have got to get along with the Chinese character in just the same way. In actual practice with nature, we are not at all inconvenienced, not once in a thousand lines, by mistaking things for acts; neither are we in using Chinese characters. The context shows the use in one case as in the other. But in both lies the infinitely poetical advantage that this plastic richness of meaning is always there, which we can go to as an organic beauty lying back of the symbol. Logic thought that thought dealt with concepts. Science and the Chinese language know that it deals with concrete processes.

When will people understand that the essence of poetry is not thought, but thought Color. Shakespeare shows this in his Romeo Kutsugen, by visible color, in his Riso.3 Then to thought color we must add sound color.
We might say that thought color is like the music of the human voice, a vocal score; while sound-color is the deeptoned accompaniment woven by the instruments.4
But chinese adds a 3rd dimension, visible word or thought color, which is as if, in our symphonies, we should impress a 3rd order of musicians, musical minds themselves or choir of the air to partake of our joy.


But this transcendence of parts of speech is only the beginning of the matter. So far we have been dealing with visible acts and truths; but by far the larger and more important part of truth is that which is not visible. As a plant throws out from a common vesicle a thousand seeds; so a force plunging into the mass of nature, shines through in a thousand forms of vibration. Myriad effects, of color, heat, and active ray, arise from common sunlight; as a nerve, a roadway, and a clearing house, are only different forms through which the necessity for intercommunication, and mutual readjustment of parts force out its channel. Laws of stimulus in the spiritual world are no different from those of the material. Pressures and stresses, and lines of least resistance are precisely the same in human character, as in an oak tree. This world is infinitely full of homologies, sympathies and identities; or if it were not so, thought would have starved, and language never have been invented. For how many verbal roots, or original symbols, in a language, think you? or primary, or original symbols. Not more than a few hundred, out of tens of thousands. How, then, did the enormous wealth of our vocabularies arise? By following with this handful of original keys, through the intricate maze of nature’s own homologies and suggestions, making symbols do manifold duty through plane after plane of correlated meanings. This is the well known fact that all language is metaphor, and that too metaphor piled upon metaphor, often in more layers than geologists can spell out the formation of earth’s crust.*

This is exactly what Chinese language does, or did; but with the advantage of having its original symbols firm & definite pictures, instead of slippery, forgettable, and changeable sounds.

Chinese, (contrary to ordinary belief) is just the most idealistic language of the world. Here comes in Chinese philosophy.


Let us go right back to our symbols for sun and moon.

Analysis of New York general article.

Am not a sinologue. Japanese authorities

Method of study & translation.

Importance of Chinese Poetry for study of Eastern Culture

True value of Eastern culture is its humanities.

Poetry is a time art. Resources of form vary with language.

Chinese monosyllabic word stresses—no particles.

Condensation.

Chinese rhythms & word colors appeal to the eye, as to the ear.

The matter of Poetry, or Art of Thought, is common to all peoples.

Only synthetic thought is poetic. Description of it (S. T.) in full.

Chinese retention of the original creative metaphors.

Interchangeability of parts of speech.

Cluster of related meanings that cling about a Ch. character.

Metaphors, especially Chinese, are like a chord in music.

In these metaphors, specially, nature and man come to brotherhood.

Union of word beauty & thought beauty in poetry

Large element of nature feeling in Oriental poetry & art.

Parallelism of Chinese Poetry & Art
(continued on next page)5

    Analysis of previous rough draft Could hardly believe hieroglyphics can be poetry.
Characters occur in succession as in Nature.
Words are only symbols, and any symbols in succession would do.
But the Chinese word is more than a symbol. What is a sentence.
False and nature definitions. Natural syntax of the Chinese sentence, parallel to English.
This sentence is the typical transitive sentence.
Importance of transitive verbs. Shakespeare & Chinese Poetry. Poetry requires synthesis.
Visibility of Chinese sentence makes it synthetic, vs. Eng. analytic.
This is shown in the flexibility of parts of speech.
Falsity of Arist. Logic. Nature & Art individualize.
Needs of Poetry do not require thought to be “clear.”
The poetical value of Chinese is shown in richness of metaphor.


This definition of Poetry almost excludes the Epic.

Value of condensation and brevity.

Other forms of poetry in Chinese. Lyrical

Variety of subject – human & socialistic
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Chinese sounds old & new. Mandarin, Japanese (Eoon & Kanan),7 Sanskrit

These sounds of Chinese now first written in modern times.

Metres follow sentence syntax.

(What follows is mostly valueless.)

Prof. Mori’s thought that irregular length follows melody.8

Five character line rose in imperialistic Kan.9

(p.29)Relation of Chinese feet to English feet in various metres.

Reference to Laoism after Kan. (see Okakura’s papers10)
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FIGURE 6 “Order as suggested in ‘Notes’ for Lecture I,” with Pound’s markings (YCAL MSS 43, 99/42i7, p. 26 a). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library.

Variety in Toemmei11 (wait for Mori’s Lectures)

Additions of color from Buddhism.

(pp. 33 & 39) (Crystallized laws of stanza rhyme & tone.

(Order of thematic development, like sonnet.

(40–41.) Revolt of Rihaku.12

Already in Introduction to Lectures on Art I shall have spoken of the importance of our understanding Eastern culture at this moment; but there will be no harm to repeat it briefly here, because the Poetry lectures may sometimes be given separately—But I can soon go on to the special value of study of Comparative Literature & Poetry.
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Determination fr. previous Materials for a final order
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Lecture I.

This is a New Century. New vistas, new responsibilities.

Especially for America & England—Anglo Saxon crisis.

One most important thing is to understand this coming East.

To sympathize with its humanity and higher institutions.

Great value for world civilization of best oriental “Ideals.”

Art & Literature and their relation to Life, contain most of these.

Chinese Literature especially valuable and rich—

Must enter into new conception of “Comparative Literature”—

Great course at Columbia. Prof. Woodberry.13 Warr’s Oresteia.14

Recent endowing of Chinese chairs.

But the purpose of these is not chiefly commercial or diplomatic.

New horizons of culture are to open for us.

New views, breadth & experience of human nature.

This has not generally been recognized by Sinologues.

Chinese Poetry especially rich—

Japanese Poetry also valuable.

The two poetrys not so much alike as the two Arts.

Have not generally been presented poetically—Even Giles.15

General popular impression that they are trivial.

Here I want to attempt to present the poetry, as a live part of the world’s poetry,
but as a new species of it.

Must explain that I am no Sinologue. (Comp. Lit.)

Represent a Japanese school of approach—authorities.

Last winter at Columbia, “Japan as Key to Chinese mind.”16

Methods of work—study and translation.
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Poetry is a Time Art. Resources of form vary with language.

But at first sight Chinese Poetry seems to appeal to the Eye.

In what sense can hieroglyphics be said to be real poetry?

Give an example of contrast between an English line and a Chinese.

But on 2nd thought, it is seen that the characters occur in succession, as in nature.

After all, words are only symbols, & any symbols in succession would do.

But the Chinese word is more than a symbol. It is based upon a vivid shorthand
 picture of nature itself.

Give examples of the construction of various characters.

Therefore, if we combine these into a successive sentence, we get something like

the vividness of a moving picture.
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But there is something still more poetic in these characters than their vividness.

They have a wider richness and range of meaning than our abstract words.

Analytic words & language versus poetical.

Tyrannical part played by dictionaries and grammars.

Ist—Chinese interchangeability of parts of speech.

Evolution of parts of speech in Language in General.

Retention of the original freedom in Chinese.

Examples—

Falsity of the Aristotelian Logic

Nature & Art do not generalize, but individualize.

Needs of Poetry not Utilitarian; do not require that thought shall be
“clear”—

2nd—The Chinese character retains visibly its original metaphors.

Universal metaphor in the creation of Languages.

Relation to Mythologies & Primitive Poetries.

Metaphor many layers deep.

With our languages for ear, Knowledge of it dies out, as we can only painfully
recover through Etymology.

This primitive poetry of Life remains clear in Chinese.

It is one of the things that forces Chinese & Japanese to be poets.

Universality of poetry with these peoples.

Give many examples of metaphor in characters.

But there is more than bald metaphor here.

Metaphor & part of speech together give wide usage.

All this wealth of application to Life & History belongs to the character

Cluster of related meanings that cling about the Chinese character.

Examples from philosophical terms.

They are like a “Prince Rupert’s Drop”17—

Metaphors, especially Chinese, are like a chord in music, planes of striking.

In these metaphors, specially, man & nature come to brotherhood

But, next, if there are no parts of speech in Chinese, in what sense can words be
combined into a Chinese sentence?

After all, the sentence is the Key to language.

Universality of the sentence form. Why is it?

False definitions of the sentence. Completion. Copula.

The true definition is an act of nature.

Therefore the verb is the key word, as its name denotes.

But the order of words in a sentence?

Inflected languages vary the order.

But in uninflected languages, like Chinese & English,

there is nothing to fall back upon but the natural order

The order of Nature—transition, the transitive sentence.

the 3 essential parts of a transitive sentence.

All 3 may even be verbs. “reading promotes writing”—

This shows how the sentence develops—

Units of action in Nature are genetically related

An act is the cause of an act.

A noun is a cross section cut through an act.

An adjective is a generalized and condensed attached clause or act hanging
to a noun.

The connection between two acts, or a noun and an act, (conjunction &
preposition) can at bottom only be a discharge of force, so an act or verb.

Even a pronoun must remotely be a verb, differentiated by its function.

The Utilitarian sophistries of grammar obscure all this.

Importance of transitive verbs. Shakespeare & Chinese.

Weakness of writers & translators in this respect.

Wonderful parallelism in translation between Ch & E.

National character shown by nature of the sentence.18                 #

The sentence is a poetical expression.

Visibility. Like a moving picture of Nature.

The universal presence of the verbal element.

The Synthesis of the metaphorical overtones among the related words.

This is a great poetical dimension that exists fully in no other language.

This is synthetic, versus our analytic sentences.

Only synthetic thought is really Poetic.

Full description of synthetic thought.

Examples of how Chinese word-colors appeal to the Eye.

Special example from “Riso.”

Dualities of meaning shining through the whole.     2

“Where our pathway came to an end.”19

Metres. The Stanza.

The Chinese line of Poetry is a sentence.

Or at least a clause

Sometimes, in later work, a clause forms two lines.

Regular poetry, repeats the number of ch. in a line.

This gives uniform rhythm.

Classified according to number of characters.

The Chinese character is a foot.

Correspondence with English rhythms.

Illustrations of various possibilities in translation.

These regular lines may run on indefinitely.

But in stricter form they limit into stanzas.

The four and the eight.

Lines of thematic order.

Parallelism of meaning & syntax in couplet.

Irregular length of line—

more corresponding to our blank verse.

or our ode metres.

or more specially, like Whitman.

Here the poetical quality is found in the synthetic use of words, rather than in
rhythms. Then another long full sentence, like prose, to be used.
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Sound.

We have previously spoken as if the form of Chinese poetry were something to
be addressed only to the Eye.

This is important, because so unusual.

But Chinese poetry is not devoid, either, of that wealth of beauty of
form which, like ours, is addressed to the ear.

This is proved by the fact that all early Chinese poetry, and much or late, was
sung, to music accompanied by instruments.

In China & Japan, as with us, “song” means “poetry.”

Thus primitive Chinese rhythms are based upon music, rather than upon
number of characters.

The characters eked out the metre by repetition, sometimes of meaningless words
of accent, at point of striking lute (Kei)20—or like the refrain—“Heigh
ho nonny no”—

This is why the primitive poetry of the Shi King is musically strict in ballad
form, in 4 time.21

This element of sound also gives a new meaning to scansion.

The Chinese word, tho a monosyllable, is a foot.

These monosyllabic word-stresses, without particles or inflections or
polysyllables for the unaccented notes.

Gives Chinese poetry its solemnity, strength & condensation.

In other languages, even in English, we have lots of little slurrible words.

Thus we can really translate a Chinese monosyllabic foot by our iambic, a
trochee (?) or a dactyl.

(probably this paragraph should come before the last)

Variation of Sound.

Here in speaking of sound, what sound is it?

Being no alphabet or syllabary, nothing confines change.

There has always been as much variety, as in Saxon. more.

From age to age it has changed.

Therefore we know little of the old music of word sounds.

The parallelism of changes has partly tended to preserve the rhymes under new
forms.

There is no reason to think that modern Mandarin in the least preserves the old
sounds of poetry in its creative days—

On the contrary, this barbarous guttural dialect comes from Mongol or later
influence—

To get to something like the real sounds, we must go to preservation (partial) in Southern dialects.22 Canton & Amoy—to Corean, presently an alphabet—and to Japanese, preserved unchanged by a syllabary from at least the 9th Century. The Japanese sounds of Chinese important, since we know their history. Goon goes back to 4th century (?), Kanon to 8th & 9th.23 Here we can measure the change in Chinese itself (tho’ dialect may have had something to do with it). But we have a fine test of the value ofJapanese Goon in its clear transliteration of Sanskrit names, brought in with early Buddhism.

Here Mandarin goes all to pieces—

Give many examples—

So modern European Sinologues have gone on trying to identify modern geographical names (as of Hientsang24) by reading them in Mandarin, when Japanese would almost always make them clearer—

So I chiefly adopt the Japanese sounds here, and believe the scholar will have to in future.

At any rate they will be interesting to compare with Man{darin}.

I now write out Chinese poetry for first time in approximation to old sounds.
for, even Japanese have read poetry in Japanese.

Several examples of sound, for reading—

This is really important for tr. Chi poetry into English. The Barbarous Mandarin names are as forbidding, so unpoetical, unassimilable—But the Japanese form is far more poetical, and passible to English verse—This is one reason why Chinese & China have seemed so unpoetical to Westerners. (quote Legge’s tr.25)

Now go back to paragraph on Scansion.

It may be added now, that a cesural pause often comes in middle of line—

Examples—

Rhyme.

Very important is Chinese rhyme.

It characterizes poetry fr. the beginning. Shiking.26

Wealth of Chinese in rhymes.

Even the prosy irregular lines have more than their synthetic quality to make them poetry, namely rhyme.

In the irregular stanza, or ode, rhymes may go on forever, twenty or more. The stanza ends when the rhyme ends.

But the later and freer poets break the rhyme in middle of a stanza, as they do the rhythm.

Rhymes often fall in couplets.

Also as alternate lines—as 2nd and 4th.

But with strict 4 line stanza, the rhyme is on the 1st—2nd & 4th—like Omar
Khayyam.27



Besides rhyme, in Chinese poetical sounds, we have every variety of subtle word
music known to the world—

Alliteration, Assonance, and the harmonious varying and massing of consonant
and vowel music.

Give several examples.

Lastly we must consider the tones.

More important in spoken dialects than in poetry.

4 ordinary tones. poverty of Chinese word sounds

& poetical law reduced to two.28

Law of these two in the strictest form of poetry.

To be sure Japanese pronunciation does not preserve these, in such a way as to

make us realize the true artistic reason that led to the law.

But neither does mandarin.

Example of the change at the 4th tone from long quantity to short29— This is an ear-refinement we shall have to lose.

If now we combine these two kinds of beauty of forms, to the eye, and to the ear, we get a wealth of beautiful material, of synthetic possibilities, far in advance of what form gives in any other poetry. The two blend together in cumulative force.

enormous wealth of Chinese character, not only verbs—greater variety of small shades of meaning. Almost neglected by translators— Example is the socalled compound—Also ignorance of Botany limits us—Must use every device in translation to get a wealth, like Shakespeare’s
(consider whether this is best place for this consideration)


If now we add that metaphor everywhere flashes and interpenetrates beauty of thought with this double beauty of form, we have something like the compound art of the Opera, as rich in sense matter, and as bound into successive visibility.
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Let us now, however, for a moment before closing, say a few words, on the beauty of thought as such, poetic matter as separated (arbitrarily) from poetic form.
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FIGURE 7 “Enormous wealth of Chinese character” (YCAL MSS 43, 99/42i7, pp. 42 a/b). Yale University Collection of American Literature, Ezra Pound Papers, Beinecke Rare Book and Manuscript Library.

The Matter of Poetry, or the Art of Thought is common to all peoples—a
common humanity.

Only synthetic thought is poetic

Give a full description of it.

This human matter Chinese poetry has in common with all the world.

But in some senses, (even apart from vividness and richness of form elements) it
has it more intensely.

Ancient Chinese Philosophy favors it.

Buddhism of T{ang} & So{ng} insist on it.30

Have already spoken of it as planes of being.

All are sympathetic.

The Chinese Philosophy is that of a harmony—

Confucius says this harmony is social & moral also.

Thus a metaphorical freedom in passing around from realm to realm of nature
& thought is greater than with us.

We sniff at figure as useless embroidery.

But it is really a higher & more synthetic kind of truth.

An approach to the infinity & simultaneity of Nature itself.

Hence the many forms of parallelism in Chinese poetry & prose

But greatest of all is the endless and intimate parallel between man and nature.

This is a new language in itself, man for nature and nature for man.

Each is a mirror, a soul for the other.

Greek Art & Lit. never had this.

Mediaeval Xn. {Christianity} was opposed to it.

This is why Chinese & Japanese poetry and art are so full of nature from the beginning.

Chinese parallels between Art and Poetry. Conscious—Criticism—

With us human struggle, horror, tragedy, effort, is the supreme subject of poetry.

With them it is harmony, on many a plane.

Thus landscape art was born so early in the East—

Thus they interpret animal and flower life—

Hence their early superiority in gardening—

As this blends into the Art of Life.

Previous Efforts of Europeans to translate Chinese Poetry.

Have violated almost all the points which I have laid down, as poetical in
Chinese.

Have used the most analytical meaning

Have thinned meaning in compounds—

Have neglected shades of meaning—

Have used few forceful transitive verbs—

Have concealed Chinese metre & versification—

Have avoided repetitions.

Have penetrated but little to the deep spiritual analogies of man & nature.

Have tried to make doggerel verse, which they think will be popular with
English readers—

In short, in their presentation of Chinese poetry, have omitted or spoiled all those rich elements which were most poetic in it.

No wonder we have thot Chinese Poetry childish.

Notes that may be useful in
Expanding the Lecture on “The Natural Poetry
of language.” Winona July 10th 1903.31

From Müller’s Science of Language32

He says (falsely) p. 21. That “mythology, the bane of the ancient world, is a disease of language”!33

Look up etymology of “myth”—

There are about 900 languages

He had little idea of Evolution in Science.

Thus he excludes language from Science, because it changes!

	p. 52.	Eng. two—	twenty	twice

		Sansk. dvi	(d)vinsati	

		Lat. duo	(d)viginti	bis>dvis

		Greek	dis	


Lat. prep. dis > dvis: a-two.

So all nouns for twenty mean concealedly“two tens”—


Discussion is “striking atwo”—means the cracking of a nut, to get at its kernel.

The sati of Sansk. vinsati is cont. fr. dasati>sadan = ten

This process of change is what he calls “phonetic decay.” He says p. 53. the Chinese do not have this, in sound;34 but the real point for me is that they do not have it because of pictorial preservation

He makes a distinction between “what is substantial or radical in language words, and what is merely formal or grammatical.”35

“phonetic corruption leads to the first appearance of so-called grammatical forms.”

He, too, takes Chinese as an example of the original or uncorrupted language, but only in its sounds. “Such words have not lost their presence of mind”36

French mëme > Lat. semetipsissimus.

p. 58. “Dialectical regeneration”37

Some English dialects are richer in their vocabulary than the one chosen for literary domestication. He speaks of free languages or wild words. It is said that ancient N{orth}. A{merican}. Indian languages changed very rapidly; and every village, almost family, had its own dialect. The change sometimes has come in 10 years.

A Literary language is “haunted by its own ghost.”

Dialects feed a language, as springs a lake.

There are fifty dialectical alternatives for our stereotyped literary terms.

Dialects of industrial classes & social classes important, even today. p. 72. splendid examples quoted of special verbs for special uses. to carve meat = to break a deer, tofrush a chicken, to rear a goose – to unlace a cony—to unjoint a curlew; to wing a quail; to shoulder a lamb—to chine a salmon, to side a haddock, to loin a sole, to splay a breme. This is the usage in the 15th Century. Shakespeare must have known such words. “There are languages in wh we can watch the growth of grammar, or, more correctly, the gradual lapse of material into formal elements.” For example “Chinese” p. 86.38

Aristotle would have called “white” a verb—


Careful grammar first arose in Alexandria.

First Greek grammar, time of Pompey—written at Rome.

Greek became pretty well known at Rome, even from the 5th Century B.C.

Caesar wrote a work on Latin grammar during the Gallic war—dedicated it to Cicero.

List of Plates to be made
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This process of devitalizing language1 we have already seen to be only partially accomplished in the case of Chinese. Practically all words are verbs, and all retain some transitive meaning, and we saw the little parasites of prepositions, adjectives, intransitives & passives, even negatives, only beginning to grow up. It is we who mistranslate them Chinese words into our modern weak vocabularies.

Falling back, then, upon the certainty that the transitive sentence is natural and primitive, we can easily see how, in grammar, more complex forms of sentences grow out of it. The germ of this is the fact that one act in nature leads to another. Thus the agent and object themselves may be acts. “Reading promotes writing,” and this would be a perfectly normal Chinese sentence consisting of three verbs. Of course it is a condensation of three sentences or clauses, and there are many looser ways in which clauses can be united. Here however the dominance of the verb, and its power to obliterate all other parts of speech, gives us the model of terse, fine style. Let it be remembered that nouns are only arbitrary starting points for verbs, and should therefore be supplanted by verbs wherever possible. Adjectives are only abstract, or “dried” verbs so to speak, carrying all their values and the active power that lie behind, and should therefore only be used to prevent monotony. Conjunctions and prepositions are only channels of force to connect two forces; therefore they are verbs themselves, as Chinese well shows. Even pronouns are only what they do, and therefore remotely verbs. All relative words are themselves only verbal connections forms of verbal mediation.

I have seldom seen even one rhetorician dwell on the fact that the great strength of our language lies in its splendid full list, derived both from Saxon and from Latin sources, of transitive verbs, which gives us the most individual characterizations of force. But who learns them? The power of these verbs lies in the fact that they recognize nature to be a vast storehouse of forces. We do not say in English that things seem, or appear, or eventuate, or even that they are, but that they do. Will is the foundation of our speech, we catch the Master, the Demiurge, in the very act. Example.

Examples of rich Chinese words


I discovered for myself why Shakespeare’s English was so immeasurably superior to all other. It is in his persistent, natural, and magnificent use of thousands of transitive verbs. It is rarely that you will find an is in his sentences. And Is weakly lends itself to the uses of our poetry, in unaccented syllables. Yet he sternly discards it. I should say that a study of Shakespeare’s use of verbs ought to underlie all exercises in style. Example.

But it almost equally characterizes other strong writers that they discard the copula for the transitive verb, and fight shy of adjectives. Stevenson furnishes one example. It would be constitute perhaps the finest training for a young writer to compose a page that contained no single use of the copula. Example from Stevenson.

