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njAle) Hate 5T B vieldln RS HE g RoEd uIFAe F
Ade SHHE £F-Pge] wEL Ay FUAE v1FAE AR ujelA ‘wFAE
WE 1830-508t 8] Aelx E sk B|FAIE HAALZ wHE 1010-30d1¢] RAelt), A
A PP o F2e Muprie) BA U THE AR 2 292 gE5T 594 £22
& AAS § AF g ojuA] A2 2% onAFeR EPT

gAY RUiUEe T4 WAL ojujdle 171 dnE Hg dodg oluAFe F
28 Aygxdez st gtk TR AEY AL AW M o 2ER REs)S
AA Hed 2 oz 2B ouxEe MAS WA ¥ wiolth 4o} 4l
A mo2E B3 AuA G3se] AE HoFu oAl REUSE AHA 33
HE £oM Q2 vy PAS HAsEe AEGon & 4= 9E Holth 25d FuA
BAel BE KoA Wb ol ‘oAl g2 =59 HA4S B Hed 1AL T
g 2 BEE dusn gdn B £E A= Ao,

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,

— Fzra Pound

ZA18] BE S RojYFo] 493 AElgn s Bk, gujal Ak
E'—Li"] 0] £48 A e =82 Aoy T &40 nHEd 2o o A
offl BAE ZFAT vt 3t AL Wz o]Fo|A] YA Yt AN uF AQ)
{1l & E(Ezra Pound)7} F5+¢1¢] &(T. E. Hulme) 2 ¥ 2 = (Ford Madox Ford)$} A
B FI4 EE oA ouj A58 $AEa, 1 o AFel 2% 19 Algte ZRo] 5

1 1991%1 99 28-09 “m|ZE o] gloiA e RUUE" A2 9d w2t Aeu o)A $Fsin
Frstal A 1435(1991.12) 00 A qoko] NE E28 sha)a] o] sledz f45 el
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Aote 49 At Hof vk el B Halo] njELdte] S
~1Vbh1°c4ﬂﬂhlﬁﬁ ag)d 71 AN oA nuUZe
e =3 ob 7% ¥ giidn & & drh
of ] QAzrol # Aol WA o]F3t G AU A dasiAlA dHsies E‘”L' A4
o] MEA whRAe| At W Rof WRtFojzl 19471 §-H ) atelA 23 29 o
A AZA 155 20] A A (identity) FH =T o] dgo|in B F ‘ﬂ_;\o] By
O AFEete] AUAA A ol AATE Foll A7) AL E A FA FPA )T
gl A GE AZYL & 4 du 2oy #9 28379 SHAxE EE ¢
AolAAT, 2 %o H4FHR e =9 et de)oJE(T, S. Eliot)Grh 1
22 REyge A4 717t Z]L}/‘}UV} Fool e #71 o w2 9n) 9l slobt)(Thomas
Hidy) 9502 HE07t 29 Hok mriUzo] 942 AL 24 ¢ 9o,
Azl v)zZe] o} Q‘%?]' ZEJ B4 (Wallace Stevens)® 98l Y2 (William  Carlos
Williams) & AAAE FolA AAshd 1 AL B8 9Razy. 7259 & §r]7
237t vx F39 HARY LA Zags ale] A HR wHolala g &
A& WE, FEUES £=51E vZEY oA YHRT doka & $ gl Aojth
& 2udF AAE o)v £(Ralph Waldo Emerson) 3 FE5 (Walt Whitman)#Q] A
% ol RS F% U Aok AAE gr] AUAS HEAQ Wame shie A
45 0] 2 dyt(Richard Ellmann) % 2 Z#o](Robert O'Clair) Wi+ ' 9 5 A
4= 2] (The Norton Anthology of Modern Poetry) 5= ‘HrjA'2] Aj2L- FlEWom 7
i 8}, 2l F712(Gerard Manly Hopkins)vh off 012 (W, B, Yeats)7} FEH Q] A]
°-]5d.11 EGEE Outhe AL A e Aol sy wE dolal g &
°ﬂ“‘] zolu AEMHGE AAbH g o #tg] e na Fay gale ‘myg
= 9)(antinominianism)’” AE A Folo} GEAE BT} EF dv&y FEwL]
%‘-% oA e] HEORE WAL HEste REUESE viZAle EEoz AUE A
Y% &t} IEY o|fe] mIAl= FEHAL hEolHP ety Tsin HEw
Aol ‘A olek(New Adam) #F A|LE mjTAle] AEo 2 48 uo]”~(Roy Harvey
Pearce)s= TH|=A 2] A4 (The Continuity of American Poetry) (o4 Rj&L A4
ol v[=A] 559 dF9 oF(counter-current) F H Q! 2y} oldl AW 1 (Mary
Arensberg) @2 H|H7E Tol2d] Lg% (The American Sublime) 94 LUUS 24
AL ofivls Fdo] §Foz nw U’ 72 HE FFeT BE 2 (Robert Lee)
o ot 2& W2, viguk 2047) BSATE obd 194)7) l=AlE FF ke Aol
Al AT 29 BAL, FAe BOUE Alele] #AE ojsjdlet mio] Hid)

S|4 ofw A
o 4Ae 79

2 9 7d] Michael H. Levenson®] A Gemealogy of Modernism (Cambridge Univ.,, 1984) 5 28 3.