But now in Chinese we find this power and wealth of the transitive verb carried to a pitch that almost transcends the resources even of English. This fact comes from its vivid combination into a single word of minutely different attributes. Thus the number of variants upon a central idea would swell to enormous proportions a Chinese Thesaurus. It is true that the pictorial clue of many of these cannot now be traced, and even Chinese lexicographers are prone to admit that combinations frequently constitute only a phonetic value. But it is incredible that such minute subdivisions of the idea could ever have existed as abstract sound without the concrete characters. Neither is it likely that they were made up all at once in an artificial list. Therefore we may believe that the phonetic theory is in large part unsound, and that in many cases where we cannot now trace the metaphor, it once existed.2 But even though we cannot trace the metaphor, the individuality of the visible symbol holds the constituent parts of the idea together.

not only of verbs. all words are in great variety to refine smallest shades of meaning. This wealth is almost neglected by translators. One example of its neglect is the so-called compound. Another of the mass of words which Legge calls meaningless or untranslatable particles. Also our ignorance in Botany hinders us. We must use every device in translation to produce a wealth of words, such as Shakespeare and the Chinese both have.


Examples of the incredible richness in transitive verbs must now be given. But our subject is specially Poetry. And already we see in the concrete figures and the verbal condensation of the bold prose of bare Chinese thought something that seems to trans transmute into virtual poetry even philosophical prose.

For example, in Confucius’ commentary on the Book of Changes, he speaks thus of the naturalness of the spirit of Growth in Nature.

[image: Image]

But, now, beyond the general poetic substratum of thought, let us consider the Chinese written sentence as a specifically poetic expression.

Poetry surpasses prose in this fact especially, that the poet carefully selects those words for juxtaposition in a sentence whose overtones of meaning blend into a delicate and transparent harmony.

Poetry poses for a typical art, and has vital analogies with all the other arts. In painting, for instance, truly artistic color is that which the farthest and faintest influence of each potent tint melting into the enormous sum of the influences of all. Every color modifies every other. That is why coloring is so enormously difficult. One false radiation, one suspicion of conflict between the overtones of any two colors, breaks up the magic impression, and renders a painting commonplace.

The case of music furnishes an even clearer parallel. Here the overtones have an objective physical reality, as well as a subjective impression upon the sensitive ear.

All distinction of noise or commonplace effect from fine music, rests upon the fact that [in the] latter these overtones of feeling are carried forward by the memory, and woven progressively into a single flowing idea in which there is no jar.

In this same sense, poetry seems even more difficult than painting and music, because the overtones of its words, the halos of secondary meaning with which they are surrounded, are struck among the infinite terms of things, vibrating with physical life and the warm wealth of human man’s nature. All the minutest shadings and associations of human affection go to make up their music. How is it possible that such heterogeneous material shall suffer no jar, how possible that its ethereal suggestions shall blend into a fabric as pure as crystal?

No philosopher has ever analyzed this fully—but one primary device is clear in all true arts, namely, the recurrence of the same tone, permeating all those parts but in varying degrees. In music we get this by the unity of key, and the pregnant recurrence of dominant notes in the melody and chords in a harmony. Painting achieves it by mixing a certain suspicion of a single color through all other colors. In poetry it requires that the metaphorical overtones of neighboring words shall belong in the same general sphere of nature or of feeling. It is almost impossible to avoid the crossing and jarring of some of the vibrations. Flagrant cases of failure we call “mixed metaphor.” But the heights of feeling to which poetry can carry this harmonizing of the overtones we can best exemplify in such a passage of Shakespeare a[s] the passionate speech of Romeo when he discovers the body of Juliet.*

O my love! my wife!
Death, that hath suck’d the honey of thy breath,
Hath had no power yet upon thy beauty:
Thou art not conquer’d; beauty’s ensign yet
Is crimson in thy lips and in thy cheeks,
And death’s pale flag is not advanced there.
                              x x x x


Why art thou yet so fair? shall I believe
That unsubstantial death is amorous,
And that the lean abhorred monster keeps
Thee here in dark to be his paramour?
For fear of that, I still will stay with thee;
And never from this palace of dim night
Depart again: here, here will I remain
With worms that are thy chamber-maids; O, here
Will I set up my everlasting rest,
And shake the yoke of inauspicious stars
From this world-wearied flesh.4


Again, almost every one of his sonnets exemplifies it.

Now you will not be surprised to hear that this quality finds remarkable and unique expression in visible Chinese verse. The elements of the overtones vibrate against the eye, and the frequent return of the same element into new combinations make[s] possible a choice of words in which the same tone interpenetrates and colors every plane of meaning. This is perhaps the most conspicuous poetic quality of Chinese poetry. The overtones of our phonetic words have but a faint sound in comparison.

Examples are strewn on every hand. To repeat one of the simplest— “the Sun rises in the East.” Here Sun, which already means “shining” enters in the most picturesque way into the character for East, shining entangled in the branches of a tree. There is something dazzling in the repetition, something like the concentrated rays that come from diamonds. Moreover, there is homology between the upright line of the rising, and the upright growing line of the tree. If we should add a horizon line across the roots of the tree, the sun would just take the place of the dot in the second character.

[image: Image]

In the Shi King, and in their ballad poetry, this harmony or color is got primitively as in our own ballads by repeating words, phrases, and even whole lines. But one of the most striking examples is a long line from Riso the great poem of Kutsugen.5 Such being the poetic nature of a Chinese sentence, we must now inquire concerning its embodiment in a line of verse. As we shall soon see, Chinese poetry is as fully possessed of the spirit of metre, as any other poetry. Metre implies repetition of a temporal unit, or measure; 3, 4, 5 units, or more being comprised into a single line of our verse. These units we call feet; and in our inflected languages, each foot is made up of several syllables, long and short, accented and unaccented, the division of the foot depending on where we shall place the small particles or the unaccented parts of polysyllables. Thus the iambic pentameter of our ordinary blank verse places the short syllable of every foot first, and the long syllable last. Here it is only unimportant words, particles, and inflection-syllables of verbs which fall on the short beat. Every important word and root has the long stress. This is seen if we pronounce only the long syllables, leaving a “rest” in the place of the others. It is quite understandable.

photo and example from Legge
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Now the Chinese, being an uninflected speech, and every word standing for an independent root, is quite in this position. There are practically no particles; all are verbs. And so it turns out that the character itself, even to the eye, constitutes a single foot; that is, all the characters make an even stress on the attention, one after the other. Thus a Chinese line of 3 characters corresponds to the stresses of our trimeter; of 4 characters to our tetrameter; of five characters to our pentameter; of 6 to our hexameter etc. The proof of this is that we can often make a literal translation into English, giving a measure of English sound to every character, in which measures the long stress is given to the root word that translates the characters, the small stress to particles, inflections, and unimportant parts of polysyllables. I give here examples of tetrameter and pentameter.

(His sense)
Of the delicious tastelessness of clear water he (the noble man) parallels the calm blue vision that comes from a deep pool under high banks. Light and free it floats like a boat that has not been made fast to anything—Try to put this in strong blank verse like Shakespeare’s


Example from S. Phillips—Marpessa.
“Th[image: Image]u m[image: Image]an/[image: Image]st wh[image: Image]t/ th[image: Image] s[image: Image]a/ h[image: Image]s striv’n/ t[image: Image] s[image: Image]y/ xx Th[image: Image]u [image: Image]rt/wh[image: Image]t [image: Image]ll/ th[image: Image] winds/ h[image: Image]ve [image: Image]t/ter[image: Image]d n[image: Image]t/8


It thus appears that Chinese metres, even to the eye, can be classified by number of feet or characters, exactly like ours. The only difference is that there is only one kind of foot in the Chinese language, the “visible monosyllable,” so to speak.

But the special interest of these single Chinese lines, and what gives their meter poetic character, is that each line makes up a single sentence, or at most clause. The very fact of the vagueness of connecting words, makes the Chinese sentence short and compact. It is thus possible, as we have seen, to make good sentences out of 3 characters. And such a form of poetry, a true trimeter, has been very rarely used, especially for solemn occasions.10 But the ordinary primitive Chinese metre, is, as it seems to be in most languages, the tetrameter. In early forms of this we seem to see a transition from the trimester by a pregnant ballad-like repetition of one of the three words. But the full force of the tetrameter is got by adding an adjective or a second verb, which virtually subordinates, in a single clause, a second idea to the first.
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virtuous man annihilates struggle

[image: Image]

Great potter distributes things9

The next stage was to add another syllable, often another adjective or verb which enriched the sentence, often allowing the relations of two clauses to be expressed in a single line. This Pentameter became a great favorite in Chinese, as it is with us. A great variety of syntax can be got into it. Still it remains practically true that generally each line is a complete clause. The hexameter, which is most easily translated into our alexandrine line came later but never came into much general use. The instinct for metre (each character corresponding to a note of a stringed instrument), leaped over to the 7 character lines or the union of 4 and 3. This gave great freedom of expression, and was the favorite line at the culminating period of the Tang Dynasty.

More irregular forms of verse used even longer singing lines, sometimes even to the extent of 13 characters; each line still composing a sentence. But this gives us an irregular swing, almost prose-like, like Walt Whitman’s verse. The highest number that was regularly used in successive lines combined into a stanza was 7. Such a line might itself be broken up into clauses, but never itself was less than a clause, though, as such, it might subordinate itself to the next line. But it never suspended or held over the sense at the end of a line. Thus it always remained in this respect like Marlowe’s blank verse as he first developed it in Tamburlaine. It is splendid, but the continual pause at the end of each line in time grows wearisome. It must be admitted that this criticism somewhat holds of Chinese poetry. Still it may be rejoined, that the genius of the Chinese so lends itself to condensation, that a greater variety of structure can come into a single line than in English. Expecting brevity, we are not off ended by repetition.

This also is like our ode metres. It has a strength and fullness of meaning, and a richness [of] wording that corresponds to prose


The next group to consider, is a succession of lines into a stanza. These naturally continue the thought of the subject, working it out as music works out a theme. In regular verse they are of a given length. But the tendency is to make 2 successive lines have a closer related meaning, so that they become something like a double line, or couplet. In later times this goes to the extreme of perfect parallelism in two succeeding lines. Now these groups of lines, one by one, or two by two, may go on repeating, as long as the thought lasts. To the oriental mind a poem should not be, and cannot be, speaking generally, long. The thought cannot last long, in perfect crystalline form. It will get muddy. Poetry is not mere thought, to spin on as long as thought can spin. It is music, and no element of thought, even an overtone, must intrude, which might disrupt the purity of the feeling.

As form became more developed, the tendency was for a long group of lines or couplets to break up into stanzas of four lines. In the strictest form these four lines were as closely related as the parts of a sonnet. The first line was called “introduction” and gave out the theme. The 2nd line was called reception, that is, making free with the theme or developing it. The 3rd was called “change,” and meant the introduction of a second but related theme. The 4th is called “combination” being an assertion of the two themes in unison.11 The rough parallelism of this to musical development in the sonata form is quite striking. Some such thought of thematic development, even if not so strict, is generally found in the later and freer poetry.

Such a stanza of 4 lines might constitute the whole poem, or such 4 line stanzas might follow one another to any extent in the same poem—as with us. But the complete form which strict rules prescribed was for two stanzas of this kind to complete the poem.12 Upon this scale the normal treatment of each part of the theme can be expanded to two lines, or a double clause thought. In this way, too, the 2nd theme with the combination seemed more detached, as does the closing sextette of our sonnet. Here, too, the old device of parallelism, found occasionally in earlier days, can be employed for each couplet. Such perfect balance of thoughts, in close analogy or contrast, constituted our added power in suggesting the hidden relations or sympathies of nature; and as used occasionally as a couplet embedded in matter of freer form, it is very striking. But its constant recurrence, as in the somewhat similarly balanced character of Pope’s verse and Johnson’s prose (it is also known in Chinese prose), brings on a feeling of formalism and monotony.

Such are the leading forms of Chinese line-grouping; but it must not be supposed that all these complicated rules belong to Chinese poetry of all times. Like all human forms, they have their own terms of evolution and of decay, and such formal structures as those spoken of above, lasted only for a moment. At the greatest period form was transcended, to this extent, that its spirit was followed, but not its letter, the genius of the poet alone determining what was appropriate to each inspired expression.

Up to this time, it will be noticed, I have spoken of Chinese poetry, as if it were entirely addressed to the eye; as if it had no phonetic element at all. This is, of course, not true. Not only must a Chinese spoken language have preceded the written; but the early poetry itself was written to be pronounced and sung to music. We have carefully omitted this side heretofore, because we wished to lay special stress upon the fact that, even if Chinese poetry had been a visible speech only, it would have possessed in a peculiar and striking way all the important qualities to make up poetry proper. Vividness, condensation, metaphor piercing plane after plane of meaning, harmony of the overtones in line metrical construction in variety, thematic development in successive lines and stanzas: all of these it has in a wonderful degree, merely on the plane of its visibility, as a poetry of thought and nature in visible symbols.

Now to all of this wealth of poetic adaptability we have to add a brief consideration of the corresponding qualities which, like other poetry, it possesses in virtue of its sound.

In China and Japan, as with us, “song” often means “poetry”—to compose and to sing are the same thing. Thus primitive Chinese rhythms are as much based upon rhythm of syllables, as upon rhythm of characters. And this comes about from the fact that Chinese words are monosyllabic. At each stroke of the plectrum across the strings of the lute, a stress was made, during which the voice uttered a syllable or word. When it became written down, this word took the form of a visible character.

No doubt, in early times, the sound was primary; and early balladry was crude, and simple, without many overtones, as in all languages. But as the characters became developed, and their wider uses and overtones became studied, poets, while not giving up singing altogether, composed directly with the visible character in their minds, and gradually poetry proper became differentiated from vocal music. Then it was that this wonderful choice of a rich figurative vocabulary threw around the diction of poetry a wider range of formal beauty than early European poetry could possess.

Looked at aesthetically, our own poetry can be thought of as made up of two planes or dimensions,—the elements of beauty that spring from the words regarded as thought, and the elements of beauty that spring from the words regarded as sounds. Now the Chinese has both of these; but in it, the first is bound up with still another formal element, namely, the elements of beauty that spring from the words regarded as visible. Thus, Chinese poetry can be regarded as having three dimensions; like painting, with its line, its dark and light, and its color.

The monosyllabic word stress of the Chinese spoken sound feels to the ear, while the character does to the eye, a true metrical foot. Thus five monosyllables come out to five whole feet. This gives solemnity and strength to the sound. There are no small words or particles to be slurred, as in English. Each is like the stroke of a bell. Thus, in translating, we can often follow measure for measure, and take our choice of translating a single word with a foot that shall be an iambic, an anapest, or dactyl.

In the following example, by using iambic, we get 4 alexandrines. But iambic is not well suited for hexameter, so let us try dactyl, and add rhyme.

But if Chinese poetry is also made up of sounds, What sounds are they? The sounds of Confucius’ day? the sound of the Yangtse valley? of 1000 years ago? or of Peking today? Having no alphabet or syllabary as an objective standard to which to anchor them, there has been nothing to restrain infinite drift of change, from time to time, and from place to place. The characters have held the thought, but nothing has held their sound. Local variations of pronunciation are even today so great, that provinces cannot understand each other. Who can say what sounds were used by the poets who wrote at Nanking, 1000 years ago? Thus the actual old music of word sounds has been largely lost; although the parallelism of these changes has tended to some extent to preserve the rhymes, even under the new forms of sound.

Omakitsu13


give an example of cherry peach blossom fallen at morning. Must get characters—this is in 6s-


But there is no reason to suppose that modern Mandarin pronunciation in the least preserves the old sounds as poets created them. On the contrary this barbarous and guttural dialect comes from Northern influences, Tartar and Mongol, and must be utterly unlike the original word music. To get something like the real sounds, we must go to their partial preservation in the Southern dialects, of Amoy and Canton, or better still to Corean, which for many hundred years has fixed the sounds by an alphabet; or to Japanese, where the Chinese words have been preserved unchanged since the 5th century.14

Peach crimson, also holds lodged rain
Willow green, also belts spring smoke.
Flowers fall, house servant/maid not-yet sweep
Nightingales larks cry, mountain guest yet still sleep slumber.
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The blooms of peach have lodged the dews in ruby urns.
The willows silhouette belts in the April mists.
To sweep the fallen flowers no house maid yet appears.
No voice of larks avails to raise this mountain guest.


The Japanese sounds of Chinese are most important since we know their history. The old method of sound, imported with early culture and Buddhism, goes back to the creative days of poetry in Southern China, the Japanese having held from early time close intercourse with the S. E. Provinces. Again in the 8th or 9th Century, the sounds of Northern China were introduced in a 2nd wave of culture. Fortunately both of these systems of sound have been preserved by the syllabary, for the former has persisted in Buddhist speech, the later as the official. We have then a key to measure the change of Chinese sounds, from the 5th C to the 9th—or at least from South to North.
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Crimson the snare of the peaches that catch the dews on the wing.
Verdant the face of the willows that bathe in winds of the spring.
Petals have fallen all night, but no dutiful maid is yet sweeping.
Larks have been up with the dawn, but the guest of the mtn. is sleeping.


But we have a still finer test of the relative accuracy of the oldest Japanese pronunciation of Chinese words, in its power, far geater than Mandarin, to transliterate the Indian and Sanskrit names that came into China, and chiefly Southern China in the 4th & 5th centuries. Pronounced in Japan today from Chinese characters, they are quite intelligible: pronounced in Mandarin, they are barbarous travesties. I will give several examples. (also Shingon)15

In the same false misleading way European Sinologists have gone on trying to identify modern Geographical names from modern Mandarin Chinese Sounds, when taking the Japanese sounds, there might be some chance of success.

Moreover, for the purposes of art, it can be said that the modern Mandarin syllable is about the most hopeless sound material for poetry that man ever invented. I believe this is one of the reasons why Europeans have shrunk from treating Chinese aesthetics and literature seriously. Proper names especially are almost unpronounceable. Greek names are delicious, Hymettus, Helicons, Dionysus, and we love to use them in our poetry, even when we don’t understand them, but to get seriously enthusiastic over Chanliang wang and Lung Ming is impossible. The use of Mandarin as a universal key for transliteration is forbidding and most unpoetical. And it was not really the sound of the original Chinese poetry at all. On the other hand, the Japanese sounds of the Chinese words i.e. our approximation to the original sounds, are far less guttural and unpoetical. Linguists may not like to try it, but it is an important attempt for students of poetry to try to read the music of Chinese verse, with Japanese vocabulary. This I have done, for the first time, in the following examples.16

I say, “for the first time,” for though the Japanese, have preserved in Buddhist and other learned diction, the actual sound of the Yangtse valley; they have never used those metrically in reading Chinese poetry. They have always had the habit of translating the thoughts of Chinese poetry into certain of their native polysyllabic words, and therefore it is literally true that no modern human ear for hundreds of years has heard Chinese poetry read even approximately as it sounded. The Chinese have not, because they have been using their barbarous Mandarin sounds. The Japanese have not, because they have read Japanese root words into them. Only now for the first time, when I have insisted on writing out under the characters, the monosyllabic words as preserved in Japanese Kana, and in reading them in the slow measured manner which takes one word for a foot, has a European heard modern human ear heard something like music in Chinese cadences.

To illustrate the poetical superiority of Japanese sounds over Mandarin, let me make a few comparisons.

From this time on, therefore, in reading the sounds of Chinese verse, I shall not apologize again for using the Japanese Sounds. To those who are familiar with the written Chinese, there will be little loss. And indeed, no one hearing either set of words alone, either Chin Mandarin or Japanese, without otherwise knowing the characters, could possibly understand the sense. It is of course to be premised that the Japanese is at the disadvantage of not presenting the “tones” of the original. Still even here, in some respects it has the advantage, as we shall see when we come to speak of tone.

That most conspicuous of all the ways in which sound enters, as musical beauty, into Chinese poetry is rhyme. This is very interesting, because most ancient poetries such as Greek, Latin and Japanese have generally not rhymed. But Chinese rhyme is essential to poetry from its first appearance. Even the verse of unequal meter, unlike Walt Whitman’s, is rhymed.

And another thing is to be said. The very poverty of Chinese sounds, through which 20,000 words have but a few hundred pronunciations, while it causes the remoteness of sound from sense, throwing the poetry of meaning from the sound to the form of the characters, on the other hand gives the abstract Chinese sounds a wealth of rhyming possibility such as no other race has ever enjoyed. It is possible for the same rhyme to go on repeating 10, 20, or 30 times. As a mere tour de force, a poem has been made with a rhyme repeated 200 times. But as a general thing, 6 or 8 times is about the number.

This, however, depends upon the form of the poem. If it is a short irregular poem, or a regular ode, the rhyme may go on as long as the poem lasts. In this case, it is generally on every other line, the odd lines being unrhymed.

But the later and freer poets often break the line in the middle of a poem. Rarely, however, do rhymes alternate, as with us.

Rhymes sometimes fall, too, in couplets. But in the strict form of stanza of which I have spoken, then the method of rhyme is also fixed, falling on the 1st, 2nd, + 4th lines, like a quatrain of Omar Khayyam. When the stanzas are more than one, the rhyme is generally changed from stanza to stanza.

Next, we ought properly to consider the peculiarity of tones, as applied to verse. To avoid the unintelligibility to the ear of many identical sounds, Chinese spoken dialects have fallen back on a method of differentiating these by final inflections of the voice. This is what makes the peaceful conversations of Chinese coolies on a street sound as if they were having a drunken brawl. Now in speech, the smallest number of tones recognized in dialects has been 4— The open or even tone, which holds its sound on a musical level. The rising tone, which sounds something like a interrogative inflection; the falling tone, which is something like our inflection of pleading or negative assumption, and the closed tone, when the vowel sound was finally shut off by a consonant ending.17 Now in poetry, the last three of these tend to be classed together, since they all modify the vowel sound. So that for poetry there are only two classes of tones, the modified and the unmodified—. It is like pure & impure, or liquid and solid. It is manifest, that the order of these tones in the syllables of a line will have much to do with their musical value. If many successive syllables were unmodified, it would be too weak—If many modified, it would be too rough. The right mixture gives strength and beauty together.

Now with 4th tone, the Japanese have far better preserved this poetic value than the modern Mandarin pronunciation. It has lost the final consonant, and only retained the shortened vowel. But in the old pronunciation the final consonant strengthened and lengthened the syllables, as it does with us. Thus our word “stand” would not be used on the unaccented beat of a measure because it could not pronounce all of the components in a short time. The vowel, however, is short, and if the final consonant was dropped, it would suddenly change technically from a long to a short syllable. That is the kind of change which Mandarin has produced in the 4th tone; and we could hardly understand the aesthetic value of the poetical laws of tone were it not for the example of the Japanese preservation of the 4th tone consonant, to show that the value of the modified syllable is a strong or rough value.

We can exhibit this perfected law of tone in later Chinese poetry by a diagram. If for every unmodified vowel sound, we chant the syllable ro, and for every modified, the syllable ketsu, we shall get some faint idea of the aesthetic reason which underlies this law.

Let us now pass from this sound formula to an actual example.18

We may see from such examples that this verbal music of Chinese words really goes a long way beyond these formal laws of mere tone. It retains something of every variety of subtle sound-feeling known to Western verse—alliteration, assonance, and the massing of consonants & vowel sounds.

How much this subtle play of word music enters into our own Western verse, the poet knows, rather than the philosopher. The latter fixes his interest on meaning chiefly. So Emerson could say of Poe, “O, you mean the jingle man!” But it is absurd to belittle this sound beauty in poetry, as to undervalue color beauty in painting. A philosopher may have great thoughts, but if he has no word or sound power, he is no poet.

Examples in English of consonant and vowel music from Joaquin Miller,19 and from East & West.20

Then give some fine examples in Chinese.

By summing up what I have said, we may now realize the full wealth of aesthetic material in Chinese Poetry. It has two kinds of beauty of form, i.e. 2 kinds of rhythm, symmetry, and harmony, one addressed to the eye, and one addressed to the ear; and these two blend together into a single complex rhythm, just as beautiful line and beautiful color do in painting; or music and verse in a Wagner opera. Besides this these, Chinese poetry possesses a conspicuous beauty in matter, in its retention of the original figurative material on which the advance of human thought is based. This beauty of matter blends in with the double beauty of form, interpenetrating the clear rhythms with flashing overtones of meaning. This combination of sound, visible form and thought is indeed in its variety of dimension much like the Western musical drama.

I have spoken of metaphor as striking a chord at once upon several planes of being. This beauty of matter in poetry belongs to all other languages in common with Chinese. But in the last there is an early recognition of parallelism between two of the chief planes of the world. So conspicuous, as to form a main feature of Chinese poetry, I mean the parallelism between the plane of man and the plane of nature. In Chinese as in Japanese idealism these are naturally the counterparts of the other. Thus each is used partly as a real metaphor to express the other. Each reflects itself into the other, as a mirror. Each is a new language for the other, man for nature, and nature for man. Each is the soul of the other. This is the root of the great early excellence of nature poetry and of nature painting in Chinese and in Japanese culture.

In Europe comparatively little of this has been possible. Man has been more conscious of, and has taken more pride in, his difference from nature, his superiority to it. Even the Greeks took nature chiefly as personified. There was comparatively little of the passionate love for her own wildest moods, which we find in Wordsworth and Keats. Throughout the middle ages Christian hysteria rather condemned nature, as man thought of wild nature as something awful and devilish. Even in the Renaissance, the social and the elegantly human monopolized most ideals. It was not until very recent times that the Europeans came to care for landscape for its own sake; and not till Burns, Wordsworth, & Keats in poetry, and Corot, Rousseau & Daubigny in painting,21 that the Western mind came to look frankly into the spontaneity of nature, as the origin and natural habitat of the human soul.

But in China, this idea is present almost from the beginning. The very philosophy of the Book of Changes, reinforced by Confucius, regards all nature as a harmony, nature and man, harmonious with each other because heaven works through both. In later days, as the wonderful mountain and river beauties of central and southern China became explored, while scholarly poets & painters, enforced its doctrines of harmony, by presenting these natural excellences as types of simple human beauty and spontaneity. Still later this language of nature became spiritual down to its minutest shades of expression. No form of shrub, or rock, or land, or motion of water could arise, which did not seem alive with individuality of character, and as such a clear key to the study of man. That why so much in Chinese poetry is figurative and allusive, why this is the very solid depth of its coloring. With us poetry tends to be dramatic, to exhibit directly struggle & sadness—with them it tends to be lyric, to show all that is sad and sweet with human individuality, by merging it into the form of natural harmonies.

We now come to the question how far have those who have provisionally attempted to render to us the poetic in Chinese poetry succeeded. It would appear that they have mostly violated every point of the poetics which we have mentioned in this lecture. They have generally contented themselves with the most analytic translations of every word and line. A narrow range of most ordinary English words has done duty for their vocabulary. They have used the verb is wherever they could. They have substituted adjectives for verbs wherever they could. They have thinned out the meaning of rich Chinese vocabularies, translating 30 words, each with its own shades of meaning, by a single unvaried English word. They have also thinned the meaning by the use of compounds, as if they were a single word. Or they have largely neglected the metaphorical beauty of the rapt Chinese meaning.

Again in form, they have concealed Chinese meter and versification by translating into the most school girly methods in English. Some say that their very purpose is to show that the Chinese language will well adapt itself to hymn tunes.22 Again they have avoided repetitions, which give the ballad form, and character color to the originals. Lastly they have penetrated but a short way into the deeper spiritual analogies of man & nature. There is little in their work to show that they even appreciate what is spiritual and artistic with most of western poetry. They have translated to an English public, rather preferring to make doggerel verse, which they think will be understandable and attractive to an indifferent public.

In short, in their renderings, they have destroyed almost everything that was poetic in it. No wonder the Europeans have heretofore deemed Chinese poetry childish. But that was not so in the 18th C. The Jesuits most highly prized Chinese poetry, particularly the Shi King, comparing it with Greek and even Hebrew. Bishop Percy, who revived the knowledge of English medieval balladry,23 also had his sympathies tuned to Chinese verse. He is one of the few minds in history who have seen the essential identity of the poetry in man of all ages. But the Jesuits & Bishop Percy it has been the custom of modern Sinologues to scoff at. The danger is whether Sinology may not become so opaque a science as to obscure its own end. After all it is the humanity of the Chinese which is our aim and end. Study of words is only a means to that end. I can only say that, with what I have learned from the Japanese and Chinese poetry, I have been overwhelmed with delight, and I have made some attempts to embody my delight in clothing these children of the Asiatic spirit with something not too incongruous of European dress. If I should haply succeed in waking an interest, which shall penetrate some of the obscurer crusts of scholarship, I may in spirit of many errors, not be undeserving of some praise.

[image: Image]

Make my apology more humble.

“The Chinese as a Poetic Time Art” seems too detached. Either it is wrong to place it here at all, or it should be expanded into the fuller theory of the sentence. Here it merely says weakly what the whole lecture says later. The fact seems to be that the long discussion of detached characters for 38 pages is too tiresome. The whole subject of Logic already half introduces the sentence. Also poetical value of metaphor, and fullness like nature, imply examples of sentences. Thirdly, parts of speech point to sentences. It may then, be well, to work in the sentence, from point to point of the discussion, without marking off “detached characters” from “sentence form.”

We can then pass over to “Specific Poetic Form” namely, “harmony of overtones” “lines” & “stanzas” p. 2-6.

From single root √ Pik—to prick, or cut
Pigment—ping-ere—paint—pint. (painted mark).
Peak = (a point) bicker (to peck) peck—peg
To pick, pike, picket, pique, pitch (to throw a dart)
From single root √ Pak. to fasten.
Pact (fr. to agree)—appease (bring to a peace)
Compact (fastened together) impinge (to fasten upon)
Page (L. pagina– a leaf—named from fastening papyrus strips)
Pageant (a stage made of leaf-planks fastened)
Pale- (a fixed stake or limit)
Palette (L. pala, a spade—a spade for fastening plants in earth.)
Pay (late Lat. To pacify i.e. to pay a debt)
Peace (a compact)
Peculate (L.peculium: private property)
Peculiar (related to pecunia = money)
Pecuniary (L. pecunia = property > pecus cattle >
Sansk. paçu= cattle, that wh. is fastened up
pole (a long stake)
propagate (to produce—to peg down—a layer in agriculture).


The subject of sound should be shortened

“Parallelism of nature & man” really points to so much more than is given here, that it might be omitted, i.e. transferred to the 2nd lecture. It deals too much with poetic matter. Clearer examples of good & bad translations should be given.

Some English Etymologies, from Skeat

Be = >√ bhu = to grow

Is = >√ as = to breathe

Not = Sansk. na-[√Nah - to be lost-perish]

I = Sansk. Agam [poss. √Ag -to drive-urge-]

from. allied to Far, Fare—√Par—to go, travel

and. related to Gr. Anti = to set over against.

Can > √ gan = to know.

Tragedy. “goat song” (because goats, as destroyers of vine, were sacrificed to Dionysus.) [?]

Comedy. Banquet-song

Moon = the measurer

Sun = that which begets or produces

Monkey (Madonna <Manna<Manicchio< monkey)

Poodle. (to waddle. LE puddig = thick - pudding.)

Transitive verbs from Shakespeare
Midsummer nights dream
including many often intransitive:


She lingers my desires,
Like to a step-dame, or a dowager,
Long withering out a young man’s revenue.


Four days will quickly steep themselves in nights;
Four nights will quickly dream away the time.


So doth the woodbine the sweet honey-suckle
Gently entwist; the female ivy so
Enrings the barky fingers of the elm.

  


Chinese and Japanese Traits

ERNEST FENOLLOSA
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I have repeatedly heard it said, and seen it written, that the Chinese race and civilization, compared with the Japanese, are of a decidedly inferior type. Unprogressive China is supposed to be ugly, prosaic, and degraded; mechanical in temperament, sordid and practical in aim. The art of Japan, especially, is thought to shine by contrast with that of her western neighbor. It is expressly asserted that the Chinese have never been a nation of artists, poets, and idealists.

This prejudice I believe to be unfounded. Although a lover of things Japanese, I can best show the grounds of my esteem, not by using China as a foil, but by acknowledging her as the classic source of inspiration. Whatever we admire most in the island race, be it the art, the gentle manners, the poetry, the unworldly ideal, — for all these the Japanese himself pays homage to his Chinese masters. Can it be that he knows less about the matter than our Western newspapers?

Our mistake is doubtless due to a pardonable ignorance of Asiatic history. We cannot truly exhibit the contributions of a great race to the cause of civilization by cutting, as it were, a cross-section through its organic structures. What value would attach to a comparative estimate of the Greek and Italian races drawn solely from a contrast of Florence with Constantinople in the fifteenth century? What more from a contrast of Tokio with Peking to-day? One is the home of a civilization of hoary age, with strength spent, struggle and crisis long since passed; the other, that of a youth in experience and temper, who has never till now been forced to grapple with the deepest social problems in a life-and-death struggle. Yet a comparative biography of these two racial lives would exhibit the closest affinities between them. From it we should discover that the specific types of far Eastern civilization have rested upon a common basis of constructive ideas; that the same moving principles which dominated the policy of successive Japanese eras, the same ideals which gave life and form to their myth, their poetry, and their art, had already created structures of similar nature, but on a far vaster scale, beyond the Yellow Sea. The continental art and literature and law, hot from the mortal struggle of China to objectify her highest ideals, were received and gaily worn as beautiful jewels, or wreathed anew into lovely garlands, by the more fortunate island mountaineers. To Chinese art and culture at their best in the Tang and Sung dynasties we must yield the palm for power, dignity, truth, and spiritual earnestness. No doubt there are an elusive subtlety and a buoyant geniality in the subsequent Japanese illuminations which have a distinct charm of their own. No doubt, too, in Japanese character there is something which reminds us strongly of the modern French or of the ancient Athenians. Nevertheless, on the whole, and in spite of temperament, it may be, we are forced to say that China has played the part of Greece for the whole Eastern world. Just as all that is classic and supreme in the inspiration of Western literature and art and philosophy comes down the ages to us from its creative centre at Athens, so all that is vital and classic in Oriental culture radiates from Loyang and Hangchow; and just as frankly as Rome borrowed her models from Greece, so did Japan borrow hers from China.

Having said something in vindication of the rightful claims of Chinese civilization, I wish now to consider a charge of directly opposite import, which is sometimes made by writers and travelers, for the most part English. The Japanese are accused of being the most fickle and changeable people in the world, unstable, weak in character, vacillating in policy, and are unfavorably compared with the Chinese, who are praised for their solid, reliable, and manly qualities. The prudent conservatism of China condemns the hasty radicalism of Japan. The proof of this moral superiority of the former is supposed to lie in the fact that foreign merchants in Japan have to employ Chinese cashiers.

Now, to appreciate the mistake involved in this estimate, we must again go back to national history. Levity and change on the one side, stolidity and conservatism on the other, are not inexplicable race characteristics. In China there was no blind love for the past, no universal hatred of change or of foreigners, previous to a comparatively recent date. There was as sharp a conscious struggle of the new with the old, as full a development of great individualities, innovating statesmen, constructive philosophers, inspired poets, and original artists, in the great Sung dynasty as at any period of European civilization. Her great seaports harbored large colonies of Arab merchants; Jewish synagogues flourished in the interior; she gladly learned science and the useful arts from the Venetians. Even more recently, in the days of her decadence, she thankfully made the Jesuit missionaries her teachers.

On the other hand, it is not true that the history of Japan is characterized by fickleness, blind change, and weak innovation. In unswerving allegiance to the single dynasty of her divinely descended Emperor she exhibits the oldest political institution in all history. Her regard for Buddhism never wavered from the seventh century to the sixteenth. She grasped firmly the ideals of the Sung dynasty nearly five hundred years ago, and has perpetuated them through an unbreakable tradition to our day in the aristocratic courts of the Tokugawa réme. How near the last two centuries of solid despotism came to making of Japan a copy of formalistic China may be seen to-day in a wide streak of stupid conservatism, of which, too, the foreign merchants complain. Both races, then, have exhibited on the scale of centuries, in grand alternation or in strange mixture, the opposite traits of individuality and formalism; and their peculiar temperaments and national tendencies to-day are only final resultants of vast movements of rise and fall, of hopeful ideal, mortal struggle, and temporary exhaustion.

What now do I mean by individuality? Surely not that sickly cast of thought, that morbid self-consciousness, which is sometimes spoken of as the feeling of personality. This has been necessarily absent from creative periods, whether in the East or in the West. I mean by individuality, not the self of which we think, but the self by which we do. It is the power to produce freshly from within, to react and adapt under rapid change of environment. It transcends institution, custom, love of approbation, fear of disapproval, all slowly acting forces of sheer mass. It is spontaneous origination, the salt of social life, the last hope of a race.

The problem, therefore, of each successive Oriental dynasty has been how to preserve all its inherited ideals, whether of patriarchal socialism, of Confucian statics, or of Buddhist discipline, by bringing to their support a renewed measure of individuality before success and organization should become so complete as to establish tyrannical rules. This could be done only when the stimulus of prolonged local warfare, or the shock of foreign contact, or the incidence of new constructive philosophies and religious gave a decided change to the conditions of the problem. Only three times in the course of three thousand years of Chinese history did these favorable conditions recur. On the third occasion, eleven centuries after Christ, the statesmen, scholars, poets, artists, priests, and philosophers of the great Sung dynasty waged a final and stupendous struggle with the hosts of formalism, and created the culminating glories of China’s most individualistic illumination in an attempt to fuse together the three great religious of Taoism, Confucianism, and Buddhism. The downfall of this last movement, under the Mongol conquest, was the death-knell of Chinese individuality. All subsequent efforts to revive it were too weak and scattered. In the absence of new constructive matter, babbling Confucians of the narrowest commentating school have monopolized power and education for the last five hundred years, and have covered the glow of native genius with such a crust of literary formalism that intelligence has become stunted and government itself petrified.

But in Japan, in the course of the comparatively brief thirteen hundred years of its civilization, the disruptive forces and the renewed attack have recurred at five separate times, the last of which was as recent as the second half of the eighteenth century. It is not necessary for me here more specifically to characterize these five well-defined epochs in Japanese culture. It is enough for us to know that their rapid succession was caused either by the local independence and conflict of numerous feudal centres, or by the perpetual impact of foreign theories and religions. A happy rotation of cultures has prevented the Japanese mental soil from becoming exhausted; though it must not be inferred from this, as is frequently asserted, that the Japanese have been only borrowers and copyists. If this were true, if there had been no fresh individuality waiting to apprehend and restate the problem for its insular uses, no mere change of atmosphere would have galvanized into life a culture. The Japanese would have passed from idol to idol with the unintelligent submission of savages, and with a benumbing indifference to principles. But in fact Japan has ever and anon renewed her youth; and to-day one can warm himself at her living fires, kindled from those which grew cold in almost forgotten Chinese dynasties.

Here, then, is the key to the contrast. In China the outbursts of creative effort grew fainter and fainter, until they finally ceased; but in Japan they followed one another with such rapidity that individuality came to ingrain itself into the people as a race characteristic. So strong had this become that it was only half chilled and checked by two hundred and fifty years of the Tokugawa despotism, which it finally overthrew. Slowly and insidiously, during the last few centuries, China has sunk into the night of unthinking like a huge animal in a quicksand, just as the Greek intelligence sank under the formalism of the Byzantine Empire. But the underlying fact which explains the contradictory elements in the Japanese character of to-day is this: that the old free shoots of individuality, never quite cut away, are sturdily working themselves up through the thin lava crusts of the last two centuries.

We are now in a position to estimate truly the relative values of these resultant traits. It is the extreme of short-sightedness to ascribe the recent changes of the Japanese to a fickleness of disposition and a lightness or weakness of character, as if they were mere children seeking some new toy for momentary amusement; and equally short-sighted to overpraise the solid or stolid traits of Chinese persistence and uniformity, as if they were grand, conscientious, and constructive moral qualities. That the mutual trust which comes from reliableness is an essential factor of our strong Western civilizations is doubtless true; and it is natural that it should be especially Englishmen, with their dogged tenacity of purpose and their lack of sympathy with alien institutions, who should most esteem this “staying” quality of the Chinese. By it, no doubt, they are better fitted to become successful business men. But, from a point of view beyond that of the foreigner who would use them as his tools, the incidence in advantage from national temper is on the other side. It is not blind, useless change that the Japanese is prone to, but the free facility to construct and reconstruct under the necessarily ever-changing environment. The very scientific idea of life is perpetual power of readaptation; and the highest life is reached when this readaptation implies a synthesis of all the organs and faculties through a free presiding intelligence. Failure to change, through the increasing inertia of the constitution, is the beginning of death, and the mere monotonous repetition of a single function is the nature of an automaton.

The success of Japan in taking up and solving the unprecedented, difficult, and sudden problems of the last thirty years certainly exhibits one of the most extraordinary feats of individuality on record. She is now actually putting into operation a new constitution, granted by the free act of her sovereign, in which his absolute power and prerogative become defined in relation to the other political forces of the nation. Imagine the boldest and most intellectual of the Chinese dreaming even for a second of accomplishing such a feat! The relative immobility of the atoms of the Celestial Empire renders all projects of reform well-nigh utopian. But variability, being the very raw metal out of which civilizations are stamped, is Japan’s greatest strength. I go further, and say that it is a national strength in this sense unique in the whole recorded history of man. It lies in this: Japan is privileged to change so rapidly that she is able to pass through every phase of a problem in practical experience within the lifetime of a single individual. This unique circumstance conserves all the experience of the pre-revolutionary era as a basis for intelligent reconstruction at its end. The very samurai, who knew the old Tokugawa system of ideas and government, witnessed the alarming shock of foreign impact; rushed forward to seize the treasures of Western example lavishly offered; studied face to face the inner significance of European principles of organization; felt the throbs of his own national life, which refused to accept a manufactured civilization, and insisted that native ideals, necessities, and precedents should be taken into account; turned his attention back again to the national and Asiatic point of view, and studied with foreign eyes his own past life and institutions. This person is now the pilot at the helm, who brings the wealth of his cycle of experiences to solve the conscious problems of self-evolutionary reconstruction. In almost every other historical case of a return to ideas swept away by national convulsions, several generations have elapsed, and the consciousness of the past has had coldly to be reproduced by scholars from written documents. Few men can do more than see and state one side of a question strongly. The Japanese statesman has the perplexity, but the unspeakably valuable opportunity, of seeing all sides of all questions. Let us then pardon the pent-up individuality of these Japanese, if at the first moment of relief it carried them to the extreme of extravagant change. It was like the fizzing of a champagne bottle which has just forced out its own cork. But, because it fizzed, did it follow that there was bad wine within? Or, on the other hand, because Chinese customs were apparently strong as steel, did it follow that China could hammer out for herself a newly armored ship of state? Can a machine clean, oil, and reconstruct itself? The Chinese may be splendid material in the hands of foreigners; but is it strength to have little or no power of self-determination toward rational ends? Is it not nobler to be a free, self-controlling Japanese, bravely meeting the unheard-of responsibilities which his deliberate act brings upon him, even though he be recalcitrant and unusable material in the hands of his neighbors? So it is that the very weakness of Japan is her strength, and the very strength of China is her weakness.

One more question concerning present Oriental traits remains for me to answer. If it really be that the strength of Japan to-day consists in her having preserved with freshness and vigor the essence of the old Asiatic and lost Chinese ideals, how comes it that she is so willing to masquerade in the custom and costume of antipodal Western races? Does not her very tergiversation prove the inferiority of the Chinese standard to that not of Europe alone, but of Japan also? Is not Professor Chamberlain correct when he says that the Japanese very much resent any praise of their finer and more delicate tastes and faculties, and that they are ready to throw these to the winds for a tithe of the wealth and the physical and mechanical vigor which endow England with her supremacy?

Doubtless there are such Japanese as this; the more shame to them! But I believe that I echo the opinion of the majority of the young educated Japanese of to-day when I say that Professor Chamberlain’s mistake is most unfortunate, if not offensive. His covert sneer at those who, like Sir Edwin Arnold, have rendered the Japanese praise is a shaft not aimed in the interests of truth. How then shall I explain the double fact of their earnest adoption of Western practices, and their apparent indifference to Western appreciation of their earlier traits? In this way: first, because Western appreciation of these traits has been hitherto, for the most part, insufferably superficial. We have mistaken the monstrous and the fantastic for the genuine Japanese. We have praised the trivialities of their lightest fancy and the patient skill of their touch rather than their earnestness and their faith, the bold passion of their individuality. We have failed to see the depth of the great social issues which they have at stake. We have travestied in every way the inner harmony of their souls.

But, in the second place, though of more importance, I know that the readiness of the Japanese to undergo their present Western discipline by no means arises from love for the English type of civilization, but is a deliberate sacrifice, a momentary necessity of developing wealth and military strength, in order to preserve their national independence. This was the policy of all the great liberals who inaugurated the present era. Japan’s position in the East, in close proximity to China, Corea, Russia, and England (at Hong-Kong), is extremely precarious. In the event of a war between any two of these nations, she would find it almost impossible to maintain her neutrality. She wants iron ships, and big battalions, and bags of dollars, to hold an even position in any one of these balances. If, in a terrible emergency, she lose the power of self-determination, what will her artistic instincts, or polite amenities, or peaceful harmonic ideals of civilization avail her? Therefore she is willing to make every sacrifice, even to the throwing away for a time of her very ideals and choicest qualities, in order in the end to restore and conserve them. No doubt, of recent years, many leading Japanese have come to perceive that the sacrifice is too great, both because the necessity is not so urgent as supposed, and because the experiment is socially too dangerous. This is shown by the popular opposition to proposed treaties and codes of law, which would probably have strengthened Japan for the moment, but, as was believed, eventually at too high a price.

Moreover, there are many Japanese and not a few foreigners who think now that it will never be possible for Japan to develop herself into a great manufacturing nation like England. The temperament, the training, and the necessary materials are, for the most part, lacking. We can pardon the Japanese their quixotic desire to commit intellectual hara-kiri rather than be beheaded by the enemy; but that it will be hara-kiri, and not any very great strengthening along material lines, seems more and more clear. For the far-seeing are now beginning to recognize that, even in industrial lines, the greatest hope of Japan lies in her very genial and artistic temperament. It is along the way of the development of her indigenous art-industries that she has the greatest natural advantages over competing peoples. In her capacity to design she has stored away an enormous capital, which even the disastrous introduction of a bastard foreign system of pencil-drawing in her public schools has not wholly exhausted. It may be that, at some distant day, China will develop into a fully armed colossus which shall draw the attention of European coalitions to strategic centres far to the east of the Dardanelles and the Neva; but it is much more possible for the perfected arts of Japan, deriving inspiration from carefully nurtured refinement, unworldly ideal, and creative individuality, peacefully to invade the willing marts of the West with her laden “treasure ship of good fortune,” and conquer the world by the sword of the spirit.