3 Roy Harvey Pearce, The Continuity of American Poetry (Princeton Univ,, 1961), p. 57.

4 Pearce, p. 293.

5 Mary Arensberg, ed., “Introduction,” The American Sublime (Albany: State Univ, of New York, 1986),
pp. 8-19.
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If we acknowledge, and it is hard not to, that almost by cultural and historic binthright American
poctry —and indeed all the best and liveliest of American writing—— has been ‘modernist’,

concerned in Ezra Pound’s lustrous phrase 1o ‘make it new,’---

e A 7R A ol4lM7I 2 olBe mlFAlY] B34 F97 5“011*1 e
S’Jr ?ﬂE]C’]Eﬂ- ML HE g §PoE P ESEES AU AM s e 4
S Aoj}, T TEjA vl FAZ} AV EHUAE'H A= gdtte -Z'SOM. |
-3»1_11 7)1 HolAF2} 7418 2HS(Edwin Arlington Robinson)& Skl WA19] A5 3
Q) ‘oletk el (Adamic mode)’s} GA2 B HE F Atolo wo & FFE A4telat
o oA =al g wA ddstn e Jlolvl) zelu el AlddA Ed, 2 F
W7 A2 vA e §A4S 9% FEn7|telqivk & 5 Q).
10159 o= v} TR (The Cantos) 1o F243t7) A2 ¥4 2 Tek&(A Pact) o)
gt A] £olA FEWIL FJAAY) YE 3T AL LA AA7 AR e W
SR g4 B2 4L ALY AAEEY,

I make a pact with you, Walt Whitman ——
I have detested you Jong enough.

FAA & F4317) A7 H2Ert AERE 24 8ol Ae] oha} ol &0
At (detested)” AHEE 717 2 744 FEWY] Zde A3 o & Ade A
& UehliFE Aoy, =g uRe RrU2ES0] 1910dh el ehAjof oo}
HERG FF DAS WE7] AR AARE e Aol 2 HELE deois
9] Bl = o 7] x 9‘71] FEe BdE £ gle Aolnkt agvd a2 d7A] o F2

I

Shessh ARolEs USE Belm AU B4 HANNE mFA0] AR} A
ol M B o] F3 YTt Ato]H Z(Arthur Symons ) 7} dlo] = (W, B, Yeats)oll 4 A5
rA 0] ESHE-5(Symbolist Movement in Literature) ; (1899)2 A|71%of ojrm 43

6 Robert Lee, “Introduction,” ed, Robert Lee, Nineteenth-Century American Poelry (New York:Vision
and Barnes Noble, 1985) p.8.

47 Pearce, p, 256.

& Stanley Sulan, Lliot, Joyce & Company (Oxford Univ,, 1987) pp. 17-20 &=,
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2ol7h Ao s B ol UNSE HOiFW, WrlHoe AWu sphe o)
gt Ald el dejolEd AR ’9/&7“"‘5’1 FEFe FAE A S BT 5 vk wakEd)
(Stephanc Mallarme) v} W] Ed) = (Paul Verlaine) 7} W F 3l AR F9] Ale) 7|23z E=
TiwE AT, o)YUEL o] HdAAIS} FE&E2 AA Alel9] & (correspondences
), B70Ad (impersonality), 28] 21 FARGE %43 ojn|A)g) FoAolt), ATy
07 FH3HAPA melopoeia®) phanopoeia®] WIE}H Q] FFolc}, 18} & ) A 83| o)
op7lalAbd 1 FARTE Sotolr}, S 27|A 9] Hojd 24F TE-7(The Return)
Fm 7 Z9-(Ballad of the Goodly Fere)ﬂ,q HEe 72 qlolg gotalel qio] 9&
a2 9k, 19129 29¥ Teal gk §5 (Ripostes) o] 48 TBA,E o)& Sojua)

The Return

Sce, they retumn: ah, see the tentative
Movements, and the slow feet,
The trouble in the pace and the uncertain
Wavering!

See, they return, one, and by one,
With fear, as half-awakened:;
And murmur in the wind,
and half turn back;
These were the “Wing'd-with-Awe,”
Inviolable
Gods of the winged shoe!
With them the silver hounds,
sniffing the trace of air!

Haie! Haie!

These were the swift to harry;
These the keen-scented;
These were the souls of blood,

Slow on the leash,
pallid the leash-men!

OJAA7] %ol ol Hold AF 7HeUA FHHeE B w7 NG 7t
e AF sHed D B & vk 28 BA a2 AT Aeka ¥ 7t 9
£ Zolth, MemE APFele] JLL Wol 2719 ML HMEY AES Wold
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F A 19 AFoe AAF7) RReE ote FEY AH [ctat dame] S F
& Ago] Atk U3 WA et a8 Aol fAkg AeYze) Aol AT
e} A Qi Wolgatel g Aolth 1L Ul dlael Eahs) oz 2 wel
Az}, Eo ZAEAN v EQlo] Lol A& Folth FAF A|7h EF] 3450 o
Al Bolell tidt ZAR1A7E BRI “They™/t o] Alebzl g} mEc)gte &
&S W= duiw rhazpRlelnh dloje] FotAgl Q48 FRI] ZeiA, oAl @il
A wlE Falz 2E dialel Ao diAde]l atehe &9k 4 A (natural music rather
than metronome) 3442} 718 A A A0 AelE 2 Aejal 98 o}, o] Ao I
£l 4019 fdad PABAE desd, 308 2 a}oq o2 sn g, A
199) “B 0l (enative) "o Reg ¥F0) #9414 2ok, $U A2ee) B
24 dolatt ol “and the slow feet” > ‘?J‘S}O] Ei“—*lH‘i‘! doj7te #E & At
2o R % JehlF R doh s 2Rl o A AR g Bk 2
A ghe=c} #ee zpAlL o] FEL JEFAF F7bre] g A E}‘O](]acob Epstem)oll—]—
22 227 Henry Gaudier-Brreska) 9] 22ZaHg ) 3h& 218 w281 ok £33l 3l
9.9 F ARel 23S 2 RQuIE Soe AFAT AE Aol §Y9 HolT
o7 gorAl mAE wge Avlel Hold 2B B deoiRe AEeE 1
2 Begn), 53] Auji=o] Tgola] a8 (Anccdote of the Jar) &= 3|Aal: Wy w
BAARE el 2 7Rl AdE R ddEe] Agate diaite] w4 dAelahe
’LO\ AL A= AR, 2HY b Fad A R shie o) AlE ZAke) v
58 ARREE e S el EFY Aol

Anecdote of the Jar

I placed a jar in Tennessee,
And round it was, upon a hill.
It made the slovenly wilderness
Surround that hill.