Thus, I believe that, theoretically and practically, it will be best for Japan to hold fast to her own ideals of Asiatic tradition. It is a solemn service which she owes to humanity. She is the last custodian of the sacred fire. She alone has the unspeakable advantage of seeing through the materialistic shams with which Western civilizations delude themselves, while she appropriates their sounder materials to rekindle her flame. In bringing to pass the fusion of Eastern and Western types which, two thousand years after Alexander the Great carried the borders of Greece to India, becomes for a second time possible, and which shall create in both hemispheres a far more rounded civilization than either has ever known, Japan has the inestimable privilege of becoming our most alert pioneer. Through her temperament, her individuality, her deeper insight into the secrets of the East, her ready divining of the powers of the West, and, more than all, through the fact that hers, the spiritual factor of the problem, must hold the master key to its solution, it may be decreed in the secret council chambers of Destiny that on her shores shall be first created that new latter-day type of civilized man which shall prevail throughout the world for the next thousand years.
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I. Western Ignorance of the Ultimate Issue.

The character and meaning of the far, alien world we call the East have merely pricked the curiosity of stray scholars, or spurred the ambition of a few adventurous merchants. Most of us read of British diplomacy at Peking with a vague curiosity, as an echo from another planet rather than as the crisis of modern history. Of those who have lived in the very theatre of the East, few were able to discern the plot of the unfolding drama, or attempt to warn their countrymen with pen and speech. The prophet is yet heard sneeringly who claims in Chinese culture vital import for all that our common civilization holds dear.

In England this apathy has gone to the point of paralyzing Anglo-Saxon will. Able to interpret words, not men, writers published the narrowness of their own souls in such misstatements as that “there is no vital human interest in Chinese and Japanese history, literature, biography, thought, and morals” nothing that the West as not already worked out to better purpose; no new light thrown upon the supreme subject—man. And yet, under the blind eyes of these authorities, the most wonderful experiments in practical sociology were testing a unique flexibility of faculty, and a race’s devotion that could be explained only from the concentration into character of its ancient ideals. Where should we study ideals but in the hearts of living men, and not in the dessicated imagination of mere linguists? And those who, like the author, have known Eastern peoples for years, face to face, in their home life, their inmost aspiration, know that the history and literature of these races are alive today as a working force, aglow with a romantic interest and an illumination of humanity that almost rival the records of ancient Greece.

But further danger has been lent to popular ignorance by the endorsement of certain English and American editors, whose judgment a streak of jealous scepticism seems to sour whenever they touch the cosmopolitan values of Eastern races. Of Japan, especially, they declare that the recent progress is a farce, a veneer over barbarism; that her people are liars, conceited, cruel, hungry to “wipe out” foreigners, and even to sweep Europe with a “yellow inundation” that there is no family feeling among the Japanese, no sweet home life, no true patriotism, but a blind, habitual, animal loyalty; no word for “love” in their language, no chastity among their women, and nothing original in their thought and culture. Such cruel slanders have again and again disgraced the pages of papers like the Spectator and the Athenaeum, the latter of which goes on grossly to assure us that the Japanese takes no true delight in the peculiar beauties of his landscape. Such slanders palsied Lord Salisbury’s hand after the Shimonoseki treaty, and again when Germany and Russia tricked him into sharing their partition of North China. Errors are crimes when they contribute to their country’s downfall.

But the last year has witnessed an expected awakening on both sides of the Atlantic. The forcing together of the two halves of our race by the Spanish war, and the unfolding, if only for a glimpse, of a common, unheard-of destiny in the East, are like the very voice of Time suddenly made audible. Such changes come quickly, when the world is ready to reveal its vast, silent preparations. It is no accident, but an inevitable silting of currents as wide as the seven seas. The “balance of power” in Europe, so firm, that it paralyzed her boasted humanity amid Armenian massacres and Turkish triumphs, has split its little Continental shell, and dispersed over the world wild forces, like so many liberated gases, battling along lines of least resistance in Africa and central Asia, until they concentrate their whirling, angry masses over the focus of the China Sea. It is a drama more sudden and mighty than the Macedonian’s transport of Greece to India. And if that former contact of East and West resulted in a union of cultures, from which sprang modern Europe, so must this latter-day meeting issue in a world-wide fusion, from which shall arise a broader manhood.

But if our young consciousness is at last to appropriate the East, we cannot have the foundation of our responsibility laid too deep. The crisis is too grave to be led by selfish ambition. It must be no conquest, but a fusion. We are not to court Japan for the number of her battleships, nor weigh China by the tonnage of her imports; rather to challenge the East soul to soul, as if in the sudden meeting of two brothers parted since childhood. It is primarily a test of ourselves, whether we are capable of expanding local Western sympathy and culture to the area of humanity. As clan-feeling merged into race-life, and this into Christian empire; as the discovery of America and India lifted feudal Europe to the enthusiasm of world-adventure, universalizing the keen mind of Elizabethan England, until it became the mirror of all humanity in Shakespeare—so to-day must we prove the absolute value of Western thought and institutions by their flexibility, by breaking through their selfish nationalism, dropping all mean sense of strangeness and jealousy, and exhibiting a sympathy that shall thrill to amalgamate with everything human, aspiring and constructive in that wonderful Eastern world. We cannot shirk the responsibility if we would. Whether we like it or not, our lot is thrown with it, for good or ill, from now on, and to all time. The test is mutual. It is not merely that the West shall from its own point of view tolerate the East, nor the East the West; not even that the West shall try to understand the East from the Eastern point of view—but that both, planting their faith in the divine destinies of man, shall with co-operation aim at a new world-type, rich in those million possibilities of thought and achievement that exclusion blindly stifles.

For this fusion is to be not only worldwide, but final. The future historian will look back upon our crisis as unique, the most breathless in human annals. Heretofore race unions have existed for limited areas only—composite cultures whose defects and abuses outlying types might eventually rectify. Rome was regenerated by Teutonic character, and Hun tyranny by Tartar freedom. But today each of the pledged factors absorbs the power and hope of a hemisphere. The Western type of culture is marked, scarred, cast into a hard mould for all Aryan peoples; the Eastern is full, over-ripe, despairing of new expression in its worn-out words. Each has exhausted the separate fruitage of its seeds. If the union fail now, the defect must be consanguineous to the end; for there is no new blood, no outlying culture-germ for subsequent infusion. Such as we make it now, it must remain till the end. This is man’s final experiment.

It follows that every available element now carelessly discarded will be an eternal loss. It is this fact that makes the immediate study and preservation of the East so important. Providentially has this double factorial wealth been guarded by the ages for a coming fusion. For it is to be no one-sided household, this world-marriage, whose troth was plighted two thousand years ago. And though bride and groom look strangely at each other, it is only by a free and equal contribution of their several talents that they can meet the responsibility of all time.

II. The Progress of the Fusion since the Opening of Japan.

It was knowledge of this issue that made residence in Japan between 1880 and 1890 of such romantic interest. In her struggle with herself one saw an advance phase of the fusion worked out under the eye. While Western journals appraised her solely for her blind copying, the crisis of her history was the effort to preserve her own ideals. By 1887, when the copying had culminated in the importation of Paris milliners, a revolution was at hand. The West, mistaking this intelligent attempt at self-development, led by graduates of Western universities, cried out, “A conservative reaction!” Yet it was no new thing. Japan’s yielding to Commodore Perry was no miraculous conversion to Western taste, but the conviction that fire must be fought with fire. The very youth who rushed feverishly to Europe studied ship-building and cannon-foundry to hold off the intruders. It was not to revive Tokugawa anachronisms, but to block equally antiquated Western formalism. And though, for a moment, the radicals did their best to ape our defects, the Japanese patriots of 1850, 1890, and to-day, have seen clearly their unique mission to preserve the Asiatic best, and combine it with the European in a new composite type worthy of becoming a model for the world.

But the chief obstacle to Japan’s playing her destined part was the West’s misconception of her attitude toward China. Our journals proclaimed deadly rivalry between the two powers, Japan’s ambition, lust for Corean conquest, and deliberate expansion of army and navy to crush the older empire. We credited her with vulgar ambition only. This was a radical error. Her desire from the first was for friendship and alliance. It was her government’s stern resistance to the “Jingo” party—who wanted Corea in 1873—that brought on the Satsuma rebellion of 1877. In 1879 General Grant gave both China and Japan the advice embodied in his famous Nikko conferences. I was then living at Nikko, and had the privilege of conversing with him on the subject. He frankly asserted that the East was the theatre of coming events, in which the only barrier to European spoliation would be the union of the two nations. From this policy I have personal knowledge that Japan has never swerved. On two occasions, when Chinese pride had pushed her to the brink of war, Count Ito1 by personal persuasion averted the issue. And at home, be it remembered, the so-called “conservative reaction” was eagerly reviving the study of Chinese history and literature.

But the mistake of the West in this matter was nothing to the fatality of China’s. In spite of General Grant, she would not believe in Japan’s disinterestedness, nor in her denial of apostasy. The efforts of Li2 were ultimately fruitless, the cabal at Peking resisting all reform that might expose their own corruption; and, after twenty-five years of forbearance, Japan had no alternative but to bring her big bullying brother to his senses. She fought the war solely to win China over to her conservative policy. This can be proved from every genuine record.

When the first terms of peace gave Japan the right to regenerate China, I clapped my hands and cried, “This is the greatest news of the century!” Then came that threat of European coalition, which justified Japan’s worst fears. Then was revealed that Germany and Russia had already planned spoliation as a block to Japanese reform, and that the exposure of China’s weakness had but forced their hand. Oh, then, if England had but known the truth! But the spitefulness and jealousy of her merchants and journals denounced Japan as a robber, watched apathetically the real robbers throttle her one available ally, and helped them deceive their victim by encouraging her corruption and backing her stubborn insanity, while they boasted to Europe of themselves as the champions of Christian culture, and vilified Japan as the savage leader of a “yellow terror.” How England could have been fooled by such supreme hypocrisy is beyond belief. It was the opportunity of her career. A word from her would have spurred the indignant Japanese to resistance and China to reform. We awaited it breathlessly, but in vain. No! The Spectator looked “in alarm at an alliance with a ‘heathen nation.’ ” Error and prejudice paralyzed Anglo-Saxon will at the supreme crisis.

In 1896 I wrote: “Let us wake up before too late to the fact that little Japan is arming herself to stand, like the Greeks at Thermopylae, as champions, against barbarians, of the widest human interests. The supreme problem of preserving Eastern factors for our world’s future type has become, for the moment, a struggle of military forces. If China has already given Russia pledges that virtually undermine her, the last hope is England. She cannot afford to see Japan worsted in a contest that will make the North Pacific a Russian lake. The very gates of India would tremble. It would be the self-abdication of the Anglo-Saxon race. For if there be a threat to civilization, it is from the Muscovite. If, backed by France, we give him the utter prestige and wealth of Oriental expansion, then indeed may we see such an invasion of the West by Russian-led Asiatic hordes as there will be no Martel to repulse.3 The balance turns now with the British navy. Its junction with the Japanese can face any coalition of Russia’s European dupes. It will expose a gigantic ‘bluff.’ It will give England eternal supremacy in the East, the privilege of sharing with Japan the reorganization of the oldest, the richest, and in some respects, the most human empire of the world.”

Thus writing and lecturing, I started again for Japan. In passing from Suez to Singapore it was most interesting to collect the opinions of every Englishman I could interrogate. Army officers in Cairo, or bound for Bombay, were unanimous in asserting that the moment’s opportunity was a Japanese alliance. “We will send her our ships,” cried Colonel Martin, “and welcome one hundred thousand of her soldiers as brothers in India!” “It is the sole salvation of England against Russia!” echoed a chorus of bronzed majors. But as we neared Hong-kong, and rallied civilians and tea merchants, the tune changed gradually to the old deadly treaty port whine. It was all—“Poor China!” “That cocky little bloodthirsty Japan!” In Nagasaki, Yokohama, and Tokio even, I found the same blatant ignorance, the very English residents, whose future lay with Japan’s success, siding with China.

A rapid investigation revealed where the shoe pinched. There was a new factor in the problem, namely, an extraordinary advance in Japanese industry and commerce. The land I revisited had become a new world. Where, before, poverty was grinding the farmer, green moss disintegrating the mouldering warehouses, and the apathetic populace content with Tokugawa conveniences, now two hundred great chimneys made the new manufacturing centre of Osaka look like Pittsburg, railroads checkered the provinces, wages had risen, and the people were everywhere adopting a higher standard of living. It would seem as if such expansion must interest the alien resident; but, in fact, it destroyed some of his old and fortunate privileges. Japanese agents now bought directly in Western markets, new treaties were to do away with extra-territoriality, and the prestige of the foreign merchant as the haughty master of a superior and disdainful race was at an end.

It was clear that a new and powerful factor had entered into the Eastern problem, namely, the industrial. There was more than a diplomatic storm centre at the scene of the Chinese war. It was the rise of Eastern manufacturers and commerce to world importance. In respect of these, at least, China was following in Japan’s footsteps. Cotton-factories were rising, like mushrooms, at the mouth of the Yang-tse, Shanghai was already a metropolis, and the opening up of a fabulous interior trembled in the balance of negotiations. The supreme truth that China’s wealth would form the core of the world’s coming commerce, and that its controller would control that world, had dawned upon Germany, Russia, and Japan, but left England napping in self-content with outgrown methods. The fusion was not to be postponed to a coming century, but fought out in the immediate struggle for China’s markets.

Such was the situation up to the close of 1897. While the London Times flattered itself with ten years of reprieve, for Russia to build her transcontinental railway, the latter moved to the attack in swift secrecy. Germany, squeezed between France and Russia, and repelled by England’s impotent coldness, had no choice but to join the conspirators. In vain did patriots and specialists like Colquhoun thunder their warnings after the “mailed-fist” episode; while secretaries ran about wondering if Russia’s seizure of Port Arthur were a counterstroke to Germany’s of Kiao-Chau.4 He exposed the triple alliance to dismember China, denounced the meanness and folly of leaving Japan to fight England’s battles, and laid the breakdown of her diplomacy, as in 1895, to her fatal ignorance and ineptitude. Even our own conservative Nation ventured this in January: “The British naval force in the Eastern seas is so much greater than that of any other power, especially if supported by Japan, that a determined man at the Foreign Office can really do whatever he pleases.” But the man was not there.

Then came the bitter fiasco of March, whose imbecility England will regret long after she has forgotten the idiocy of George III. Russia had issued her Port Arthur ultimatum, demanding reply by the 17th. On the 11th London merchants were rubbing their eyes and memorializing the government. China, in her last agony, appealed to Lord Salisbury. Japan awaited the decisive word. It would have baffled Russia’s game once and forever. But Salisbury was content to beg guarantee that England might share in Port Arthur’s commerce! And this when St. Petersburg was undermining Peking! On the 17th China yielded; and on the 19th came England’s protest, but too late! So the “crime of a century” was committed. No subsequent concessions England has wrested can atone for the error. They are but joining the Russo-German game of grab. In thus playing Russia’s hand against Japan, England violated the hope of civilization, and the sacred trust of maintaining her share in it.

Through those anxious and fatal days how we Americans in Japan deprecated the traditional policy of our own free land that held her aloof from all foreign responsibilities, when the cause of civilization, and of freedom itself, was jeoparded by England’s cowardice! How dared we hide behind a selfish fear of European entanglement, while the world was ranging her power in hostile ranks to battle for her ultimate issue? Here was a planet’s domination to be shared, a neighbor of four hundred millions to regenerate, a commerce to be wiped out or fought for that had grown fifty per cent in a single year! Yet, as England was tearing her hair over a few naked Africans, so we had just enough philanthropy to weep for a handful of starving Cubans. It was a strange sight, these two little innocent Anglo-Saxon babes, smiling in the cradle of their virtue, at the robbery of a world!

Who could have foreseen the sudden revolution that has dazed ourselves in dazing Europe—the old bitter dislike between Anglo-Saxon brethren melted as wax, and the distrust of both for Oriental faith shattered like the “veneer” we thought it? Our strange war with Spain was a trumpet blast in our ears. It reawakened our ideality. It reveals the ungenerous mistake of “anti-imperialists,” that our responsibility can possibly end with ourselves. To relinquish the Philippines on pain of “land-grabbing” is like refusing to disarm a ruffian for fear he may accuse us of stealing his knife. The entrance of America into the issue is a glorious pledge of its success.

III. The Factors of the Immediate Fusion.

Such is the problem and its recent history. Let us look at its present chances for solution. The pivot on which they turn is Japan. Her calm independence is phenomenal. She awaits England’s decision with a half distrust, that the latter’s credulity, unfortunately, warrants. To-day she is willing to join an Anglo-Saxon alliance. Her journals politely advise us to retain the Philippines. But they hint, also, that the weak vacillation of our race may try her patience too long. Meanwhile she goes on promulgating new treaties, codes, and tariffs, preparing to enter on terms of equality the status of her possible allies. She is reforming her system of education, and straining every term of the treaties to accommodate the introduction of foreign capital. It is utterly impossible in the future that she should swerve into an uncosmopolitan course. On the other hand, her responsibility to mediate in China’s coming enlightenment has led to new and more hopeful zeal. Perhaps it was well that Japan could not essay to be China’s savior while her armies were at the gates of the Gulf {of Bohai}. Her subsequent campaign has been one of peaceful persuasion. Her representatives at Peking are selected for their sympathy with the mother civilization. Japanese journalists, merchants, and savants have penetrated every explorable nook from the borders of Thibet to Tongking, and today their greatest veteran statesman, Marquis Ito, temporarily relieved of his premiership, departs on a semi-private mission to China, where his life-long sympathy, his friendship with Li Hung-chang, and his representation of people ready to shed the last drop of their blood for Chinese independence, will work marvels of mutual understanding.

But the key to the situation is that China has already waked. The rash coups of Germany and Russia have rudely shaken her into her senses. She sees now that Japan was right and sincere. Her revolution is coming as rapidly as did the former’s forty years ago. She is authorizing railroads and other capitalization all over her dominions; reorganizing army and navy; changing, by practical standards, the very key of her intellect, her vast system of education that culminates in the civil-service examinations; and, most wonderful of all, remodelling her court etiquette, in its seclusion and its treatment of foreign representatives. Such reforms are coincident with the waning influence of that coterie of selfish mandarins who have intrigued with Russia. The mass of the people is rising in intelligent clamor against the old deadly abuses. But the most striking feature of this movement is China’s recognition of Japan’s right and ability to lead it. As we predicted years ago, the gallant islanders are the only possible mediators between Asiatic thought and the thought of the West. It is not to despoil Chinese ideals that Japan comes and is welcomed, but to strengthen them. To-day China is buying up large numbers of Japanese text-books and translations of European literature, employing Japanese in many of her offices, and sending one hundred and fifty selected students not to Europe, but to the care of the Tokio government for education in Japanese universities. What this means to the world is incalculable. It introduces a fourth phase of the long-predicted fusion. Let no foreign ambition, however generous, reckon without this accomplished union between the two great Oriental races. It gives the East an independent policy and sphere of action. In either of the three phases of the fusion—diplomatic, industrial, and spiritual—it guarantees that it shall be fusion, and not conquest. As for the first, this Eastern union may not be strong enough to fight either Russia or England, but it will be the better able to dictate equal terms to whichever may claim its eventual alliance. Unquestionably it prefers the Anglo-Saxon, whose policy is the guarantee of political integrity and of industrial freedom. But if it be forced to throw in its lot with Russia, or the one strong power of the world willing to fight for her claim, it may hope yet to save something Oriental from ruthless destruction. From the point of view of Anglo-Saxon interest, too, this union is most significant. So long as China and Japan were misconceived to be enemies, there was small chance to do aught but thunder from battle-ships. But now the Japanese alliance means Chinese friendship also, and is an indispensable condition thereto. The fruit hangs ripe, ready to fall into our hands, if we have the “nerve” to seize it. One joint word from England and America can wipe out the mortal mistake of Kiao-Chau and Port Arthur by a forceful restitution of these and other booty to China. Doubtless it would mean a thorough reorganization of China’s government and defences under Anglo-Saxon and Japanese supervision; but who could wish for a more generous opportunity for supreme influence in the greatest cause of history?

As for the second phase of the fusion, the industrial, the outlook is still more dazzling. Do what it will, the Oriental alliance cannot supply the needed capital, nor can it afford to mortgage its future to a diplomatic enemy. On the other hand, when the very thing the West fights for is markets, how futile to exploit barren continents when the empire of the world but waits a magic word to produce splendors of which Rome never dreamed! Wealth is the key to world control; and while England looks sleepily for an indefinite continuation of Chinese trade as a “fair” item in her teeming ledgers, Russia grabs for that golden key where it is really hidden—in the capitalization of Chinese industry. Let not timid English and American monopolists shrink from the prospect of rivalry in Chinese manufactures. Whether we like them or not, there is no possibility of suppressing them. The sole problem is whether the Russian or the Anglo-Saxon shall own them. The fact to face is that, in China’s resources of raw materials, metallic wealth, fuel, water transportation, and a solid averdupois in labor that overweights the combined world, Great Britain and the United States will be outclassed. Would Manchester and Philadelphia rather brave Russian competition than control with their own capital that imperial realm to be had for the asking? If so, the Anglo-Saxon deserves to pass from the world, as he will. But if we do not realize the imminence of the crisis too late, there is hope. With his superb business methods, joined to Japanese aptitude, before the end of the next century Shanghai should become the metropolis of the globe, with a commerce rivaling New York’s and London’s. For the consuming capacity of four hundred millions, with standards raised by their own energies, implies an industrial demand barely conceivable. We must be imbeciles if there remains not room for our own energies at both ends of the trade. If America reject this opportunity, she will have no alternative but to erect a barrier of tariffs and navies so enormous as to render her an industrial island of the type of medieval Japan.

The situation is a new one, unlike that of India, Siam, Java, and Central Africa in this important aspect—that the latitude of China allows permanent European residence. England has sacrificed her generations to control the former regions, where there can be no true fusion of blood or personal influence. The handful of bleaching foreigners always remains exotic, whose stock must be perpetually recruited. But in China and Japan nothing can prevent us from coming to inhabit the soil, and mixing our lives and our thoughts with its destiny. As saviors, organizers, and fellow-laborers we shall be welcomed with every privilege. Not only our capital, but ourselves bodily—our families, our homes, our ideals—shall be transplanted freely to those genial climes. Already Japan, under the new treaties, is becoming a residence-garden for the world’s leisure. China, with coming conditions, shall be the workshop for its energies.

In this fact lies a guarantee for the third and most important phase of the fusion—that of true civilization, its culture. If war and markets were not culture’s pioneers, they would offer us but a shallow ambition. We must refuse to be dazzled. If we aim only at a stupendous glut of luxury, the empire we build will be but short-lived, rotting of its own double abuses. It is only the conservation and expansion of the world’s choicest ideals that can justify and save it. All, of any source, that can thrill, free, and beautify human aspiration must be nurtured by its conscientious teaching. It is how types of manhood will fuse that challenges our anxiety. If co-living strengthen not the twofold morality, it will be a failure. Here also is infinite fuel to rekindle the world’s imagination.

Would some challenge the claim that the East has aught to offer, out of her soul, worthy of our acceptance? I rest my final plea for fusion upon its assertion. Apart from war and trade, Western methods halt unsatisfied. For thirty years we have created very little, but asked many questions. An age of scepticism is like a fallow year for soil. In this union with the East, if ever, shall our questions be answered. I claim that the Chinese intellect is, on the whole, the equal of our own, defective in places, doubtless, as perhaps is ours, but capable, with our help, to bear the strain of equal responsibility. We shall find that it has won some advance stations in fields where our experience is yet raw. We shall regain in this East magnificent enthusiasm long grown cold, living ideals that shall lend wings to our own. There is hardly a mooted topic—art, literature, philosophy, morals, manners, family organization—that shall not find its parallax of computation wonderfully enlarged. We shall gain power for wider application of our own most sacred convictions, for we shall loosen the universal in our own experiences from its accidental accretions.

This prophecy, which is based upon a lifetime of first-hand study, might be enlarged upon, but here I have space for only one summary assertion of mutual benefit. If we compare the two civilizations in their best types, we shall find that, while the strength of the Western has tended to lie in a knowledge of means, the strength of the Eastern has tended to lie in a knowledge of ends. This division goes to the bottom of values. If there be anywhere in human reach such absolute values as ends, the value of the longest and strongest chain of means is but relative—a reflection of the former. To mistake the means themselves for ends is to imprison a giant in the toils of his treadmill. It is the defect of our political economy that it looks little beyond accumulation. Few of our millionaires have the least concept how worthily to spend the enormous powers they control. This is one danger of every culture—that it tends to deify forces. If it assumes an end at all, it is but the vague outcome of an infinite series; it allows us to cultivate no garden-patches in our desert of mortal effort. This is the Puritan extreme. The other danger is our tendency to react toward personal pleasure as an end—our sole relief from the chain of nature’s means. This is the Epicurean extreme. Between the two a large, dark, almost invisible, region lies, which holds concealed the great wealth of normal human ends—not a mere attenuated faith, nor a postponed heaven, but a rational measure of absolute fruitage here and now, while the stem still grows with the working seasons. Who has yet explored this noblest science of ends? Western consciousness almost ignores it; but to this it will be found that the East has some of its most precious discoveries to contribute.

If this be true, it is necessary to regard the fusion of East and West as indeed a sacred issue for which Time has waited. Each was doomed to failure in its isolation. Means without ends are blind; ends without means paralyzed. But each has the privilege to supply what the other lacks. The union of means and ends must vitalize every seed that man has sown. In this light the wrecks of history become prophecies. The aims that withered and the forces that rotted were not waste, but a proof of their mutual need. The races that shall realize the ideal and idealize the real shall be the culmination of humanity. On the Eastern side perhaps the worthiest candidate is the Chinese, for they alone are both idealists and practical. Their chief defect is that their practice needs to be instructed and led by ours, But, on the Western side, who is worthy to lead this world’s final crusade?

We cannot trust France, Germany, or Russia to be true to the issue; they are constitutionally incapable. Of all races the French have, perhaps, the least sympathy with others. The dominance of their type in Cairo and A{n}nam but stimulates the worst of native vices. The others are equally committed to a policy of destruction. If wealth itself were an end, it might be as well for them as for us to pamper themselves with its nauseating excess. But could they, if they would, do more, live more, yearn more, learn more, restrain more, than we? Either one of us can cast cannon or manage an oil trust. But who has preserved alive rich germs of individual character and free social institutions? Who is most tolerant, most humanitarian in his conservatism? Not Germany. There is a servility of tradition, a formalism in her spirit, a mechanical quality in her very intellect that unfit her for the charge. As for Russia, I do not know any guarantee of manhood in her local institutions, any generous aspiration in her personal, family, and social consciousness.

If it be, then, that the responsibility rests upon the Anglo-Saxon race, let us accept it in fear, prayer, and resolution. It alone can conceive of a fine balance between society and the individual, of a universal federation and arbitration, that shall sound the victory over war.

And now, a last word to Americans. We have awaked; let us awake enough! But last night we were as narrow as Tudor feudatories, content with our local issues, our private curse of slavery, intent to erect a little island of silver coinage. How could we unify our scattered aims with no centrality of focus on the needs of a common humanity? This morning we have waked to find ourselves citizens of a new world, full of Drakes, and Sydneys, and Philips, and Armadas; rich in immeasurable colonies, investments, adventures; of an unlimited mind-expansion; of a race-sympathy new in human annals. Columbus and his discovery were but a four-century-old stepping-stone to it; for we were obstacles in his western path that had to be first mastered. Today we enter literally into his dream, and carry the Aryan banner of his caravels where he aimed to plant it—on the heights of an awakened East.
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I

Considering its enormous size, its great age, and its importance to the world, it seems strange that Western knowledge of China should have been, from earlier days, a matter of extremely slow growth.

To the ancient Greeks and Romans, China was hardly more than a remote producer of the silken fabrics which they loved, but of the nature of which they were quite ignorant. To the Nestorian Christians and the Arabs who were privileged to reside in that far land at the height of its genius in the eighth century, it seems to have presented merely a promising object for spiritual conversion and commercial exploiting. From their preserved accounts we catch a glimpse of its vastness and solidity—indeed, but never the least hint of it as a great welling fountain of interesting ideas. Our first detailed knowledge came from Marco Polo and other Europeans at the Mongol Courts; but the value of even this is largely topographical, and Polo himself seems never to have learned Chinese, for he says nothing about the language, its peculiar written character, the printed books, the literature or the philosophy. The whole field of ideas remained still a blank.

In the Seventeenth Century intercourse was re-opened with the Manchu Conquerors, at whose court Jesuit missionaries soon became mentors and even cabinet officials. It was not, however, until the middle of the next hundred years that important attempts were made to produce dictionaries and tentative translations of China’s enormous literary treasures. How could it be expected that minds, eager to prove the Devil to have stolen their religious rites, could treat sympathetically and adequately the problem of an alien civilization. Only at the opening of the present century, with English residence, with the transplanting of a direct power of reading the difficult characters from Asia to France, with the first outbreak of Europe into a true spirit of scientific curiosity, could it be possible for Sinology to become a branch of Western study. The world had to wait two thousand years, for toleration, the conception of history as a Science, and methods of easy communication.

Even as it is today, and after the admirable work of three generations of scholars, we have hardly yet reached the true point of scientific starting, that of a sympathetic study of the Chinese mind from within, as it sees and has faith in itself, in short of its ideals. We have hardly passed the stage of reading our own alien selves into it. And one of the great lacks still is an absence of anything like historical perspective. Just as, to the unaccustomed eye, all Chinese faces look alike, (the average difference from our own obscuring native differences and types of character), so do we still harbor the old and absurd delusion that Chinese culture, through its four thousand years of existence, has maintained a stupid cast-iron uniformity, with no history proper, no great spiritual crises, no enthusiasms and heroisms of struggling, passionate thought. The Japanese tell us that our European faces, too, are at first indistinguishable; and a Japanese painter who had represented Alexander the Great in cocked hat and epaulets expressed surprise when I assured him that occidental fashions had greatly changed since the Macedonian’s day. Such facts should make us suspicious of a universal failing, to substitute abstractions for processes. It is not correct categories that we want, but a loving attempt to follow the Protean mind of man in its exhaustless outpouring of fresh hopes and youthful aspirations. In this way we shall find the Chinese as human as ourselves; and the purport of this and the following paper is to hint at supplying a defect by giving some popularly interesting sketch of the deeper feelings, the passionate ideals which really underlie the great dramatic movements of Chinese history.

That the history of China is really a drama, a tragedy, may be inferred from a preliminary statement that Chinese ideals do not coalesce into a single har monious set, but fall apart into two strongly opposed and even contradictory groups. The key to all history worth the name is just the working out of such hidden antinomies; when these disappear, decay, the subtlest of all contradictions, begins. It is his deep-seated dualism in Chinese thought and character that has so puzzled and misled our most thoughtful scholars.* From one point of view the Chinese appears pragmatic, absorbed in material utilities; from another, he is a rampant idealist. In his spiritual experience he has been both; and it is just the progressive conflict of these two extremes, working at first side by side, then in naive opposition, then in conscious expansion and heroic attempts at combination, and lastly in desperate mortal struggle, that constitutes the real inner crisis and history of Chinese Culture.

These two primary groups of Chinese ideals may be roughly distinguishable as the socialistic and the individualistic. One regards man as so much material out of which may be built vast spiritual structures; the other conceives spiritual values as delicate ephemera, able to originate and live only in the freedom of the inner soul. The plot is largely conceived. All the study we can ever put into the vast systems of Confucius, Laotse and Chuhi,2 all our work over Chinese poetry and art, the transfigurations of Northern Buddhism, the rich storehouses of romance and character in the biographies of Statesmen and of Parties, will never lead us to transcend, will rather be to the end exemplifications of this grand and significant conflict in the human spirit. It is a vast mistake to suppose it barren and of merely antiquarian interest. Fully as much inner life it has, variety of type, and picturesque incident, as the long derivation of our secluded Western culture from Greek clearness and light through medieval darkness and faith. Full of timely meaning and practical lesson is it, also, for the busy merchant and anxious statesman of today, as from the brink of the twentieth century he gazes out darkly over looming forms of problems that seem to gibe at him from their mists; for it is not merely that we can hardly deal intelligently and for our own interests with our newfound friend until we understand her, but far more, that her mighty internal conflicts have been along strange roads where we are only beginning now to travel, that this antagonism of social and personal ideals is wide enough to underlie and give interpretation to all history, and that however backward Chinese industry may appear in contrast with our recent discoveries and material energies, there are vast ranges of social experience in her attempts to solve this universal problem, which accidents of history have partially withheld until now from Western consciousness. Our modern industrialism has so suddenly enlarged our population, bringing upon the turbulent Aryan spirit effective pressures of human mass, the very freedom of speculation has so driven us to a scientific calculation of utilities, and democratic expedients so familiarized us with the rights of majorities, and lastly the individual right to combine is so productive of industrial monsters which threaten the very individuality that produced them;—that we may well pause and ask ourselves whether the full meaning has ever dawned on us of that primordial antinomy of brotherhood and freedom, which constitutes the living message of Chinese history.

The germs of these two types of method lay apparently wrapped up together in the very dawn of Chinese genius, ages before Confucius, and while the patriarchal imperialism of a small clan in the North, had in the course of territorial expansion broken up with a long feudal separation and decay. That both elements existed side by side in early days is proved by many passages in the early literature which Confucius, even after much careful weeding, was willing to transmit; notably the inner spirit of the Book of Changes, and much in the primitive Poetry; and that a great deal of freedom in thought and life did not come down to us we may ascribe to the fact that Confucius, in open antagonism to the anarchy of his age, must have deliberately omitted from the practical ideals of early statesmanship which he selected and intensified, all counteracting tendencies which he deemed pernicious. That the idealism of Laotse also is far older than his work on Reason there are things in that work to indicate; and how is it that the lack of an animism and spirit worship common to primitive peoples, the absence even of the very philosophic design to inquire about spirit or seek for ultimate causes, could have become an apparent essential in Chinese culture, except through the rigid exclusion of the practical Sage. They are rampant enough later in Laoism, Taoism and Buddhism, and in all popular Chinese superstition.

These two germs or latent tendencies, then, were for the first time separated into conscious difference, and given expression in antithetic systems by Confucius and Laotse respectively, nearly simultaneously toward the end of the six[th] century before Christ. It is not probable that this double formulation was intentionally antagonistic; rather did it express two simultaneous rational attempts to free China from the darkness of selfish desire, each unconsciously embodying and intensifying one side of the national genius. There is no sufficient reason to suppose that either was aware of the work of the other; and it was not until the clashing of their disputatious pupils in the two following centuries, that the essential opposition of temperament and ideal became clear to the two parties.

Even scholars like Remusat3 have been so struck with the utterly un-Chinese nature of Laoism, that they have sought its origin abroad. Mr. Okakura, however, my Japanese friend and coworker, has sought to show that this deep dualism in the Chinese mind arises in a difference of temperament and position between the Northern and Southern clans.4 While from earliest days the black haired tribes about the Yellow River had cleared their low lying plains and founded popular agricultural communities with highly organized forms of civic life, the men of the South, in the regions of the Yangtse remained comparatively untamed among their dreamy lakes, dense forests, and picturesque mountains chains. A fierce and hardy race, fond of freedom and rich in imagination, they had led an almost independent life nearly down to the age of Confucius, their princes had been treated as aliens, and their uncouth ways and speech had many a time been ridiculed in the polished North as “monkeyish” and “superstitious.” In his book of Poetry Confucius had entirely excluded all mention of the Southern bards. Even the later power of the tyrant of Shin (Ts’in5) was ineffectual to crush their kingdom.

Such an explanation, however, does not seem to deny the primitive fact that both elements had already existed together in the Northern Chinese thought; for, though Laotse, the founder of systematic individualism was a native of the Southern Kingdom of So,6 he was enough in sympathy with ancient ideas to be made Librarian at the Northern Court. It is rather to be said that the two formulations of the antithetic principles, falling during the subsequent age upon appropriate soil, the seed sown by Laotse found such specially ready nourishment in the free temper and poetical thought of the South, now first rising to a conception of civilization, that the region of the Yangtse has become the special champion of the individualistic ideal, whenever its changing forms have appeared again and again on the surface of Chinese history.

It must not be supposed, however, that these two systems at once took root and deeply affected the Chinese mind beyond the province of theory. In spite of raging philosophers, the old anarchy went on, until the military genius of a single prince united China into a single Empire. This practical politician, the clearheaded Napoleon of his day, has of course been execrated by the later Confucian historians for his quite understandable attempt to get rid of the snarling peripatetic theorists, by burning all their books in a single holocaust. But that the tyrant’s opposition to learning has been exaggerated is clear from the fact that scholars were placed by him in high position, that he collected many valuable books, and accomplished the great gift to China of a unified system of writing.

When the Kan dynasty supervened upon the short-lived Shin, and established its first colossal Empire upon the farthest borders of China, to endure for a space of four hundred years,—its very need of a solid polity and method of reconstruction led its rulers, after examining the rival claims of the two reconstituted schools, to select the system of Confucius, which seemed to establish continuity with the ancient imperial system of the clan patriarchs, and to furnish a ready-made theory of careful government. Thus about 140 a.d. schools and colleges of Confucian learning were established, the canon of the classics was determined, and its expounders were made ministers. The rival Laoists sank out of sight; and thus for 350 years what the unaided system of Confucius could, at its best, produce, was afforded a brilliant example in the long imperialism of Han. This is the first great period of national civilization, the very core, the China of China, as later scholars, Chinese and Western, have come to know it, interpreted through the Confucian system itself. However weakened in later days, and corrupted, as they would say, by impure admixtures, this influence of the literati never quite lost its grip upon the Chinese government, and its ideals, in more or less clear form, have entered into Chinese literature and thought at every period, until, after the Sung dynasty in the 13th century, they became so all powerful that no effective opposition to them could be conceived. The decay of China dates from their unopposed supremacy.

This first and socialistic ideal, the foundation rock of Chinese culture, though largely identified with the work of Confucius, is, as has now been explained, a solid accretion of principles that come into theoretic association long before Confucius, and into practical trial on an imperial scale, long after. Though they are isolated and distinct in the Kan dynasty alone, we find them used as a substratum by later systems, and by the cultures of all the neighboring races who fell under China’s influence, most notably the Japanese. Fortunately for these last, it was not the undiluted Kan age with which they came in contact, nor the formalistic ideal which became their chief inspiration. Still, through this paper, I wish to illustrate by Japanese examples what must be regarded in their continental range as essentially Chinese ideals; and frequently (and this is the more true of the second group) these ideals can be studied so much more adequately in the Japan of today than in China, that I have adopted for this paper the softer Japanese spelling of Chinese names, a pronunciation indeed much near than “Mandarin” to the ancient Chinese sounds.

In the remainder of this paper I have tried not to give a technical exposition of the Confucian or of any other philosophical system; but rather to suggest by quoted examples what sort of a social ideal they established for Chinese life.

The central theoretic doctrine of this first group I should like to call a sort of Transcendental Socialism. It is Socialism, because it means that the separate human individual is not regarded as the end for whose sake the organization exists, nor even as the place or substance where the highest spiritual values inhere. Rather is the human and civilized nature of the individual to be thought of as first a product, and secondly a means, a middle term which exists for the sake of the values which it can help to produce in the mass, in the social substance. It exemplifies the Highest Good, but cannot define it. Virtue, Politeness, Beauty, and Literary Excellence, are neither the product nor possession of isolated wills, but rather attributes of the State, which in fact is the only conceivable individual. We might illustrate the position from analogy with the declaration of a musician that music does not inhere in the substance of violins nor even in the accident of physical performance, but belongs to an enveloping and inspiring sphere of audible Beauty, whence it can be drawn by the touch of genius. But in the case of the State, the whole is no vague sphere, rather a visible and tangible organism, a Leviathan, as Hobbes called it, a body politic as we say, a real existing Man, or concrete spirit of Humanity, into which we find our separate interests and wills absorbed.

This Chinese socialism is, therefore, not derived, like ours, from considerations of expediency, but original and axiomatic. It is no half-hearted looking back upon individualism, forced to declare social conformity necessary to preserve some limited range of freedom. It is no compromise, no voluntary renunciation, no social contract. Rather is it radical, conceiving the separate freedom of one to be a contradiction, believing freedom possible only as absorbed in the freedom of the common will. It is not produced by and for man, rather is man produced by and for it; compared with Western schemes it reverses the order of both efficient and final causation.

Such uncompromising socialism I call Transcendental, because it is declared to be derived from above, from the prototype of a spiritual order that exists in Heaven, from the nature of Ultimate Reason and Law. This is to give it a quasireligious sanction: and, indeed, it is this somewhat meagre feature of it which has erected Confucianism into a branch of religion. It is true that Confucius deprecated further inquiry into the nature of heaven or God, and feared especially all priestly attempts to mediate an intercourse between the two spheres, other than the established way of social order. Its method is, therefore, rationalism, even agnosticism. But Confucius could not eliminate all that the Chinese mind had learned to reverence as spiritual; rather did he frankly wish to utilize a universal belief in Heaven as a real state, in God as a real Principle. Ceremonial of worship, thanks, and prayer is as essential to man as air and food, but it must not be dissociated from politics. A clear practical sense of statesmanship governed his eclecticism; and if a socialistic system ever could harness the turbulent energies of man, his is the one.

The result of all this, and the great strength of the Chinese system, which has outlived 3000 years of exhaustion, is the conviction that society and its institutions are everywhere permeated by the reality of spirit. Heaven stands as the Divine order above; Nature stands as a reflection of the divine order below. Hovering between these two planes of spirit and matter lies man, partaking of both, utilizing and harmonizing both; and like them permeated through and through with the Divine principle. It is noticeable in this system that nature is no antagonist, no chaos or disorder, no monster threatening to destroy man, but a third member of a Trinity of order, a brother both to God and to man, in which each may find a beautiful reflection of itself. Thus the antinomy of nature is merely one of habitat, of substance, of matter in contrast to spirit, but never of disorder to order. The true middle term is Man in the large, because the individual has no separate order in himself. Society is a place, a habitat, where the upper and lower orders enrich each other by merging; and when this collective order identifies itself with, and pours its organizing forces through a human will, it becomes character. This implies no elimination of the individual in the highest sense, because, even like the Spirit of God, in losing himself man finds himself, finds the whole power of the universe behind him. But it is the repression of personality, in our Western sense, because this consciousness of self violates the order, beclouds clear vision like a filmy flaw in crystal, makes prominent what should be lost in transparent identity. Surely this is a spiritual, a transcendental definition of Brotherhood.

Since Ethics thus becomes a branch of Politics, as Politics of Religion, there results a practical ideal of public Law as Justice, more positive and constructive than ours,

{The manuscript breaks off here.}
  


[Retrospect on the Fenollosa Papers]

EZRA POUND
 

(1958)
 

After meeting Mrs Fenollosa1 at Sarojini Naidu’s2 in in or about 19 she read some of my verse and decided that I was “the only person who could deal with her late husband’s note books as he would wished.” I was then totally ignorant of ideogram but published three attempts to follow her wishes, the contents of “Cathay” being what most interested me.

From his lecture on the Chinese Character I took what seemed to me most needed, omitting the passages re/ sound. Prof. Carus delayed publication with the true spirit of American professoriality.3 He did not ultimately lose the ms. And there being nothing lower than the state of professoriality in the U. S.

non raggiam di lor.4

The notes on the Noh Plays had been carried to a point where I felt it wd/be unfair to the benevolent to wait for further knowledge about them. During Mr Rooselelt’s war I had time in semi-isolation to learn a bit about the written character. I was then separated from the Fenollosa inheritance for a number of years, and return to them only today, 17 Nov. 1958, after handing over the ms/ of 96-109 de los Cantares, to the remarkable Scheiwiller (V.)5

amiable local


half-century of

century celebration


of my first publication (A Lume Spento6, and having last evening handed over the ms/ of 96-109 de los Cantares to the remarkable Scheiwiller (V.)

I now tackle Fenollosa’s penciled record of Mori’s lectures on the History of Chinese Poetry, with the intention of transmitting them as his view of the subject, i.e. as just that, his view, which I am in no way competent to affirm is the last word on the matter, but which I shall, when I have typed out the gist of it, submit the Mr Beauson Tseng7 for confirmation or demur. Expecting fully that whatever Mori thought will be in direct conflict with every effort now made in the U.S. particularly at Yale and Harvard to obscure the merit of the chinese classics, and impose the filth of brain wash, the hatred of the basic quality, and of the finer nuances of expression, and to

of its ethic


ikpose the grossness of journalistic “standards” on all serious thought, including that of the orient.

{Handwritten}8

[image: Image]

{Another sheet}

It being remembered that E.F’s pencil scribble is not always legible and that I am a total dudd when it comes to deciphering any calligraphy later that 1487. The proper names are given provisionally, and the sinologues can enjoy themselves over ever japanese version of their illustrious forebears. My comments should stand in margin in small italics.
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49. Pound, “Lionel Johnson,” Literary Essays, 362–63.

50. Pound, “Hugh Selwyn Mauberley,” in Poems and Translations, 553.

51. Fenollosa, “The Chinese Written Character,” below, p. 60. Kenner’s summary of the essay leans heavily on this set of images (The Pound Era, 290–91).

52. As Huang has noted: Transpacific Displacement, 70. For “hard and sane,” see Pound, “A Retrospect,” Literary Essays, 12. Pound’s averred aversion to Symbolism and its poetics does not always hold true of his practice: see, e.g., Tiffany, Radio Corpse, and Hamilton, Pound and the Symbolist Inheritance.

Pound invokes overtones more than once in his critical and aesthetic writings. In 1910, before the encounter with Mary McNeil Fenollosa, Pound had written in the Introduction to his translation of The Sonnets and Ballate of Guido Cavalcanti:

Rhythm is perhaps the most primal of all things known to us. It is basic in poetry and music mutually, their melodies depending on a variation of tone quality and of pitch respectively, as is commonly said, but if we look more closely we will see that music is, by further analysis, pure rhythm; rhythm and nothing else, for the variation in pitch is the variation in rhythms of the individual notes, and harmony the blending of these varied rhythms. When we know more of overtones we will see that the tempo of every masterpiece is absolute, and is exactly set by some further law of rhythmic accord.… Ergo, the rhythm set in a line of poetry connotes its symphony, which, had we a little more skill, we could score for orchestra. Sequitur, or rather inest: the rhythm of any poetic line corresponds to emotion.