The wildemcss rose up to it,

And sprawled around, no longer wild,
The jar was round upon the ground
And tall and of a port in air.

It took dominion everywhere,
The jar was fray and bare.
It did not give of bird or bush,

9 “The Reurn"of] tR8) A= Richard Gray, American Poetry of the Twentieth Century (London:Longman,
1990), pp.75 68 ¥ F. Gray “The Return” tefers nothing outside irself #3530 ©oleha gic,



200 87

Like nothing else in Tennessee.

At o &l el 2erhE wEEty] 18 slolth euAlNE AR AV
E T oobdd Mo, vl b3 &Ekek N 7hed) s ofd Hlolth o] A
(rhymc)Ol fle Alo)7] mgo] & 2 Auetn & FR glg Aoty 1
991 metal & 45 whol] gl Zolth o} HIWAIF7E HEY F(country song)
oZ]‘)]V‘i AR e AMdo] o go] USR] REANE osHE Fo By~
E} E ARIEe] & “H, Tl aFe] ehM A AEe] Ui, of Rk Qlojo
DAY =7hE olufe 1 5§ Kl AlRlE BE logopocias WA AlE A g7] of
2ol Aol}

e s e gobA el Byt R e ot F o|u| X & (Imagism) 1813 H
QE)AIE (Vorticism) & 52 o]=Th .‘LQEV‘]FT: o]u] ]1—3‘9] 324 29715 HHRy
HFEoz witH e e g v 2191, Bl HE ojo] o|nAE 7|H
9] B3 & gt 29 (Amy Lowel) @] B3 f 7o & o5& o3 e
ojwol A BRE Holx Fgx gA, 1 A glo] M= o]y} e AL ophd A
Ayl el 19133 Al7batel . STE TA|(Poetry) g 3850 Ael AL o] & 3Amd
of EaZ 11 A%V A Toln|A 2B 7} M3lR] Frolokst o] ZFH(A Few Don'ts
for an lmagist) o] EHH ﬂ]'\r-——4 Al RQEAN2EY H tielm U2 A &H
m, 2 3% &34 Fo|uA~E S (Des Imagistes)y AFolAE ¢bzte] o gHoR
Hhag) ?Eo}ﬂr. At B9 “B QEJAIE(Vorticism) " (1914) gk ollAle] AR
Lefi= olu A Zol @ 22 Ax HJUW Fojrk EE e A JAE il &
m ofu| RSl Al WQEIAEL 2 BT Bg AR £9 o] tiildl A4ale] dA
ole ‘MFHA dol'E oyl HAoleln & 4 UAN, olH|AFAA] LLFAFLT

$A7Fe 19139 Aol 73 AL FolE £ vk Tk Tk o] Uehd 19 o))
74A) E£ga) A 191433 o] 3 5} 1-?:7]- Ao A AAE, A el A Fd el (Hugh Selwyn
Mauberley ;9% TAA(The Cantos) ;& W=t FAIE, S BE £o 284 A=
5ol W ouz ‘RoyaEmyolgty Foid, 1w dEvt Slw wdlel @ Aol
o a2l e #F LollA] o|nxgat B QE|AFe] s FiA gethe A
Aojol By wiriE &oA o|uR)Fo] A st e AFE B Aol & ¢
9l Ao},

‘W aelm Ao sA Fevhd, ddAg 2L 191087 WA “olr A AE”
ghil Fsj 1gelh, ea °‘]E~]°1‘:“ wAginkt 28 1 a&9e F(T. E. Hulme)
ot} ZHE(F, 8, Flint) 2 F3Q1E0] AUX 289 #3F 53] F9 Alw o|vAF
Ale] 7w (#ud )2 o] FARY, O]U]?"E‘ FFol A= de daAA @ AL A¥=E

o

bR

c
>~l r" re

0_}-

v 2

ﬂh-

10 K. K. Ruthven, A Guide to Ezra Pound’s Personae, (Berkeley: Univ. of California, 1969), p. 16.
11 T. 5. Eliot, To Crilictse the Critic (London:Faber and Faber, 1965), p.58.
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F& A 7hatolA) ERET@ TA) ol e, 2 o] Aol ojv] mjFHA Aoz AXNE
& H DA vl gol QlE fejdaEol ofs) oju AR dge] o] ¥
Ak, f1Eal 2 ujofAE W ouloAT A7} oju|RFolgte &8 HAA
Al gldol A oln A AE Al AE2AE Al golub 71 n<l ofn] 29-dolRd
k. 1 AERAZ] oA 7o) JEet ¥hg-2 e o) vk moMe 2 AT
& 71 o) R)Folst gto] A (modern poetry) 2] o G072 HAtte AR
olu]AF ¥ UL Fe mlZHQl AAS g

A o] AlHoA] BA JAFo oA e BB EUGA G B F
ofxf ul =]l Bfro] AFE xlAle] tigh RE-g ZiA|a AR Folo] ol g wiAlst L
A Fole] 2-o}4 ¢lod(musical language) 5 3312 Ao (pictorial language) 2 HHE ©]
v A F-2 v 5agl Aok Foll #grvt o]r|A]ES phanopociatt 01§ 2. A g A}
AE 1 AEE dFos BeFEns —L7‘° Egk nE 2E AFAY A3 o] A=

HEE o o]Fe] TAf ol (New Adam)y BAl5} 7He g9 Algtolgn & + gl
o} oA F AAste] #9) 191392 EF TRt dolze] HMz Uik g, o]
2F RUU2EZ 2 ) oA, oA TalA dojze] AlE o 7AF R (more
concrete) 5HA ¥hmz d] Qlo|A, g QES Azbshdd noyEd vs FAlu
o] FAZ} o] A3 e Zolth Aty dojx A FHEW AE FogA ¢
Aog dald Qe AHoldh HEE oWAEL GAY 2EAA Yot vt ¢io]
| AAle] glgel 275 FaL olnAFE WAl &5o2 ko IAHL vFo]9
1 —v—‘-olﬂ}_' & g g Zojth

s el 9i2R Fo TH|o]el&(Paterson) ol AB 3 Al ‘Bdol UYL AME
o] th(No ideas but in things) gz RE AW F9S stu At w2 ¥
b A gl SoA] ol 52 2hE o] Bla| 1y} uiSte] A8 Lo ZodF Ao
T QAT 2] A ke b d e AFolgt & 4 e T ojuly) &4
(The Red Wheclbarrow) & ¢o] ®.3|

rJ;E o rlo
N o

o

The Red Wheclbarrow

so much depends

upon

a red wheel

barrow
glazed with rain

12 lzra Pound, Literary Essays of Ezra Pound, sclected with Introduction by T. S. Hliot (London:

Faber & Faber, 1954), p. 26.
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water

beside the white

chickens.

o] ZFL U HAL R A= ofdfsiE v RHE UL, E o] ZFd A
24 ouE vostEn & AT A 2ot of AL ARG AR ol
A AANE B BRAF, AHETEO] 1 YRS olEtEE 7HNAL S-S RAE
20 791 VY. B8 2] €9 AFHE AL At REIAA 18 A
FUEdt oW HEAA & ‘2]"3%7‘?") A dele] As gle Aot ey
Z1#)©)(Richard Gray)©] BAE o] Al 42 BAE E%she 289 710 Y

oo B AES TETRE 2] omA AROS OF B8 A% 4
2 e Rolnks

delYzRTH 4979 939 94 0 Bol we AERx0 B9 o2k oh
o}, Z1o] Z27]AlE oulA & Algti BYE $2 AFEE AU tEHQ 4E 57
W Tz 7|8 2 94 712 998 (Thirteen Ways of Looking at a Blackbird) 0] %)
A% 4 e1Ael Al Stz Lol TMelIE A 98 AL (Peter Quince
at the Clavier) 5 AM-E oH|RE 9], A& F o1 o[ujA|7} o|u] A& Mz FEdte 4
9], AAZ 5o} gle Aok TEA 744 W, 7hed & e ¢lo] WAk

N

il

VI

Icicles filled the long window
With barbaric glass.

The shadow of the blackbird
Crossed i1, to and fro.

The mood

Traced in the shadow

An indecipherable cause.

g9] 380 AE|BA7) o R HE #H, Al e ApEA]] 847 ol Jevk A
Aoz EAQE ojuxZ Ao|u}h. & A A (Harmonium)ol 42 TE2acre] &
2535 (Fabliau of Florida) & ¥ Al o]n) A& Alejth.

Barque of phosphor
On the palmy beach,

13 Gray(1990), p. 82
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Move outward into heaven,
Into the alabasters
And night blues.

Foam and cloud are one.
Suliry moon-monsters

Are dissolving.

Fill you black hull
with white moonlight.

There will never be an end
To this droning of the surf.

oM X Zut B A4S Ay gleR REAT B UK oM AFH F
BakA vk A 20t A S AR ARETolEie AR AZE onAR AAE
4 dto] 9 Aolth a2tz 2714 THFF(Preludes) ;8L AEFE o0|AF A EY
AgAeln B F5 g Aol ol FAEA o E o|Follx AFAWAR el
7HA 1 RegR o AEde At B R 2 TZR T2 9] Al e d)(The Love Song
of J. Alfred Prufrock) oA o] ¥E Folrz)

When the evening is spread out against the sky
Like a patient etherised upon a table;

o] B} w9 ZHUE FolA 17417] ol ARIgoY AP 14 Al 9
ZANVE, F2 194)7) Fubne] 2 @2 AR A 7R drol Lab4 vIHrlE B
AAE 191082 w7, AR MR sk VS, B8] onAEe Bdd v=x
Aol 297 &ofA I AStS BAT £% AL Aojr), FHE B irAY AnT
7t 7l 71 AYE o ouAAY # JehiE £ Ue olvA 22 A@F FuEo
ot} wz YAETN? o] AlE AR gUS W fal= o] Al AAVE A9 ol A B}
Z FHES A9A He dojoh. a8 2419 108 Mye] ¢l By F7]2 244
£ &f-(metonymy) 9} =1 H7F o] 2 T R|i= -F (metaphor) 7} EAol] AMEE e
e 22

The yellow fog that rubs its back upon the windowpanes,
The yellow smoke that mbs its muzzle on the windowpanes
Licked its tongue into the corners of the evening,

Lingered upon the pools that stand in drains,

Let fall upon its back the soot that falls from chimneys,
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Slipped by the terrace, made a sudden leap,
And seeing that it was a soft October night,

Curled once about the house, and fell asleep.