It is the poet’s business that this correspondence be exact, i.e., that it be the emotion which surrounds the thought expressed. (Poems and Translations, 193–94)


With his usual skepticism, Carpenter qualifies this bit of musical theory as “nonsense” (A Serious Character, 391), betraying an unfamiliarity with the physics of pitch established by Helmholtz. (Pitches are frequencies of vibration; though they are not the same thing as beats in measure, Pound is not incorrect in subsuming the two under the category of rhythm.) The term overtones is certainly common to Pound and Fenollosa, but the uses they make of it are distinct. Pound sees an overtone as a means of differentiation, of recognizing the “undercurrent of feeling” (in a phrase quoted from Coleridge: Pound, Spirit of Romance, 50) that picks out the exact rhythm of the poem and its possible “symphony”; it belongs to this poem, this poet, and no other. Fenollosa’s overtones merge and combine in a higher unity. (I am indebted to Richard Sieburth for a thoughtful discussion of this issue in correspondence.)

53. Fenollosa, “The Chinese Written Language,” below, p. 102. The “fringe” Pound cut so ruthlessly is not just a relic of Victorian upholstery, but part of an effort to articulate the usually nounless frontiers of consciousness, as witness William James, Principles of Psychology (1890):

It is just like the “overtones” in music. Different instruments give the “same note,” but each in a different voice, because each gives more than that note, namely, various upper harmonics of it which differ from one instrument to another. They are not separately heard by the ear; they blend with the fundamental note, and suffuse it, and alter it; and even so do the waxing and waning brain-processes at every moment blend with and suffuse and alter the psychic effects of the processes which are at their culminating point.

Let us use the words PSYCHICAL OVERTONE, SUFFUSION, or FRINGE, to designate the influence of a faint brain-process upon our thought, as it makes it aware of relations and objects but dimly perceived.

If we then consider the cognitive function of different states of mind, we may feel assured that the difference between those that are mere “acquaintance,” and those that are “knowledge-ABOUT is reducible almost entirely to the absence or presence of psychic fringes or overtones. Knowledge ABOUT a thing is knowledge of its relations. Acquaintance with it is limitation to the bare impression which it makes. Of most of its relations we are only aware in the penumbral nascent way of a ‘fringe’ of unarticulated affinities about it. (1:258–59)

(Thanks to Steven Meyer for bringing this passage to our attention.)

54. Fenollosa, “Synopsis of Lectures,” left-hand page comment, below, p. 110. The orchestral image resurfaces in a more specific discussion of Chinese verbal art, below, p. 138.

55. Pound, Canto 54 (The Cantos, 284–85).

56. On this period, see Ketelaar, Of Heretics and Martyrs in Meiji Japan.

57. Inoue, Bukky[image: Image] katsuron joron, as translated by Kathleen Staggs, “In Defense of Japanese Buddhism,” 398. For a contextualization of the passage, see Staggs, “‘Defend the Nation and Love the Truth,’” 261–63. The Philosophy Society founded by Inoue in 1882 counted Fenollosa’s future poetry tutor Ariga Nagao among its members (ibid., 258). Fenollosa received his Buddhist ordination in 1885.

58. Staggs, “‘Defend the Nation and Love the Truth,’” 259; Snodgrass, Presenting Japanese Buddhism, 130–35. On the Seiky[image: Image]sha and its symmetrical counterpart, the Min’y[image: Image]sha [image: Image] (Friends of the Nation), see Pyle, The New Generation in Meiji Japan.

59. Fenollosa, “Remarks on Japanese Art in General.” Houghton Library, Harvard University, bMS Am 1759.2 (84), 8.

60. On Tiantai/Tendai schools of thought, see Fung, A History of Chinese Philosophy, 2:360–86; Garfield, Empty Words, 38–39; Swanson, Foundations of T’ien-T’ai Philosophy.

61. Davie, Articulate Energy, 38–40.

62. Fenollosa, “The Chinese Written Character,” below, pp. 46–47, cf. “The Chinese Written Language,” pp. 84–85. The slide from grammar to ontology is typical and indicative of Fenollosa’s conversion strategy.

63. De Campos, Ideograma, 43–44.

64. Fenollosa, “Preliminary Lectures on the Theory of Literature,” in Murakata, The Ernest F. Fenollosa Papers, 3:156. The metaphor of the sea is a common one in Buddhism, probably stemming from the Sanskrit term paramita, “having arrived at the other shore” or “being apart from coming-into-being and ceasing-to-be.” Before one is released from attachment, birth and death “arise like waves on water.” To transcend the states of existence entails a shift in perception like the difference between the determinate waves and the freely flowing water (see Lai, “Ch’an Metaphors”).

65. See Cleary, trans., The Flower Ornament Scripture. Compare Leibniz, Monadology. Fenollosa would certainly have known of Huayan tradition through his student and assistant Okakura Kakuz[image: Image]. Near the beginning of The Ideals of the East (1903), the younger man proposed interrelation as a point of method: “For art, like the diamond net of Indra, reflects the whole chain in every link. It exists at no period in any final mold. It is always a growth, defying the dissecting knife of the chronologist. To discourse on a particular phase of its development means to deal with infinite causes and effects throughout its past and present” (9).

66. Pound, Gaudier-Brzeska: A Memoir, quoted in Kenner, The Pound Era, 146. Chisolm too recognized a vortex in Fenollosa’s aesthetics: Fenollosa, 225. Pound’s successive espousal of Imagism and Vorticism (equally aesthetic ideologies and social formations) is chronicled by Carpenter in A Serious Character, 196–200, 247–51. An increasing fascination with Chinese history and art is evident in Blast I and II, where the Chinese dynasties furnish parallels for the situation of wartime Europe.

67. Cage, Silence, 15, 46–47, 155, 176; Perloff, “‘Unimpededness and Interpenetration”: The Poetic of John Cage,” in Dance of the Intellect, 201–14.

68. Ralph Waldo Emerson, “The Poet” and “Nature,” in Essays and Lectures, 455–57, 20–22.

69. “Although Fenollosa would have objected to this, we can see now that those ancient lines of advance stem not from Archaic Chinese or from languages of the ‘primitive races’ but from a vision of Adam’s namings in the Garden” (Welsh, Roots of Lyric, 126). For Robert Kern, “The Chinese Written Character” is another example of “the recurrent… role that Chinese seems to play in Western linguistic projects,” namely “the ‘Adamic” doctrine that language… can achieve a penetration to the truth or essences of things” (Orientalism, Modernism and the American Poem, 7). For another genealogy similarly overemphasizing European precedents, see Saussy, Great Walls of Discourse, 35–74.

70. Kenner, The Pound Era, 230.

71. On the similar move in studies of Pound’s Cathay, see Hayot, Chinese Dreams, 33–44. Hayot notes a contrary gesture, an assertion that Pound mysteriously intuited the core of the Chinese originals, in Wai-lim Yip and Qian Zhaoming: a gesture from which Fenollosa has not benefited.

72. Kenner, The Pound Era, 230–31.

73. On the fascination with Japan and Buddhism among second-generation New England transcendentalists, see Benfey, The Great Wave, and Tweed, The American Encounter with Buddhism. A representative specimen is William Sturgis Bigelow’s 1908 Ingersoll Lecture on Human Immortality at the Harvard Divinity School, “Buddhism and Immortality.”

74. See e.g., the dismissive treatment in Carpenter, A Serious Character, 219–20.

75. Huang, Transpacific Displacement, 38–42, notes that Fenollosa boasts of “represent[ing] for the first time a Japanese school of study in Chinese culture,” but bizarrely explains this as an indication that “Japanese interpretations of Chinese culture were accorded by the West the highest prestige at the time.” How could they be, if Fenollosa was giving them their first airing in the West? Or is Fenollosa identical to “the West?”

76. Fenollosa, “Chinese and Japanese Traits,” 769–70. The story of Japan’s inheriting China’s cultural leadership in Asia was basic to the historical writing of Miyake Yonekichi [image: Image], one of Fenollosa’s collaborators in the survey of Japanese art treasures. On Miyake and others engaged in the creation of an Asia-centered history for Japan, see Tanaka, Japan’s Orient, 50–67. This is also one of the insistent themes of Epochs of Chinese and Japanese Art (1972), a two-volume illustrated history hastily pieced together from lectures and manuscript notes after Fenollosa’s death by Mary McNeil Fenollosa.

77. For an overview, see Jansen, “Modernization and Foreign Policy in Meiji Japan.”

78. On American opinion and activities at the time, see Young, The Rhetoric of Empire, esp. 27–33, 99–109, 123–36.

79. Fenollosa, “The Coming Fusion of East and West,” 115–16.

80. Fenollosa, “The Chinese Written Language as a Medium for Poetry,” Yale University Libraries, Ezra Pound Archive, box 101, folder 4248.

81. Fenollosa, “The Coming Fusion of East and West,” 115.

82. Ibid., 116. Exclusion, as in the Chinese Exclusion Act of 1882 (repealed 1943).

83. For an account of the effects of 1898 on the geopolitical thinking of Alfred T. Mahan, Brooks Adams, and John Hay, see Young, The Rhetoric of Empire, 219–31, and for further perspectives on Mahan, see Connery, “Ideologies of Land and Sea.” On the highly positive image of Japan held by Theodore Roosevelt and his circle (most of them only one or two degrees removed socially from Fenollosa), see Benfey, The Great Wave, 252–59. Visitors to the American Museum of Natural History pass beneath a mural tracing the noble traditions of the Japanese samurai, whose inheritors Theodore Roosevelt brought to make peace with the Russians in 1905. An “Anglo-Saxon-Japanese” condominium in the Pacific was not entirely unthinkable circa 1900 (Japan signed a treaty of alliance with Great Britain in 1902). Such an arrangement was one of the outcomes of the Second World War: Japan, key stronghold on the Pacific front of the Cold War. Pound, incidentally, opposed empire, as he thought the Fascisti did.

84. Fenollosa, “The Bases of Art Education, II: The Logic of Art,” 231–35. Compare Josef Albers, Interaction of Color. (Albers studied with Fenollosa’s collaborator Arthur Wesley Dow.) On this passage, see Chisolm, Fenollosa, 202–4. The example of the mutually conditioning color spots also appears in “General Remarks on the Theory of Literature” (1898): see Murakata, ed. The Ernest F. Fenollosa Papers, 3:136–37.

85. Fenollosa, “Synopsis,” below, p. 111.

86. Fenollosa, “The Chinese Written Language,” below, p. 100.

87. On the early history of cybernetics, including mathematical (Wiener) and sociological (Bateson) explorations, see Dupuy, The Mechanization of the Mind. In the early Spirit of Romance, Pound observes that “Our knowledge of Dante and of Shakespear interacts: intimate acquaintance with either breeds that discrimination which makes us more keenly appreciate the other” (162). English “interaction” seems to have emerged as a calque on German Wechselwirkung.

88. Fenollosa, “Synopsis,” below, pp. 117, 112.

89. Ibid., below, pp. 121–23, 116.

90. Fenollosa, “Lecture I. Vol. II,” below, p. 141.

91. “The reasons for the preference of the Japanese sounds in reading Chinese written characters are that they are more easy to pronounce, that they probably come nearer to the ancient Chinese equivalent, and that, for the present, by far the larger critical mass of information must come from Japanese sources” (Fenollosa, “List of Names,” 1). EP to Katue Kitasono [image: Image], 15 November 1940: “When it comes to the question of transmitting from the East to the West, a great part of the chinese sound is no use at all. We don’t hear parts of it, much of the rest is a hiss, or a mumble” (Kodama, ed., Ezra Pound and Japan, 103).

Nonetheless, in the “Terminal Note” Pound added to the 1936 and subsequent reprintings of The Chinese Written Character, we read: “Whatever a few of us learned from Fenollosa twenty years ago, the whole Occident is still in crass ignorance of the Chinese art of verbal sonority. I now doubt if it was inferior to the Greek. Our poets being slovenly, ignorant of music, and earless, it is useless to blame professors for squalor” (The Chinese Written Character, 33; see below, p. 60). Pound’s curiosity about “the Chinese art of verbal sonority” led him, from the 1930s to the 1960s, to seek informants who could supply the Chinese pronunciation of the poems he translated, transliterated, and cited in his Cantos. Richard Sieburth has proposed that the Chinese Dynastic Cantos be read as “an extended Lautgedicht, a Dadaist ‘sound poem” composed of Franco-Chinese syllables” (personal correspondence, 2005). On Pound’s researches into Chinese sonority, see below, p. 194, n. 29; Palandri, “The Seven Lakes Canto Revisited”; Kodama, American Poetry and Japanese Culture, 105–20; Carpenter, A Serious Character, 797–98.

92. Kennedy, “Fenollosa, Pound, and the Chinese Character,” 452–56. De Campos works out the similarities between Fenollosa’s project and another crime against linguistic platitude, Ferdinand de Saussure’s “anagrams,” in Ideograma, 64–67.

93. Fang, “Fenollosa and Pound,” 222.

94. Graham, Poems of the Late T’ang, 13–15.

95. Charles Reznikoff, in an interview: Dembo, “The ‘Objectivist’ Poet,” 193. For the original text of Wei Tai’s [image: Image]remark cited by Graham, see Chen Yingluan [image: Image][image: Image], ed., Linhan yinju shihua jiaozhu
[image: Image], 37.

96. On Zukofsky’s Catullus considered in close relation to Pound, see Yao, Translation and the Languages of Modernism. Yunte Huang, the translator of Pound’s Pisan Cantos into Chinese (Bisa shizhang), is also the author of both Shi, a stubbornly “ideogrammic” book on Chinese poetry and of Cribs, a slim volume of English verse built around the pun, the little semantic scandal that has been the cause of much poetic discovery over the ages. In this career, should we see alternatives (phanopoeia in Shi, followed by logopoeia in Cribs) or a cumulative development (the puns of Cribs generating the image and thus turning English into a kind of “Chinese”)?

97. Charles Olson, “Projective Verse,” in Collected Prose, 245, 244, 241. First published in Poetry New York 3 (1950), the manifesto reached a wider public through republication in Donald M. Allen’s anthology The New American Poetry. On Olson’s engagement with Mayan script as a further blossoming of the Imagist/ideogrammic way of thinking, see Géfin, Ideogram, 92–94. Olson imagined Fenollosa to be the rediscoverer of a general human language faculty, split thousands of years ago into particular cultures:

Take language (& start with Fenollosa): did anyone tell you—same anyones are so stuck with variants—that all Indo-European languages (ours) appears to stem from the very same ground on which the original agglutinative language was invented, Sumeria? and that our language can be seen to hold in itself now as many of those earliest elements as it does Sanskrit roots? that though some peoples stuck to the signs while others took off with the sounds, both the phonetic and ideographic is still present and available for use as impetus and explosion in our alphabetic speech? (Why Fenollosa wrote the damned best piece on language since when, is because, in setting Chinese directly over against American, he reasserted those resistant primes in our speech, put us back to the origins of their force not as history but as living oral law to be discovered in speech as directly as it is in our mouths.) (“The Gate and the Center,” Collected Prose, 160)


98. Derrida, De la grammatologie, 139.

99. Ibid., 140. One must emphasize “historial,” with Heideggerian connotations, not “historical.” On this famous passage, see Cayley and Yang, “Hallucination and Coherence.’

100. De Campos, Ideograma, 99. One of the great initiators of concrete poetry was Ezra Pound’s longtime correspondent Kitasono Katsue [image: Image].

101. Bernstein, Content’s Dream, 70–71.

102. For an overview, see Perloff, “How It Means: Making Poetic Sense in Media Society,” in Radical Artifice, 171–99. One instance of the crossing of tendencies in one and the same figure is Olson’s shift, in the course of “Projective Verse,” from emphasis on the breath to engagement with the materiality of the typewriter (observed by Rid-dell, “Decentering the Image’).

103. Beach, ABC of Influence, 80.

104. Fenollosa, “The Chinese Written Language,” below, p. 91.

105. Riddel, “Decentering the Image,” 339, 353.

106 Bernstein, Content’s Dream, 259–60.

107. Cayley and Yang, “Hallucination and Coherence,” 782.

108. “Mallarmé avait compris le langage comme s’il l’eût inventé.” Valéry, Oeuvres, 1:658.

109. The focus on individual graphs or images, often pointed out as a symptom of Pound’s partial reading of Fenollosa, receives compensation in the linguistic and poetic analyses inspired by Roman Jakobson, for whom parallelism (and its correlation of multiple statements) participated in the essence of poetry: see, e.g.: Jakobson, “The Modular Design of Chinese Regulated Verse’; Kao and Mei, “Syntax, Diction, and Imagery in T’ang Poetry’; Cheng, L’écriture poétique chinoise.

110. Pound, headnote (1918) to The Chinese Written Character, below, p. 41.

111. Pound, Canto 86, The Cantos, 563.

112. Fenollosa, “Synopsis,” below, p. 112.

The Chinese Written Character as a Medium for Poetry

NOTE: Pound’s edition of Fenollosa’s essay was first published in The Little Review 6/5 (September 1919): 62–64; 6/6 (October 1919): 57–64; 6/7 (November 1919): 55–60; 6/8 (December 1919): 68–72. It was subsequently published in Pound, Instigations, 357–88 and as a book: London: Stanley Nott, 1936; San Francisco: City Lights, 1964. The present text follows the Stanley Nott edition, omitting the prefaces.

The Chinese Written Language as a Medium for Poetry

NOTE: MS. Yale University, Beinecke Library, Ezra Pound Papers, box 101, folder 4248. Large-format lined notebook bound in marbled paper. Cover label in Mary McNeil Fenollosa’s hand:

“E. F. F. The Chinese Written Language
as a Medium for Poetry,
Oct 1909”

(The date does not bear on the composition: Fenollosa died in 1908.)

This manuscript, in light pencil cursive, was the main source used by Ezra Pound in preparing the typescript of “The Chinese Written Character as a Medium for Poetry,” as many corrections and deletions (using thicker black pencil) in Pound’s hand attest. Pound also drew on an earlier manuscript draft, contained in the notebook “Chinese and Japanese Poetry. Draft of Lecture I. Vol. I” (Yale University, Beinecke Library, Ezra Pound Papers, box 99, folder 4218): among other things, this draft contributed the definitive title, emphasizing the “Chinese Written Character” rather than the “Written Language’ (However, “Written Language,” if not an oversight, must have been Fenollosa’s final choice.) “Draft of Lecture I. Vol. I” is followed immediately by another notebook entitled “Chinese and Japanese Poetry. Draft of Lecture I. Vol. II” (box 99, folder 4219). “Vol. II” contains a long segment on sound which Pound eliminated entirely; it is published for the first time in this volume. Another notebook, headed “Synopsis of Lectures on Chinese and Japanese Poetry,” appears to contain Fenollosa’s first drafts, jotted down in often telegraphic form.

On the chronology of Fenollosa’s successive drafts, see “Fenollosa Compounded,” pp. 15–17 above, and the chart in Murakata, ed., The Ernest F. Fenollosa Papers, 3:170. Murakata has published a complete transcription of the “Chinese Written Language—1909” draft, removing all traces of Pound’s “inadequate and misleading” editing, in [image: Image]nesuto F. Fenorosa bonsho shusei, 2:349–83.

1. Chinese studies at Berkeley date back to 1872, only four years after the university’s founding, with the endowing of the Agassiz Professorship of Oriental Languages.

2. Friedrich Hirth was named Dean Lung Professor of Chinese at Columbia in 1902, with an endowment partly from the Chinese government. Fenollosa studied Chinese with Hirth: for his class notes, see “Course I Chinese—Oct. 16th 1903,” Yale University, Beinecke Library, Ezra Pound Papers, box 99, folder 4212.

3. George Edward Woodberry, 1855–1930, first professor in America to hold a chair in Comparative Literature (at Columbia, 1900). His courses included a wide range of literature in translation. He founded the Journal of Comparative Literature, a noble undertaking which ceased after four numbers. After a conflict with Columbia’s autocratic president, Nicholas Butler, he left off teaching. As for the “new conception of ‘comparative literature,’ see Woodberry’s editorial in Journal of Comparative Literature 1 (1903): “the unaccomplished task for the student of Comparative Literature lies in the direction of the psychologies of the races that have produced literature, and in a strict sense of their metaphysics.… The approaching exploitation of the old literatures of the Orient, which is the next great event in the literary history of the world, will afford much comfort for the very reason that they are free from our past, and will enrich in unsuspected ways our material for investigation” (7–8). EFF’s “Notes for a History of the Influence of China upon the Western World, as presented before Seminar A,” dated 18 December, 1900 (Harvard University, Houghton Library, bMS Am 1759.2 [67]), have been published in Murakata, ed., The Ernest F. Fenollosa Papers, 3:171–227.

4. Shi jing 49, “Chun zhi ben ben” [image: Image]. EFF quotes the version given in James Legge, trans., The Lî Kî, XI–XLVI, 46. Another sheaf of typed notes in the Fenollosa papers (Ezra Pound Archive, box 101, folder 4249) reproduces other rhymed stanzas from this rendition by Legge of the Li ji
[image: Image], or Book of Ritual.

5. Thus far unidentified in manuscript. Its content doubtless overlapped with EFF’s articles “Chinese and Japanese Traits” and “The Coming Fusion of East and West.”

6. Mori Kainan [image: Image], 1863–1911, Fenollosa’s teacher and later Professor of Chinese at the Imperial University, Tokyo.

7. The opening line of a Chinese quatrain composed by Sugawara no Michizane (845–903), identified and corrected by Fang (“Fenollosa and Pound,” 217–20). Elegant calligraphic copies on translucent Asian paper of most of the characters mentioned in the essay, probably intended to be reproduced as lantern slides, accompany the Fenollosa manuscripts (Yale Libraries, Ezra Pound Archive, box 101, folder 4245). Pound backed these pages with typewriter paper in Italy before having them photographed for the 1936 printing of The Chinese Written Character.

8. Parallel passage from “Lecture I. Vol. I’: “The characters must be seen and read silently by the eye one after the other—’Moon rays like pure snow.’; their impressions on sense and mind are given quite as much in temporal succession as the English words. {Left-hand page insertion by EFF}: photograph of action in nature. (ought to have a Kinetoscope picture).”

9. Sergei Eisenstein’s interest in Far Eastern writing as a model for cinematic montage is well-known (see p. 196, n. 2 of this volume). Kenner connects Fenollosa’s lantern slides with the new technology of cinema in The Pound Era, 289–90. For a comparison emphasizing the differences with Fenollosa, see de Campos, Ideograma, 71–75.

10. Approximate quotation from Robert Browning, “How They Brought the Good News from Ghent to Aix,” a favorite nineteenth-century recitation piece:

I sprang to the stirrup, and Joris, and he;
I galloped, Dirck galloped, we galloped all three;
“Good speed!” cried the watch, as the gate-bolts undrew;
“Speed!” echoed the wall to us galloping through;
Behind shut the postern, the lights sank to rest,
And into the midnight we galloped abreast.


11. Qu Yuan, “Li sao,” verse 195: “I broke a spring of the Ruo tree to strike the sun with” (trans. Hawkes, in The Songs of the South, 73).