Eol3 AT XA glo] ApAoz Talw LA Al oju= 2, HAEEE 20
A7)z n5a e olmAE HAdol AZ Eo slw Aoldh 2wz #A9 A
HEgold W “Prufrock” o] E8o] oA F9] FEE FEAGL B = AT Hejrh
oju]A2E o] Fse Yo 2UAE TEg on A9 AAI7} ofvl AEHQ A
£ deloEs pAFez AAYD Aol vElv 22 muUFe gzt 2
s,

Il

oF (%) Fojg] dejoBd g AFoA HoFE%e] ouAFE T RUUE
olgtm g &= guh oM AGE HrUFel o] B ot} dfolENF ol
WHEol7l o|uAEE o] &8 AlQle W BA| ¢lAT (uwebx wgzrt dejdEE A
gtod ol Al wijgA) ki Axgo] dlog Hrjale] @ Algtolzta LA, thE
o] oju|A| AEEL STy} F2)5t2 4ol A (In a Station of the Metto) & 2*HA] Z
2 A 247 A JEdE FA 5k wele] gase Astd HoA Algzd,
E3) o}l oA, €F & Hi AL B3 AU Frmo FPL ASode
2o A% 0o AR HATL ¥hd Folle 1 Aoyt W g Ea gAl dd F

o=,

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

7o) A=A]l 183 1 Mol WA= AR o]v) X (superpositive image) 18§, A
A g 239 A7} Hoind Zelt), Wk opzl AL mE olujAE AlEE shitte
olu|A B B HAAFHE AZL 7HAT U Aotk Yelgzel Nzt ould &
Fi = A3 & £ § Erke 28lal oSS AAlw 7} olF3te ofuA §
Ay Wolr}, Txjald ol A 7} ¢4 H 1915-61d2 FLE7}F HREAE AAS 7
ojn] %3 At Fo]7| Wi, o] A7} FFme] FL ov|¢ o|uAF Aol AF
ol whebd B QEIAZ Ajthe] Alete WA Aeojrietil HBEE FT gl Helth
olm|AZL 7)Y AFo] gitte A4S A n=A7L 84 on|E Hj g 44
24 A9 29 SlakE FEnie] ‘opAd Q) 93 (batbaric yawp)'o]F E W o]£E
el Aoy Aolrk dy ouXEE I AFd fAAHAARR A §HA
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& =& F 9ol gl Roli Ajte] ZE I AR tlEr FHsiHe Aot
23] do|E A7tslx] Frigtm olulA] st Al 3 e MAE AUAA s
7 2= dhe] g Aotk waks] AE|=(C K. Stead) 7} D3R FA] 8l (aggregation) 7k

o5 4 ¥l gigi| Aelwh.
What Eliot and Pound added to Imagism was what 1 shall call the principle of aggregation.

‘23 e A€ (David Antin)o] BT A, 53] 2rivFe] tEHQ Eolta
&+ de THFR 9 TR o dafs Hahe Bety Fuan dodsste vt Al
ohi Az}

The Waste Land and The Cantos are based on the principle of collage, the dramaric juxtaposition

of disparatc materials without commitment to explicit syntactical relations between clements.

T Ugo] #AEA g2 ‘H’l]o] glxol, FAlstolE EalgolE ol dad ¥
249 -2 dold ofd gyt ol AJEA Uk Kelel & Aojnt.

1910 Z3ute] ojulX o] AR E Fab Fo] RHULEZ B2 ARJIER -
714 Wik Zab Z4ale] g 7b7] Al Rein), B2 E 2 melopoeia®t phanopoeia®] ]
=35 Z)AlAM Wt logopoeia?] AAIRE Yzt TR (Hugh Selwyn Mauberley),
vol on = GLME T EAle] AZ njgdo R B AAg KA TAHE S ) *l
Ashs Zolth, AL o) X&e] FAHR] FEOENEH AL F YL o BF
o= e AlAlelt 18} 71 (Frederic R, Karl)0] re) o} 21U Z(Modern and
Modernism) o) A sh-2=0] TAJH o] 7| 72 93} 7golaty Hxo]® Jre
Ada Fuel A, L onjAe) ojujAe) AAL A9 7R PHOR A Ao
v, a2#1 "AsHE 787‘1%}01]*1J9P 7o olux AHHE FHAo T AMRHA o]
o} o A F=EE gl e d=to] A & B Y8E "2 prose kinema”
(Hugh Selwyn Mauberley, )2} REw Zzg shgcola BH ojayoz s}
7gg =y g FAoR 8 5 ul7] Wrole}, 22lal e TXad AAGA
9 2 o)A AAVIEE B aRF o7 v} FHLSHA AR g EH THAL A
H(Pisan Cantos) ;< o TA] T XXIVJ-Q'] Anel=

The enormous tragedy of the dream in the peasant’s bent shoulders

14 C. K. Stead, Pound, Yeats, Fliot and the Modernist Movement (Macmillan. 1986), p.39.

15 David Antin, “Modernism and Postmodernism:  Approaching the Present in American Poetry,” The
Avant-Garde Tradition in Literature, ed. Richard Kostelanetz (Buffalo, N. Y: Prometheus Books,
1982), p. 217.

16 Frederick R, Karl, Modern and Modernism (New York:Atheneun, 1988), p. 366.
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ojmlAlg WY 1 A BA} e HY o AE AR oy, Al Ty
AP ARy AAE 2k olP At Ak SR dE E ahd S, T9)A} A8 9
F418 ol FE A9 sl TA] LXXX 3=

sunset grand couturier.

g 2l o] onjAle viE ¥l sl 839 d&s Holdte AR nAY F
% 9132, 1975%] Faber and Faber BO.2 247 0)A} H& o] Al MA 2] W&} A
olm| A7} ¥ 7|% sk Aolth th] ZE) o)ujAEE SAFIL v §FHo g AHE3t
L e Aolth aevt o YRR onjAFH whe-se] F7|AI9e] FAE dHe
HARE A& FAL G 1% So] A2 v A(FP vehd otZ2YE Y] &

K

l'.l]o 1

sky’s cicar
night’s seca

greem of the mountain pool(Canto LXXXI, line 127-9)

b ojulAutow FE Q3|8 A4S Y53k dd Aot BE a5t B
7t h@xFE Lol B0l Yokn H7g ol HEG 7AHde drE $8 §5¢
ideogram ©|&¢] Ate]7| = ARG, 1 FAH e o] x}Ze] logopocias ¥-8-8H
B ogre] gxrt Eold el molop & Aotk

ojt} uhgrol FA)H Molel? Yo PAE A& A& 2UA HH M| ojuALE
oA Holz|A =t 2tk ExdE A BRIL oA R wEojd F= fivke
AR e @ Aotk 1 A &7IMelx yehdd. Teicidrole} viE 7]
(Sea-Trout and Butterfish) 19| 3128 B Tmi7tz] AAE L AA AA o)n] A&}

Jlz oE

quick tails
whipping the streams aslant

go] 31ape) A4 ol AR B FHY FH Y] o AF oA Hojue A
olt}.

F71¢] tHEA ZE THolel& 7 % olujA|9} ojn|xje] A7 o4t Zolgta &
T 9drh, FE ddolgn = vpriAlelt}, O FHER w2 g A o] AL §l
=& 7R 28t e el A4S A= ok (logopoeia] AlA])

17 Nancy Willard, Testimony of the Invisthle Man (Columbia, Missouri: Univ. of Missouri, 1970) p.17,
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o] AL nEFEy Y= Aotk HEest gePgz BE A £ e ok, A
g 3 gl oA Bike] ZZejetil & & vk A 5 g7 Wl A5 E
vgoz Bd 23S BlugeAs gadh 27 o] Ao & o, 25 A5 N
Zpa1e) w#) (Song of Myself) ,AH S(BDHY 743 2R g0l %’i-‘: He ojole] HE
He] Jatzz A FIehe SAEE AdHE Aotk
2| R0 Aer HE thax guh Pl & (Harmonium) ;o 28 ANHE £o
oln] oln|R)&EH} AE ¥ A5 B, "929 ofH (Sunday Moming) ; B2 Al
WA ol TRAbe] 3|72 918 U2 (Notes Toward a Supreme Ficlion)) (1942)
dqalsta e Aotk Tl ARFoe] JFE I FREUR @l ¥ %A
, B S () F AEE AFsitte FolA 2H, ‘Fd9 HFE 9 vy
S 2A; Fiz QJE 92 =anpt gle AlE P W AS 27 AFRAEE B
F Aotk 4L =7t HE FHQ AYAEty REE 84F FHEUY A7)
Aodst Qi ,\],@# A} A7 A ARD 228 B 27A R AElEzy) =
Ao] g=ro AL A (polyglot) o] 91 A & A ZRH neologist ) & £ A7INATGE 2
B719le 2 ot FEUHQ) AL go g YW ﬂo]q SE|E=E W3
20417) "= AQ1Eo] HEAR dulrt 7h7he A4S 7R3 eAE 28 (James E.
Miller,Jr.) 9] THAol 3FE A3+ u|=3 F7(The American Quest for a Supreme
Fiction) yol & vehd Aok 283 TeimyR, olF9] A vE A|Eo] ‘F49 §
T, & AAF ERA'E oABA 2uuel wAAE Ao 17318 gzt dd
dz9 ZAE A4S v FHQ gho] FAo|UE F1g Nt Aile] w7} v 9]
o] FAF vgoz Thle AolAJ) A3 MEE ‘F ol 37 (metafiction)' & F
Fath vy Aelth v 2 w9k WA (Nietzsche) 3He]d] A (Heidegger) ©H)
(Dante) W &S FHd ol she Al A8E& HoF:n e Rog?® ax ol
Aol 42 #44 28 weprhddh E&4A Fof o5 EUiY, 71 Ao 23
olxet Al F Tuk$) (The Rock) ;o) AR Al TRE =21(An Old Man Slecping)S &
F A& Zolty, 1 AEe RE RAE upAL 3

‘o r1r l-ﬂ

¢
I

rEmb‘.,ELJ}mrE.u

The river motion, the drowsy motion of the river R.

olehe olrl A shiol AEHo} drkx S% FHelol od Holt,
WelofE9] Fot F hackn @ 4t gtk AAle) ok A YA % o,

18 Harmonium®) “Bantams in Pine-Woods” 2 A|S2 #2% A

19 James E. Miller, Jr,, The American Quest for a Supreme Fiction: Whitman's Legacy in the Personal
Epic (Chicago: Univ, of Chicago, 1979), pp.ix-xiii &} pp.5l-66& =& 7

20 See James Applewhite, “Wallace Stevens and His Recent Critics”, Swanee Review, (Fall, 1991) pp
631-640)
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b gaelen 24 §1 Re ARTHropalis) A3 FIHLRA7

B NHog HEAF(H)7F oIAT] HEIAGAE mit) A e
AL AN FHEWN Alog] He] Wy FE A2 AAHoE HolRa ‘31{;21.1; .
2ot gt 18] A, B3] TR (The Waste Land) 38 £3 718d £3) o
‘tyz o] AL&(polyglot) o)L} WA ZME thekabAl AFRA] (free verse) S ThaF3lA) & 3_‘\
& n@AolT HEDHOIYTkT 3 & A& Rtk Ak A7) Ho]A(Richard
Chase} = Th&-3} 2ol 3 vl ik,

VE,F)

Both Song of Myself and The Waste Land are loosely organized by a stream of consciousness or

musical technique, having a protagonist called who merges regatrdless of the space with a

variety of historic and mythical personages, and celebrating cycles of death and rebirth.®