12. The parallel passage from “Lecture I. Vol. I” reads: “The vivid pictorial quality of the more primitive characters might be widely illustrated, especially by pictures of things—the so-called noun. But I will specially select for examples a few which have a verb force, directly depicting a natural act or relation.” There follows a longer version of the table of radicals and characters given here, pp. 82–83. Between “Lecture I. Vol. I” and “The Chinese Written Language,” EFF has chosen to minimize his own role in selecting the data; now mere “examination shows” that the root characters are processes.

13. Erroneous transcription (in all the manuscripts) for [image: Image], with the “earth” rather than the “hand” radical.

14. “H. M. & E.”: heaven, man, and earth, in the traditional folk etymology of the word wang
[image: Image] (“king”). The king is said to be the vertical line that connects the three planes.

15. At this point, “Lecture I. Vol. I.” continues: “But this is only the beginning of the matter. The Chinese character is not only more than an arbitrary symbol; it is even more than a vivid short-hand picture of actions in nature. Such actions are seen; but Chinese would be a poor language if it could not go on to represent also what is unseen,” and then the rest of the passage on “making material images represent immaterial relations” removed by Pound. Then follows “The whole delicate substance of human speech is built upon metaphor,” corresponding to pp. 94–95 of the present text.

16 Fenollosa’s drawing of a counter-model to traditional branching tables of categories is here given in the position it occupies in the manuscript of “The Chinese Written Language.” On the left side, examples of more particular concepts are connected with a line to their common feature, “red(ness)”; on the right, examples of cherry trees (pictographically represented as individuals?) are connected to their common feature, “cherry(ness).” The notebook “Draft of Lecture I. Vol. I.” has a similar sketch appearing opposite the words “The difference of aim, and the popularity of the analytic use, have been forced upon Europeans by the inadequacy of the Aristotelian Logic, as used in the Middle Ages.” The sketch seems to graphically represent what is inaccessible to a logic that “has no way of bringing together any two concepts which do not happen to stand, one under the other, and in the same pyramid.” Murakata displaces this left-hand page discussion to the longer denunciation of European logic, at the spot corresponding to our p. 99, after “until we reach the apex, ‘being’” (Fenorosa bonsho sh[image: Image]sei, 2:375).

17. Scattered quotations, mainly from Jia Yi [image: Image], “Funiao fu” [image: Image](Rhyme-prose on the Owl), one of Fenollosa’s favorite Chinese sources. In Burton Watson’s translation: “The stupid man [is] chained by custom”; “joining, scattering, ebbing and flowing”; “the proud die struggling for power.” (Chinese Rhyme-Prose, 27–28.) The third quotation, “the time will cease,” comes from a poem by Jiang Yan [image: Image] (444–515).

18. EFF lists examples in which seemingly passive sentences are formed in what he thinks to be an active manner in Chinese. The first sentence, “thereupon [I] was banished,” could be rendered as “thereupon [I] saw banishment.” The verbs tui
[image: Image] and yi
[image: Image], both mean “to move,” but the first is transitive and the second intransitive, a difference represented in Chinese not morphologically but by word choice. The coverbs bei
[image: Image], wei
[image: Image], and shou
[image: Image], when prefixed to a verb, give it a passive voice, and as independent verbs in their own right mean “to cover,” “to make or do,” and “to receive.”

19. This is no doubt the earliest occurrence of the phrase.

20. Rev. Walter William Skeat, compiler of An Etymological Dictionary of the English Language (1884).

21. Compare EFF’s notes from Professor Friedrich Hirth’s Chinese course at Columbia (October 1903): “‘Elasticity’ of the Chinese word. Many words can only belong to one grammatical category.… But there is a large number of words, which we may describe as ‘elastic’ as to the grammatical category. Ch’ang means long ordinarily— but in certain circumstances it may be length, som[etimes] maybe a verb also, if it stands in position where one expects a verb. Position mostly governs it. [image: Image] may be great—size” (“Course I Chinese—Oct. 16th 1903,” Yale University, Beinecke Library, Ezra Pound Papers, box 99, folder 4212).

22. Fenollosa is thinking of the “Winter” song that concludes Love’s Labour’s Lost (act V, scene ii):

When icicles hang by the wall,
And Dick the shepherd blows his nail,
And Tom bears logs into the hall,
And milk comes frozen home in pail.


23. See Aristotle, Poetics, 1459 a 8: “But the greatest thing by far is to have a command of metaphor. This alone cannot be imparted by another; it is the mark of genius, for to make good metaphors implies an eye for resemblances” (trans. Butcher, in Aristotle’s Theory of Poetry and Fine Art, 87).

24. “Lecture I. Vol. I.” has after this sentence: “It is only necessary to adduce in example such words as ‘wrong,’ that which is wrung or twisted; ‘post,’ that which is laid down, and which first, therefore, marks a place, then a fixed station, then regards this as a basis of communication, then denotes the line of communication itself, as in postroad and postchaise, then the whole official machinery of written communication. Some seem strange and remote in suggestion, yet they are the substance of daily speech.” Left-hand page comments: “give much more striking examples,” “give examples of very strange, remote derivations.’

25. At this point, “Lecture I. Vol. I.” reads:

It is a great mistake of our modern Rhetorics and Logics to decry metaphor and simile, as if they were something superficial, mere figurative flights, flowers of fancy, the embroidery of thought, some jingle or paper lace which we hang about the neck of nature. Many good people still think that poetry is a sort of sickly school-girl sentiment, which goes out of its way to imagine grotesque resemblances between what God intended for different,—much as children picture giants’ faces in the clouds.


I once heard a scientist exclaim “all Poetry is lies,” and he would doubtless have convicted Shelley, who sang of the skylark, “Bird thou never wert.” But such literalness is not true Science. The only way to approximate nature is to see in her more truth, and not less. The poet can never see too much.… A metaphor is only a strong way of forcing thoughts back upon these original unities of things. It deals not with fanciful analogies, but identities of structure. So a nerve, a wire, a roadway, and a clearing house are only varying forms through which communication and readjustment force channels for themselves. Laws of structure in the spiritual world are not different from those in the material. Pressures and stresses and lines of least resistance are precisely the same in human character as in an oak tree. Metaphor floods the dark and stupid places of nature with jets of colored light. It is a Roentgen ray which pierces through bone and tissue, and lays bare the pulsing of nature’s heart {last two sentences deleted by EFF}.


Now this metaphor, which reveals Nature, is the very substance of poetry.… Poetry is finer than Prose just because it gives us so much more concrete truth in the same compass. And metaphor, the chief device by which it does this, is at once the substance of nature and the substance of language. And this is exactly why Poetry was the earliest of the world’s arts; and why Poetry and Language and the Cosmologic core of myth grew up together.


Now the Chinese have always realized this tonic structure which underlies language to be a kind of harmonious music. Confucius meant by “music” not alone sounds made with harps, but sounds made by things, and especially by human actions. To him every thought, truth, and act, had a characteristic sound, or, as we should say, a thought-color. Indeed, there is a clear sense in which a metaphor sounds a sort of harmonious chord in the substance of thought. The joy of a pure metaphor is in the sudden flash with which we perceive an identity of relationship between groups of facts ordinarily conceived as remote. The truth is struck at once on so many sonorous planes, in terms of so many different keys. In planes Moral and Material, human and spiritual, through plant-life, in planet-building, rock, flame, tree and luminous aspect of sky,—everywhere lurk the subtle sympathetic resonances which prove the unity of creative plan. All things are ready to melt into each other. This is the highest scientific truth; but only the little child (as Wordsworth said), and the poet, are aware of it. But when the poet tries to express it, he has to marshal all the subtlest resources and archaic hints of language, in order to suggest by the bald medium of words the infinite wealth of Being. He has to fall back upon those unnamed primitive poets who created language.


All this will not have carried me too far afield, if it enable me now to exhibit to you why the Chinese written character is the most naturally poetic medium in human language.


26. The published text of the sentence concludes: “the better the poetry.”

27. Parallel passage from “Lecture I. Vol. I.”: “Inclusion and exclusion are far too coarse to stand for natural processes. We need the warm colors of thousands of concrete and active verbs, each doing its best to show the interdependence of human motives and actions. Nor can these correlations of nature be expressed by mere summation; by piling of clarified sentences one on top of another. Synthetic thought must work by suggestion, condense the most into a simple phrase,—it is pregnant, charged, interiorly luminous. When it holds a whole range of meanings in close relation, as does a Chinese character, each word accumulates light in itself, like an electric bulb. This is the very business and privilege of poetry.” On the left-hand page: “Example [image: Image]. torch fire shining over man to guide him, that droops like the feathered plumage of birds.” The character yao
[image: Image], “rays,” is composed of the radicals [image: Image], “light,” “feather,” and “short-tailed bird,” but EFF’s etymology is fanciful.

28. “S. O. R.”: Pound’s book The Spirit of Romance (1910). Pound is referring to the chapter “Dante,” where we read:

If the language of Shakespear is more beautifully suggestive, that of Dante is more beautifully definite; both are masters of the whole art. Shakespear is perhaps more brilliant in his use of epithets of proper quality… on the other hand, Dante is, perhaps, more apt in “comparison.“


“The apt use of metaphor, arising, as it does, from a swift perception of relations, is the hall-mark of genius’: thus says Aristotle. I use the term “comparison” to include metaphor, simile… and the “language beyond metaphor,” that is, the more compressed or elliptical expression of metaphorical perception, such as antithesis suggested or implied in verbs and adjectives.… It is in the swift forms of comparison… that Dante sets much of his beauty. (158–59)


29. The proper “direction of the will” is named by Dante as the highest task of the poet insofar as he addresses himself to rational beings:

as man has been endowed with a threefold life, namely, vegetable, animal, and rational, he journeys along a threefold road; for in so far as he is vegetable he seeks what is useful… in so far as he is animal he seeks for that which is pleasurable… in so far as he is rational he seeks for what is right—and in this he stands alone, or is a partaker of the nature of the angels. It is by these three kinds of life that we appear to carry out whatever we do.… If we carefully consider the object of all those who are in search of what is useful, we shall find that it is nothing else but safety.… that is most pleasurable which gives pleasure by the most exquisite object of appetite, and this is love… in respect of what is right… no one doubts that virtue has the first place. Wherefore these three things, namely, safety, love, and virtue, appear to be those capital matters which ought to be treated of supremely… as prowess in arms, the fire of love, and the direction of the will [direction voluntatis]. And if we duly consider, we shall find that the illustrious writers have written poetry in the vulgar tongue on these subjects exclusively. (De vulgari eloquentia, II:2, in The Latin Works of Dante, 70–71)


Pound is correct that Dante’s proximate source is Aquinas. See Summa theologica, part I, question 21, article 1: “It would seem that the justice of God is not the same thing as truth, for justice is in the will: it is a direction of the will, as Anselm says.” The Anselm passage is found in the dialogue De veritate, chapter 12. More pertinent is Summa theologica, part II:I, question 4, article 4: “none can attain happiness without possessing rectitude of the will.”

Pound returns to this motif in Jefferson and/or Mussolini (1933–35):

There is also the opportunism of the artist, who has a definite aim, and creates out of the materials present. The greater the artist the more permanent his creation. And this is a matter of WILL.


It is also a matter of the DIRECTION OF THE WILL. And if the reader will blow the fog off his brain and think for a few minutes or a few stray half-hours he will find this phrase brings us ultimately both to Confucius and Dante.…


The whole of the Divina Commedia is a study of the “direction voluntatis” (direction of the will). I mean in its basal sense.


Dante uses an unfortunate terminology. He says that his poem is written in four senses, the literal, the allegorical, the anagogical and the moral. This is as bad as Major Douglas’ algebra.…


I really do not give an underdone damn about your terminology so long as you understand it and don’t mess up the meaning of your words. And (we might add) so long as you, as reader, try to understand the meaning of the text (whatever text) you read.


As a good reader you will refuse to be bamboozled, and when a text has no meaning or when it is merely a mess or bluff you will drop it and occupy yourself with a good literature (either belles lettres, economic or political).


“What’s this got to do with…?”


If the gentle reader wants to think, he can learn how to start from Fenollosa’s essay on the Chinese Written Character.


AND he can learn how to put his thoughts together in some sort of order from my translation of the Ta Hio (The Great Learning) of Confucius (32 pages and 28 pages respectively). (15–17, 22)


30. Compound words, yoking together two classical monosyllables in order to attain greater precision of meaning, are a feature of vernacular Chinese. Such compounds would be raised to the status of the language’s default lexicon only after the literary revolution of 1917. See Liu, Translingual Practice.

31. Abbreviation for Henri Gaudier-Brzeska, EP”s sculptor friend, who was killed in the First World War. “Gaudier-Brzeska… was able to read the Chinese radicals and many compound signs almost at pleasure. He was used to consider all life and nature in the terms of planes and of bounding lines” (The Chinese Written Character, 1936 ed., 34n).

32. “Lecture I. Vol. I.” adds at this point:

Example from Swinburne.


Where tides of grass break into foam of flowers


And where the winds’ feet shine along the sea


The quotation is from “Laus Veneris” (1866).


33. No illustration accompanies this quotation, but from Fenollosa’s other lecture notebooks it is clear that the Chinese sentence referred to is [image: Image] “(the) sun rise(s) (in the) East.” On the alteration of this sentence in Pound’s published version to the less idiomatic but more visibly “ideogrammatic” [image: Image], see Yunte Huang, Transpacific Displacement, 43–45, 70–73.

34. (Japanese) Riso: (Mandarin) Lisao
[image: Image] (Encountering Sorrow). (Japanese) Kutsugen: (Mandarin) Qu Yuan [image: Image]. The Lisao, a long poetic complaint by a disregarded official who searches in vain through the cosmos for an understanding ruler, is the most famous composition of Qu Yuan, whose traditional dates are 340–278 B.C.E. Fenollosa refers to it frequently in his lecture on the sounds of Chinese poetry (“Draft of Lecture I. Vol. II”).

35. The rest of this page is left blank. Notebook pagination continues on the following blank pages, 58–66.

Synopsis of Lectures on Chinese and Japanese Poetry

NOTE: Yale University Libraries, Beinecke Rare Book and Manuscript Library, Ezra Pound Archive, box 99, folder 4217. Blue-gray school notebook, lined paper, cover inscribed:

SYNOPSIS
OF
LECTURES ON
CHINESE & JAPANESE POETRY

with a pasted-on label in Mary McNeill Fenollosa’s hand:

E. F. F.

These three very important note books are all synopses of Chinese and Japanese Poetry—


The internal title page reads:

abstract
Illustrated Lectures on Japanese Art and Literature.
2nd Course
Japanese and Chinese Poetry 
1st Lecture
The Chinese Written Character as a Medium of Literature.—

Fenollosa’s writing is in light pencil, Pound’s in thicker black and red crayon. The text is mainly on the right-hand page, with comments and parenthetical additions on left-hand facing pages. Internal and external evidence indicate a date of composition between March and July 1903. Pound’s marks must have been made between 1913 and 1916.

In the greater part of the notebook, text continues from right-hand page (numbered in top right corner) to right-hand page, with the left-hand page reserved for insertions, figures, afterthoughts and descriptions of lantern slides to be made. Toward the end of the notebook, the notes on Max Müller continue from right-hand to the following left-hand page.

1. On this “final synthesis,” see Fenollosa’s poem “East and West” and his articles “Chinese and Japanese Traits” and “The Coming Fusion of East and West.” Fenollosa there voices his conviction that it will be “man’s final experiment” to fuse the European and Asian cultures and thereby create “the new latter-day type of civilized man which shall prevail throughout the world for the next thousand years.”

2. The Kinetoscope or peep-show, a precursor of the projected moving picture, was first demonstrated by Edison in 1893 after several unsatisfactory attempts. Like Fenollosa, Sergei Eisenstein saw a kinship between Chinese writing understood as “ideogram” and the transcription of bodies and movements that had just become possible with the cinema. See Eisenstein, “The Music of Landscape and the Fate of Montage,” in Nonindifferent Nature, 216–383. For a rapprochement of Pound and Eisenstein via the ideogram, see Kenner, The Pound Era, 161–62.

3. (Japanese) Kutsugen; (Mandarin) Qu Yuan [image: Image], traditional dates 340–278 B.C.E., to whom the long narrative poem Lisao
[image: Image] (Encountering Sorrow; Japanese Riso) is ascribed. For a translation, see Hawkes, The Songs of the South.

4. EFF’s formulation here presages a famous critical dictum of EP:

If we chuck out the classifications which apply to the outer shape of the work, or to its occasion, and if we look at what actually happens, in, let us say, poetry, we will find that the language is charged or energized in various manners.


That is to say, there are three “kinds of poetry”:


MELOPOEIA, wherein the words are charged, over and above their plain meaning, with some musical property…


PHANOPOEIA, which is a casting of images upon the visual imagination.


LOGOPOEIA, “the dance of the intellect among words”


(Pound, “How to Read,” Literary Essays, 25. See Pound, ABC of Reading, 37, for another statement.)

5. I.e., next right-hand page, continuing with “This definition of Poetry.“

6. A symbol used by Pound to indicate manuscript passages of interest. Below, Pound has drawn brackets next to Fenollosa’s brief outline, indicating where the content of one notebook stops and that of the next begins.

7. Chinese characters in the Japanese writing system may be voiced according to the “sound-reading” pronunciation (on yomi
[image: Image]), a relic of Chinese pronunciation,

or the “gloss-reading” pronunciation (kun yomi
[image: Image]), which inserts Japanese words most closely corresponding to the Chinese words in meaning. The on and kun voicings are what EFF refers to as “Eoon and Kanan.” The Fenollosa notes usually transcribe the Japanese on readings of Chinese words, and these gave Pound his initial impressions of “Chinese sonority.” But the resemblance between on readings and modern Mandarin is tenuous. See for example these lines from the Fenollosa notebooks:

Kei men ran kei

Kiu man man kei

Jitsu getsu ko kwa

Tan fuku tan kei

(“Chinese Poetry. Prof. Mori’s lectures. Vol. I,” Beinecke Library, Ezra Pound Papers, box 100, folder 4224, p. 37, dated June 4, 1901.) Pound’s Canto 49 (composed in 1934–35) transcribes the lines as:

KEI UN RAN KEI

KIU MAN MAN KEI

JITSU GETSU KOKWA

TAN FUKU TAN KEI

(Pound, Cantos, 245, corrected after Fang, “Fenollosa and Pound,” 230–31.)

[image: Image]

(Chinese text as found in Legge, ed. and trans., The Chinese Classics, The She King or Book of Poetry, 4:14. The poem is recorded in the “Major Commentary to the Shang shu” [image: Image]. Legge’s 1871 translation: “Splendid are the clouds and bright, / All aglow with various light! / Grand the sun and moon move on, / Daily dawn succeeds to dawn.”)

Qing yun lan xi

Jiu man man xi

Ri yue guang hua

Dan fu dan xi

(Modern Mandarin pronunciation.)

khjaeng hjun lanH hej

kjiwX manH manH hej nyit

nyit ngjwot kwang hwaeH

tanH bjuwk tanH hej

(Middle Chinese pronunciation, according to Qieyun [601 C.E.], as reconstructed and transcribed by Baxter; see Baxter, Handbook of Old Chinese Phonology.)

A standard, present-day Japanese kundoku (sense-based) reading would be:

Kei ran tari

Kyu man tari

Jitsugetsu koari

Tan mata tan

(After Morohashi Tetsuji, Ch[image: Image]goku koten meigen jiten, 585; thanks to Bill Baxter and Edward Kamens for guidance.) As the reader can see, the voicing of a line of verse is open to many variants in the transit from Chinese to Japanese, as also among Chinese dialects of the past and present.

8. Mori Kainan [image: Image], 1863–1911, Fenollosa’s teacher and later Professor of Chinese in the Imperial University, Tokyo.

9. (Japanese) Kan: (Mandarin) Han [image: Image]: pair of Chinese dynasties, 206 B.C.E.– 9 C.E. and 25–220 C.E., in which period Chinese territory from time to time extended westward into Central Asia, southward to present-day Vietnam, and in the northeast to part of present-day Korea.

10. “Laoism”: i.e., the philosophy of Laozi [image: Image] (supposedly a contemporary of Confucius), precursor of the Daoist religion. “Okakura’s papers”: Fenollosa’s student and friend Okakura Kakuz[image: Image]
[image: Image] (Okakura Tenshin [image: Image]), 1862–1913, describes the period after the fall of the Han empire as one in which “the spirit of Laoism was rampant.… This was the period when learned men retired to discuss philosophy in bamboo groves; when a prime minister chose to stop his coach before a roadside tavern in order to drink with his servants in the sight of the astonished public.… The poetry of this era and of the early part of the Six Dynasties (265 to 618 A.D.) represents this freedom, and by the simplicity and grace with which it returns to the love of nature, stands in strong contrast to the gorgeous imagery and elaborate metres of the Hâng [i.e., Han] poets.” Okakura, The Ideals of the East, 47–48.

11. (Japanese) Toemmei: (Mandarin) Tao Yuanming [image: Image], also called Tao Qian [image: Image], 365–427, a poet best known for his lyrical descriptions of rural poverty. “Everyone will remember the poems of Toenmei—most Confucian of Laoists and most Laoist of Confucians.… It is through Toenmei and other poets of the South that the purity of the dew-drooping chrysanthemum, the unconscious fragrance of plum-flowers floating on the twilight water, the green serenity of the pine, whispering its silent woes to the wind, and the divine narcissus, hiding its noble soul in deep ravines, or seeking for spring in a glimpse of heaven, become themes of poetic inspiration, which, when blended with Buddhist ideals in the great liberalizing Tâng period, burst forth again in the Sung poets, who are, like Toenmei, a product of the Yang-tse mind, ever seeking the expression of the soul in Nature” (Okakura, The Ideals of the East, 48–49).

12. (Japanese) Rihaku; (Mandarin) Li Bai [image: Image], ca. 705–62; major Chinese poet, whose poems figure largely in Cathay.

13. On Woodberry, see p. 189, n. 3.

14. George C. W. Warr translated Aeschylus’s Oresteia for the modern stage. His The Story of Orestes was performed in London in 1886 and (as The Oresteia) toured England and Ireland in 1903–4. Presumably Warr’s skill at adaptation makes his work part of “the new conception of Comparative Literature” in EFF’s eyes.

15. Herbert Allen Giles, 1845–1935, author of Gems of Chinese Literature (1884), Chinese Poetry in English Verse (1898), A Chinese Biographical Dictionary (1898), and many other works of scholarship and translation. He refined the transcription system of Thomas Wade, 1818–95.

16. Thus far unidentified in manuscript. Its content doubtless overlapped with EFF’s articles “Chinese and Japanese Traits” and “The Coming Fusion of East and West.”

17. A Prince Rupert’s Drop is a glass curiosity made by dropping hot molten glass into water, so that it cools but does not anneal. The head of the tear-shaped blob is hard, but if struck with even slight pressure on the tail the whole thing bursts into powder.

18. A manuscript fragment entitled “Trial Analysis of Headings in Lecture, ‘The Natural Poetry of Language.’ Winona, July 8th 1903,” and so contemporary with the composition of this draft, includes the following:

Nature is infinitely complex & rich
Full of color—vividness


we get to Poetry in proportion as we bring vivid pictures of things
Not single things, but pictures of complex actions among things


Thus, Poetry is akin to Modern Science


task of Science is to undermine Logic


…


all the thousands of rare words which our greatest thinkers and poets use, all our new discoveries or theories, find their ideas foreshadowed in deep meanings of words evolved by prehistoric men.