5 AHE] 23 FAMEY oheh TAH Yul(siy) BAT HeAFu dnn
F8 e Aolth Wak ohlel THRA A B A Ao e FoluAk

Various critics have done me the honour to interpret the poem in terms of criticism of the
contemporary world, have considered it, indeed, as an important bit of social criticism. To me it
was only the relief of a personal and wholly insignificant grouse against life; it is just a piecc of
rhythmical grumbling®

dgjoje el n2QAQ Wurt & =ais nweln], FAld o] FFo] i A4
w9 H tEglol vla A9 ug AR ofe HolA UL FHI| HAE
o & o oA B o TR &= TAH 0l Talole e, 3 22 Ao 2le A
olt}. M (=)ol ofa) o] FFe] SAHUTE AMEE F ARl AHAAQ FF
Atejolehe AMI olglelE B Ag AXAFT sl Aol

Qeloj=e] Byol Gl T7b & AR AZ R HolE % 4 o), (EPES
A g2at 5 g Ta%S A A, T AR Gn 2 Foll Ao T
ool T8} =9E (A Belief on Beleif) , T8} A (Literature and Propaganda) TA
9] A}3]4 7])%(The Social Function of Poctry)J-——— 9] @A) o)n] ou|AAEEL

GeE wolia T 4 WS FAZ FAHSE BaET Yk Rolth a7 2
FolEL ohAAL olnAZe A% BA BT AVL AT ¢ 4 Ack A
02 & e A9 ABE o AL 19 AZAE AT BT T 4 Y
Fe)& 719 (Little Gidding) olA o shgyk S, A whe) 4188 AR7F Wi 2Ry
A& 7IFog rte A8 Hof Sl #Hit -‘5101]"1 A7 et gle 9 ofvlA] &
vl 35 5ol e Aol

21 Richard Chase, Walt Whitman Reconsidered (New York:William Sloane Associates, 1955), pp. 83-9,
22 T.S.Eliot, The Waste Land: A Facsimile, ed. Valerie Lliot (London: Faber and Faber, 1971), p. 1.
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oM AEE AXA F& vFARIE TUY2ER R2715 AZA sE dEHQ
R A _IEE./_.E—.(Robcrt Frost)v} ZL#f| 91 (Hart Crane)ol A4} S 4 ¢)& Zo]
th 22 2B £#HL nulUAEE] AT FAVS Ho] 21 I 719 “Desert Places”

v} “Design”é‘% ’-‘1‘%_,5-% #oelo] Hasle 714 1 ojm 79 Al 2 B
oo vk g ok

A} o2 S0 “Desert Places™d] €0l T AEQ) tFE v 2B o]
g S hojiEd

They cannot scare me with their empty spaces
Between stars —— on stars where no human race is.
[ have it in me so much nearer home

To scare myself with my own desert places.

zole)e] (Richard Poirier)s o] 8-& G2= zgjdla] ohea) o] T2 3ta 9l
o},

The self-assertion here is implicit in the slangy school.yard tone of “They cannot scare me” as

it applies itself 10 something akin to Eliot's “vacant interstcllare spaces.”®

E7} g% Solel HPoR BYse BUTH: oE HelRi Ao
4 A delel= 2oy ouAz AU A& W) HHo2 Ad vk A

ot e otk vhA] Tef st RRAEY S ‘ZIAER mryFole
I RE FE USA mE2Y 28 moU2EFdD FE7E P& Holth onAEE

ARA k7] e Aok

Z . wElH YHRE A Fe)e JIe weky, mrivEe] d3we) 1920
ol Alg 227] AlAgom, B BA 2 FEthe HERAA, 1 £ mEy
2ER $27) I& otk 29 4F 71y #old A2 43d T gy
(At Melville's Tomb) ;9] w24} 4308 ¢]o)w 7},

Compass, quadrant and sextant contrive
No farther tides--- High in the azure steeps
Monody shall not wake the mariner.

This fabulous shadow only the sea keeps.

FEE olol 47} givk. 58] vk P& BT “fabulous™2He Bo] A3 Y
Eroleke ofuE 71N glolA) AHY F2E o Fd Zesn Utk adolE

23 Richard Po’ et, Robert Frost:The Work of Knowing (Oxford Univ.,, 1977), p. 146,
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2}7)7F Pza} Fol A A7) v A (American Poetry of the Twentieth Century) o ) v}
A2 @g gt gol AT Uk

The idea is that the sea alone is a suitable guardian of the spirit of Melville, and of the visionary

statements which are his achievement.”

agele] uidgs sj4do] oprigbie o] upAY §2 R LERS] ol o]
npo g ele] ojnRAEL0] 43 melopoeia®t phanopoeia THO.E o] F3l ST
ol vesl AL ARA Fotx, Al B RoidEe] Fa3 53U 49
e Az, HerH v=H) At FEo|THE logopocia] MA #HoIEUrtE
e $HAoZ wolETT & & 4,

2N BHUAEES 339 ol AN BF ovNE AAE e A}
Golck, oAl LA logopoeind &3 WS 9)5te] logopociaZt TEE SAE F£=
o] @AE 7 AbgEelt, ey ov A& AT YT FaMe AR
meuh A3 AAS e Sod BorE + AW, F3E ARG 2 9
/) Qg §3Poldn we ol o etk 4217] Ggoltk, 172 E B A

2 W] eursd 24 (delolre] T3TA),71x] 2¢aX)E DM @
g Zold, 1 e HeEe) 237 AES F3 W0t WAA=e) F37) A
o & veh} o}, aRAL AE|lRz B3 Folo] ~T.g o] A Yo]ok The Empetor of
Ice-Cream) ;& B]5& 3 o] ZHFo)A %74?3_]' T e Zoln}, 1eja HHE o] Aol
28l & FEAN whdA Hokh Al BFoloht A2 Wgolt wiE & QnjdA o
Qu£2Ael BAIRE Aoleh, T2 1 F BY 2xe] WElA el v F
37 BERRoz AU Qv Fejde wEE YT (antinomianism)F A3 A B