To test this fact at once—let us plunge into the sentence form 
Why is the sentence form universal 
The false explanations of grammarians 
The truth is that the sentence is a concrete picture 
We look at Nature and describe what we see 
It is vivid, like moving pictures
 In fine poetry we find this. Something is done—
This is the principle of drama in poetry …


The Chinese language gives us a striking exposition of this
Its original pictorial power is largely preserved.
Here the original words tend to be verbal.
By composition of pictures we get a large variety of pictures—
characteristic processes of nature.


Best Poetry does this.

…


Homologies are realities of force-making.


(Yale University Libraries, Beinecke Rare Book and Manuscript Archive, Ezra Pound Archive, Box 102, folder 4257.)

19. See Fenollosa, “Landscape Poetry and Painting in Medieval China,” undated typescript, Beinecke Library, Ezra Pound Papers, box 101, folder 4250: “Here is a couplet from the celebrated poet and artist of Tang, Omakitsu. ‘Where my pathway came to an end, by the rising waters covered, I sat me down to watch the shapes of the mist which over it hovered.’ You will see here that pathway, the Confucian symbol for [blank in original; Pound has inserted “virtue?”] (as Christ said, I am the way.) is spoken of as submerged by a rising tide of disorder and violence. In such a case the wise man withdraws from action, and calmly observes essentially unreal and transitory evils which drift like a mist across the current of time.” Pound’s markings alter the verse passage to: “Where the pathway comes to an end, the rising waters cover it, I sat down to watch the shapes of the mist that hovered over it.” Omakitsu is the poet, painter, and statesman Wang Wei [image: Image] (701–61; “Makitsu” represents his courtesy name, Mojie [image: Image], which puns on the Chinese name of the Vimalak[image: Image]rti Sutra, Wei mojie jing
[image: Image]). The lines cited are from “Villa on Zhongnan Mountain” [image: Image], Wang youcheng ji, 35: [image: Image],[image: Image]. In Stephen Owen’s translation: “I’ll walk to the place where the waters end / Or sit and watch times when the clouds rise” (The Great Age of Chinese Poetry, 34–35). On the visual history of this couplet, see Harrist, “Watching Clouds Rise.” On Pound and “Omakitsu,” see Qian, Orientalism and Modernism, 88–109.

20. Kei is one Japanese pronunciation of the particle [image: Image] (Mandarin: xi), a sighing exclamation used in Qu Yuan’s Lisao and other early Southern poetry to mark the mid-line caesura.

21. She King, (Legge’s transliteration) Shi King
[image: Image]: (Japanese) Shiky[image: Image], (Mandarin) Shi jing, the Classic Book of Poetry, traditionally thought to have been edited by Confucius and consisting of 305 folk and ritual songs, most in four-character rhymed verses. For translations, see Legge, The She King; Waley, The Book of Songs; Karlgren, The Book of Odes; Pound, Shih Ching.

22. “Cantonese is said to be a conservative dialect…. In its sound system it preserves with great fidelity the final consonants and tonal categories of the Tang dynasty literary standard. This means that a Tang poem read in Cantonese keeps more of its original patterns of rhyme than when read in Mandarin—or in any other dialect.” Ramsey, The Languages of China, 99.

23. On the difference between the on and kun readings of Chinese characters, see n. 7, above.

24. I.e., Xuanzang [image: Image], ca. 602–64, also known as Sanzang [image: Image] or Tripitaka, a Chinese monk who journeyed on foot to India and back in order to bring back Buddhist scriptures, which he then translated. Scholarly reconstructions of his journeys in Western languages include Stanislas Julien, Histoire de la vie de Hiouen-thsang (1853) and others listed in Henry Yule’s article “Hs’ang,” Encyclopedia Britannica.

25. “I will venture to state my own opinion that the Chinese language is even at the best ill-adapted in one important respect for the purpose of agreeable rhyme. It does not admit the variety that is found in alphabetical language…. In Chinese … the rhyming endings are very few, and though there may be a great number of words to any one ending, yet, through the comparative fewness of the initial consonants, many rhymes are to a foreign ear merely assonances, and the effect is that of a prolonged monotony…. The principal interest which [the Shi jing] possesses arises from its pictures of manners, yet there are not a few pieces which may be read with pleasure from the pathos of their descriptions, their expressions of natural feeling, and the boldness and frequency of their figures.” James Legge, “Prolegomena,” The She King, 113–15.

26. On “Shiking” or “Shi King,” see n. 21, above.

27. Omar Khayy d. 1122, Persian mathematician and poet. The pioneering English translation of the Rub (the title simply means “Quatrains”) by Edward FitzGerald, 1809–83, appeared in four revisions between 1859 and 1879. FitzGerald’s stanzas rhyme, like the original, aaxa.

28. The four tones of the Chinese language, first described by Shen Yue [image: Image] in the fifth century, divide into “level” (ping
[image: Image] and “oblique” (ze
[image: Image]) groups. In Tang-dynasty Regulated Verse, complex rules were developed to avoid the sing-song effect of successive lines with identical tonal patterns; in general, a syllable in line A was expected to match a syllable from the opposite group in line B. For details, see “Chinese Poetry: Classical,” in Preminger and Brogan, eds., The New Princeton Encyclopedia of Poetry and Poetics, 193–95.

29. The “departing tone,” or fourth tone of classical poetic composition, is realized as a short syllable in modern Cantonese and other southern dialects; in Mandarin, it is no longer distinctive and words in that category have been assimilated to other tones. EFF’s expression is somewhat unclear.

30. “T & So”: the Tang [image: Image] (618–906) and Song [image: Image] (960–1279) dynasties.

31. Winona Lake, Indiana, where EFF spent his summers after 1898 and gave Chau-tauqua lectures.

32. Friedrich Max Müller The Science of Language. Mü 1823–1900, was Professor of Sanskrit at Oxford, a Fellow of the Royal Society, and editor-in-chief of the immense series of translations The Sacred Books of the East. His explanation of all mythology

as a “disease of language” earned him the ridicule of William Dwight Whitney, who published a pamphlet proving, by methods like Müller’s own, that Max Müller was a solar myth.

33. “Mythology, which was the bane of the ancient world, is in truth a disease of language. A myth means a word, but a word which, from being a name or an attribute, has been allowed to assume a more substantial existence. Most of the Greek, the Roman, the Indian, and other heathen gods are nothing but poetical names, which were gradually allowed to assume a divine personality never contemplated by their original inventors…. Zeus originally meant the bright heaven, in Sanskrit Dyaus; and many of the stories told of him as the supreme god, had a meaning only as told originally of the bright heaven, whose rays, the golden rain, descend on the lap of the earth, the Danae of old, kept by her father in the dark prison of winter” (Müller The Science of Language, 21).

34. “Now consider the immense difference—I do not mean in sound, but in character between two such words as the Chinese e two-ten, or twenty, and those mere cripples of words which we meet with in Sanskrit, Greek, and Latin. In Chinese there is neither too much, nor too little. The word speaks for itself, and requires no commentary. In Sanskrit, on the contrary, the most essential parts of the two component elements are gone, and what remains is a kind of metamorphic agglomerate which cannot be understood without a most minute microscopic analysis. Here, then, you have an instance of what is meant by phonetic corruption; and you will perceive how, not only the form, but the whole nature of language is destroyed by it. As soon as phonetic corruption shows itself in a language, that language has lost what we considered to be the most essential character of all human speech, namely, that every part of it should have a meaning” (ibid., 53).

35. “Language, therefore, has entered a new stage as soon as it submits to the attacks of phonetic change. The life of language has become benumbed or extinct in those words or portions of words which show the first traces of this phonetic mould. Hence-forth these words or portions of words can be kept up only artificially or by tradition; and, what is important, a distinction is henceforth established between what is substantial or radical, and what is merely formal or grammatical in words” (ibid., 54).

36. “As long as these words are fully understood and kept alive, they resist phonetic corruption; but the moment they lose, so to say, their presence of mind, phonetic corruption sets in, and as soon as phonetic corruption has commenced its ravages, those portions of a word which it affects retain a merely artificial or conventional existence, and dwindle down to grammatical terminations” (ibid., 55).

37. “Now, what we call the growth of language comprises two processes … 1. Dialectical Regeneration. 2. Phonetic Decay” (ibid., 52).

38. “There are languages in which there is no trace of what we are accustomed to call grammar; for instance, ancient Chinese; there are others in which we can watch the growth of grammar” (ibid., 86).

Chinese and Japanese Poetry

NOTE: Yale University, Beinecke Library, Ezra Pound Archive, box 99, folder 4219. Blue-gray school notebook, lined paper. The text is primarily on the right-hand pages, with comments and parenthetical additions on left-hand facing pages. The probable date of the notebook’s main text is 1903. The present transcription retains only such variants and deletions as seem significant.

1. Fenollosa continues the discussion from the notebook “Japanese & Chinese Poetry. Draft of Lecture I. Vol. I.” (Yale University, Beinecke Library, Ezra Pound Archive, box 99, folder 4218). On the last pages of that notebook he had argued that “Intransitive sentences are weak and incomplete, and have been debased from transitive by dropping a customary or cognate object—as ‘the sky reddens (itself),’ ‘he runs (a race).’ We then allow our intransitive verbs, ‘live,’ ‘see,’ ‘walk,’ ‘breathe,’ to degenerate further into the abstract intransitive is. And at least by attaching weak adjectives to this is, we throw away the vast central wealth of our verbal vocabulary.”

2. On phonetic versus ideographic theories of Chinese etymology, see DeFrancis, The Chinese Language, 133–49.

3. See Yi jing
[image: Image], “Xi ci” (Appended Judgments), pt. 1: Ruan Yuan, ed., Shisanjingzhushu, i:7/3a.

4. Shakespeare, Romeo and Juliet, 5.3.94–99, 105–15.

5. On the Riso (Mandarin: Lisao) and its author, see above, p. 195, n. 34.

6. From Qu Yuan, Lisao, verses 207–8: “I asked Heaven’s porter to open up for me; / But he leant across Heaven’s gate and eyed me churlishly” (trans. Hawkes, in Songs of the South, 74).

7. Jia Yi [image: Image], “Funiao fu” [image: Image] (Rhyme-Prose on the Owl), in Xiao Tong [image: Image], comp., Wenxuan
[image: Image] (Anthology of Refined Literature), juan 13, 198. In Burton Watson’s translation: “In stillness like the stillness of deep springs, / Like an unmoored boat drifting aimlessly” (Chinese-Rhyme-Prose, 28). From the combination of Qu Yuan and Jia Yi in this passage, one may assume that Fenollosa’s source was the joint biography of both figures in Sima Qian’s Shiji (Records of the Grand Historian), chap. 84. Fenollosa mistranscribes several words: according to a reprint of the Qianlong palace edition of that work, they should read: [image: Image], [image: Image] (Sima Qian, Shiji, 1010).

8. “Marpessa,” once known to every reader of fin-de-sie verse, is the tale of a river nymph who chooses the mortal Idas over the god Apollo. It first appeared in the Poems (1897) of Stephen Phillips (1868–1915). EFF quotes two lines from Idas’s address to Marpessa:

Not for this only do I love thee, but
Because Infinity upon thee broods;
And thou art full of whispers and of shadows.
Thou meanest what the sea has striven to say
So long, and yearned up the cliffs to tell;
Thou art what all the winds have uttered not,
What the still night suggesteth to the heart.


(Phillips, Marpessa, 25.)

9. Both lines are quotations from Jia Yi, “Funiao fu.” Watson’s translation: “The great man is without bent”; “The Great Potter fashions all creatures” (Chinese Rhyme-Prose, 28, 27). The two lines, copied in a clear calligraphic hand, stand alone on a manuscript page that may have been the original for EFF’s lantern slides (Yale Libraries, Ezra Pound Archive, box 101, folder 4245).

10. EFF is thinking of the Han-dynasty temple hymns. Three-word verses were also used for didactic rhymes like the primer San zijing
[image: Image] (Three-Character Classic).

11. Traditional Chinese terminology: qi, cheng, zhuan, he ([image: Image]). These terms, however, refer to the four lines of the jueju
[image: Image] quatrain, a form that only emerged in the Tang dynasty; it is a successor, not a predecessor, to what Fenollosa imagines as the “later and freer poetry.”

12. Fenollosa here assumes that the eight-line jin ti shi
[image: Image] or lü shi
[image: Image] (Recent-Style Poetry or Regulated Verse), the predominant Tang form, is made up of two jueju. The jueju emerges in some way from jin ti shi, but scholars of Chinese verse do not agree about the process.

13. (Japanese) Omakitsu: (Mandarin) Wang Wei [image: Image], 699–761. The poem translated is “Gao yuan” [image: Image] (On a High Plain). It is unusual in having six characters per line, rather than the more typical five or seven: [image: Image], [image: Image]
[image: Image] Wang Wei, Wang Youcheng jijian zhu, 258.

14. On this claim, see above, pp. 119-20.

15. The Shingon [image: Image] (Mandarin: zhenyan) sect of Buddhism is considered an esoteric branch of the Tendai sect into which Fenollosa received ordination in 1885.

16. No examples are given.

17. In traditional Chinese phonology these tones are: (1) [image: Image]
ping; (2) [image: Image]
shang; (3) [image: Image] qu; and (4) [image: Image]. The tonal analysis summarized here is that which Tang versification used to classify syllables in making tone patterns, an essential technical requirement of Recent-Style Poetry.

18. None is given in the notebook.

19. Joaquin Miller: pseudonym of Cincinnatus Hiner Miller, American poet, novelist and playwright (1837–1913).

20. That is, Fenollosa’s own poetic collection East and West (1893).

21. French painters of the Barbizon school, who preferred to paint out of doors.

22. “Since the era of the T’ang dynasty, it has been established that the rhyme in a poem must always fall on a character in the even tone, and the liberty of the writer is farther cramped by the methods of alternating in all the lines, according to certain rules, the even and deflected tones. It is in consequence of this that poetical compositions now are necessarily constrained and brief, and we never meet with the freedom and seldom with the length which we find in the Book of Poetry. Some Christian Chinese of genius, addressing himself to the work of a hymnologist, and breaking down, not rashly but wisely, all restrictions, may yet do more to develop the capabilities of his language for the purpose of poetry than has been hitherto accomplished” (James Legge, “Prolegomena,” The She King, 114).

23. Thomas Percy (1729–1811), bishop of Dromore in Ireland, compiled the ballad collection Reliques of Ancient English Poetry (1765), considered a major influence upon English Romanticism. Percy is also known for his retranslation from the Portuguese of a Chinese romance, Hau Kiou Choaan or the Pleasing History (1761; Mandarin: Haoqiu zhuan
[image: Image], The Tale of a Lucky Marriage).

Chinese and Japanese Traits

NOTE: This essay first appeared in The Atlantic Monthly 69 (1892): 769–74.

The Coming Fusion of East and West

NOTE: This essay first appeared in Harper’s Magazine 98 (1898): 115–22.

1. It[image: Image] Hirobumi [image: Image] (1841–1909), four times prime minister of Japan.

2. Li Hongzhang [image: Image] (1823–1901), Chinese general, statesman, and diplomat.

3. Charles Martel (686–741) repulsed the Moors at the Battle of Tours (732).

4. Germany seized the port city of Kiao-Chau (Mandarin: Qingdao [image: Image]) from China in 1898. Kaiser Wilhelm II had frequently threatened to use the “mailed fist” to win Germany “a place in the sun.” Russia, in reply to the German move, occupied Port Arthur (Dalian [image: Image]) in late 1898.

Chinese Ideals

NOTE: Yale University Libraries, Beinecke Library, Ezra Pound Papers, box 98, folder 4214. Pencil manuscript on unlined paper, once part of a bound notebook. Fenollosa’s strike-outs have been omitted from this transcription.

1. A reference to Samuel Johnson (1822–82), who found in Chinese poetry “detailed pictures of Nature, often of great beauty…. But they lack the inspiration of a sustained sense of human relations with infinity. The sense is not wanting, it is passive and unproductive…. The besetting fault of weakness and sentimentality is counterbalanced by the astonishing compactness and elliptical force of the language, and by a realism which deals directly with the facts of experience” (Oriental Religions and Their Relation to Universal Religion, 516).

2. Confucius (Mandarin: Kongzi) [image: Image], 551–479 B.C.E.; Laotse (Mandarin: Laozi) [image: Image], supposed to have lived in the sixth century B.C.E., semilegendary figure credited with authorship of the Daode jing
[image: Image]; Chuhi (Mandarin: Zhu Xi) [image: Image], 1130–1200, architect of the Song Neo-Confucian synthesis.

3. Abel Rsat, 1788–1832, French sinologist.

4. See Okakura, The Ideals of the East, 43–44.

5. That is, the First Emperor of the Qin [image: Image] Dynasty (221–207 B.C.E.), founding pattern of the Chinese imperial system.

6. Mandarin: Chu [image: Image], a kingdom centered in present-day Hunan.

[Retrospect on the Fenollosa Papers]

NOTE: Yale University Libraries, Beinecke Library, Ezra Pound Papers, box 99, folder 4423. Untitled typescript, a draft foreword to a projected edition of the Fenollosa-Mori poetry notebooks, with additions in EP’s hand. The transcription reproduces the quirks of the original’s typing, grammar, and punctuation.

1. On Pound’s contacts with Mary McNeil Fenollosa (1865–1954), see above, pp. 2–3. The meeting occurred on September 29, 1913 (Pound and Litz, eds., Ezra Pound and Dorothy Shakespear, 264–70).

2. Sarojini Naidu (1879–1949) was educated in England and published several books of poetry in English. A member of the Indian National Congress, she was imprisoned by the British colonial government several times for her activism. At her death she was governor of Uttar Pradesh.

3. Paul Carus (1852–1919), philosopher and religious scholar, directed the Open Court Publication Company and its journal, The Monist, from 1893 to his death. On Pound’s frustration at Carus’s slowness to publish in 1917–18, and the legal threats that finally freed the essay for publication starting in the September 1919 Little Review, see Kenner, The Pound Era, 291, 295, 297. Open Court’s list included many works by Asian thinkers, including Fenollosa’s friend Okakura Kakuz[image: Image], author of The Book of Tea (1904), Daisetsu Suzuki, and other Buddhists of the Tendai persuasion. Carus’s writings also enjoyed success in Japan (see Snodgrass, “Budda no fukuin”). The suggestion to publish in The Monist may have come from Mary McNeil Fenollosa.

4. Loosely quoted from Dante, Inferno, 3: 46–51:

Questi non hanno speranza di morte,
e la lor cieca vita è tanto bassa,
che ‘nvidi son d’ogne altra sorte.


Fama di loro il mondo esser non lassa;
misericordia e giustizia li sdegna:
non ragioniam di lor, ma guarda e passa.


Virgil to Dante, in the circle of hell containing cowards: “These have no hope of death, and their blind life is so abject that they are envious of every other lot. The world does not suffer that report of them shall live. Mercy and justice disdain them. Let us not speak of them, but look, and pass on” (Dante, The Divine Comedy: Inferno, trans. Singleton, 27).

5. Vanni Scheiwiller (1934–99), Pound’s Italian publisher. “Semi-isolation” refers to Pound’s captivity in Pisa at the end of the war and “separated from the … inheritance” to his confinement as a mental patient at St. Elizabeths Hospital outside of Washington, D.C., from 1946 to 1958.

6. A Lume Spento (Venice, 1908), Pound’s first published book of verse.

7. Beauson Tseng or Zeng Baosun [image: Image] (1893–1986) was the founding president of Yifang College for Women in Hunan Province and later assisted her brother Zeng Yuenong in establishing Tunghai University in Taiwan. Zeng Baosun and the Pounds were briefly in contact in 1928 and had each other’s news through intermediaries thereafter: see Qian, ed., Ezra Pound’s Chinese Friends, 9–11. It is unclear why Pound refers to her as “Mr Beauson Tseng.”

8. These notes in Pound’s handwriting correspond to the titles and numbered entries in Gallup, A Bibliography of Ezra Pound, first published in 1963.
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*The apology was unnecessary, but Professor Fenollosa saw fit to make it, and I therefore transcribe his words. E.P.
 




*Style, that is to say, limpidity, as opposed to rhetoric. E.P.
 




*Axe striking something; dog attending man = dogs him Vide Plate 2, col. 3.
 




*Even Latin, living Latin, had not the network of rules they foist upon unfortunate school-children. These are borrowed sometimes from Greek grammarians, even as I have seen English grammars borrowing oblique cases from Latin grammars. Sometimes they sprang from the grammatising or categorising passion of pedants. Living Latin had only the feel of the cases: the ablative and dative emotion. E.P.
 




*A good writer would use “shine” (i.e., to shine), “shining,” and “the shine” or “sheen,” possibly thinking of the German “schöne” and “ Schönheit”; but this does not invalidate Prof. Fenollosa’s contention. E.P.
 




*This is a bad example. We can say “I look a fool.” “Look,” transitive, now means resemble. The main contention is, however, correct. We tend to abandon specific words like resemble and substitute, for them, vague verbs with prepositional directors, or riders. E.P.
 




*Cf. principle of Primary apparition, “Spirit of Romance.” E.P.
 




*Compare Aristotle’s Poetics: “Swift perception of relations, hall-mark of genius.” E.P.
 

†Vide also an article on “Vorticism” in the Fortnightly Review for September 1914. “The language of exploration” now in my “Gaudier-Brzeska.” E.P.
 

‡I would submit in all humility that this applies in the rendering of ancient texts. The poet, in dealing with his own time, must also see to it that language does not petrify on his hands. He must prepare for new advances along the lines of true metaphor, that is interpretative metaphor, or image, as diametrically opposed to untrue, or ornamental, metaphor. E.P.
 




*Compare Dante’s definition of “rectitudo” as the direction of the will. E.P.
 




*Professor Fenollosa is borne out by chance evidence. Gaudier-Brzeska sat in my room before he went off to the war. He was able to read the Chinese radicals and many compound signs almost at pleasure. He was used to consider all life and nature in the terms of planes and of bounding lines. Nevertheless he had spent only a fortnight in the museum studying the Chinese characters. He was amazed at the stupidity of lexicographers who could not, for all their learning, discern the pictorial values which were to him perfectly obvious and apparent. A few weeks later Edmond Dulac, who is of a totally different tradition, sat here, giving an impromptu panegyric on the elements of Chinese art, on the units of composition, drawn from the written characters. He did not use Professor Fenollosa’s own words—he said “bamboo” instead of “rice.” He said the essence of the bamboo is in a certain way it grows; they have this in their sign for bamboo, all designs of bamboo proceed from it. Then he went on rather to disparage vorticism, on the grounds that it could not hope to do for the Occident, in one life-time, what had required centuries of development in China. E.P.
 
  


*So a nerve, a wire, a roadway and a clearing house are only varying channels which communication forces for itself. This is more than analogy; it is identity of structure. Laws of structure are the same in the spiritual and the material world. Human character grows with the same stresses and knots as mountain pines.
 
  


*This is why poetry is the very language of nature.
 
  


* Notably Johnson who wants to appreciate Chinese poetry, but feels himself forced by his theory of utilities to condemn it for sentiment.1
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