A= _L.T__'E‘}-

N

FHUES AlEAle FuA gl Qs A B Ade X5-(Edgar
Allan Poe)2] Al7F AU T Qe f4dolg, &2 n|=ZA]9] ‘H 2553 9] (minimalism)’
£ ‘910 A] (language poetry)'e] 9140 Zejdth W& 13 Al7b ol G5
o] o) 74he AoIPAT Ha}omﬁ(wnnam Cullen Bryant)E9 “9u] Q& A" o]
Fol Ao 3717k AN Aok, I FHYE Ate 719 FUT AL 249 7
F& gui's Ao 27| Aojw, 4T {A:Ml melopociaZt B 5871 8}
7 o3+ melopocia®} phanopoeiatt.Z B Al Roltt, FA] G BAE FEm

24 Gray, ed. American Poelry of the Twentieth Century (Cambridge Univ,, 1976), p. 225.
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9] A)(uscless poetry)’® THA W3 FHHHo ouy} wEH AE AY Holrh W
o] @2 wiRthd = Aol 2oz logopoeiaE AAS AFE A T 5
zeyg 1e] Falo] 9As] gevlZ ol & & §1E Aotk wFAthE: A
0] Azt gl Aeoly, mzelal Fel sh vl Al AlQl e el @ ¢
A Yesizok e A7) A olAAg)) A Fad gof SHeH S LS
§h v A &M (variable foot)'7F A& E47E & Folhe AMAL BE AL A4
3 rr® e gze Sgole ofAEA Fahs Atold E9-AQ A FEe] st
7 SlGiR Aotk 9o A7 uFo] BHHA B e.sle] T AlQ, B 1
Sy e w4 AR AFE Fof AL 4A4LE HA # Ak oUAF
A7 #AHS S A B As $9T T3 SUE ol St BeA) =,
Eope Aol a1 gal vlEe BAY 4 ARFE AHLE Qs ApesE 1
= QAo £ 729 YRD HE BNTDL T & AT JHE TIHY 55 o
u] Al 1A Q) logopoeiad ol § e FEW 183 B¢ (Emily Dickinson)
o] Bgo] Huighd Aolth?

ez uFAR £&710] 9 Qe Ao Az vtz AAde RAelgta &
F e WA (Confessional poetry) i W uldlXE £59 EHlagolztn & 5
A Helch HEwe 7] HAl uula} ge) 29U (Robert Lowell), W2 (John
Bettyman), 8] # (Theodore Roethke) 18] 1L Z&}2(Sylvia Plath) 5 2] o= 2 A
Qo] ZH5HA Bl Q= Aolh, elx olsieolt FERS arel W7HEH)NRe 2
2 o)) Aol 4ol Felsh B 4 g 89 1%l BYHeR Fol de A
olck. o] U] Al 7HeE A AlRle] AP AHIEe) kg W Ae R U9l of
Vera A7he,

TEEe A28l $%718 AR BRSOl Alle £5 BRI Fe) ol
| 5% BBe 94 FoIART o AAARCE FTL WHn, AAAL A
o ARE AL B3 949 AL AW AolEg o2 goid (22t 29
FRy=) e AEEY gniojs SA4E AEL otk F2EREYFE A Ko}
G2, Al B FHe] fle, FAE Fot it Eue, AFLE B TR
QU Rolet), HeE, ZHRZ AYYZE B N (metafiction) & Heh7} vl @
9 ANz B AAEIIEA & Atk L oI Fol WA, 2 obeu (Black
Mountain) 5}, 22 I ‘B E (Beat)'#2] FER-HoA wrxgdey O 75 9 A e &
AHQ ZFEFES ofg) 2EWY LHQ oulojA], T& AadFeg FurrelHl ofu]
oA, 428 FFoleta AAstAe & otk ‘B vl g Holut o] &

25 Gray (1990), p. 4.

26 Robert von Hallberg, “Edgar Allan Poe, Poet-Critie,” ed, A. Robert Lee, Nineteenth-Century American
Poetry (New York:Vision and Barnes Noble, 1985), p. 94.

27 U9 Ae A% 29 B3] Az 7] g8 95 glo) e A Fad gl ‘A
(circumference)”7t Eaiel vt = mztA] vgdlthe Abde gletd 7,

£

y o

=3

N
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2= 9l 224 (Charles Olson)®] TE /‘}/\](Pro]ectlve Verse) 5 Holt £
':H@ {H‘j‘ ol oyt FE2 F2H1 Jv Folvh® awile AT SXx A
A3 EF9] (minimalism )’ 9} “¢10] A](language poetry)' 7}A] 5Asit} &= o} 9n)E H4
g3l Aol g ot AR AlEFES Foloh thA] WA logopociaz) H 9] ¢+
] AAFE NS A EFals A5l Aoju) 1 oM ?QEEE(Majorie Perloff) 7}
P} A % A ek(Radical Artifice) joll A QA2 & 3 255 ¥as)ea® e o
HE Al 9] A3e] &R B 4 glon, oA A3 FFS =Y 7viEE
Az 3 Zojrh 2 we], o] 2 Ao A Byl wXEee] A HE =
Yol gt B ol, FAL AT Rz} thejM e AL 21 AR
27 & Zloot.
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The Expansion after Contraction: Modernism in American Poetry
Tong-gyu Hwang

The history of American poetry shows a characteristic pattern: repetetion of contractions
and expansions. American poetry has witnessed two full contraction-expansions: the first
in 1830-50 and the second in 1910-30. The first expansion made American poetry really
‘American,” and the second made American poetry ‘international.” The first contraction
which preceded the first expansion is represented by Poe with his ‘useless poems’ like

“The City in the Sea” and “The Sleeper.” The second contraction is represented by Imagism
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which tends to reduce life into one image per poem poetry.

Modernism in American poetry comprises the second expansion, which presupposes the
second contraction, Imagism with its suppressed logopoeia, as a prerequisite. We don't
usually call Frost or Crane Modernists proper, for they have never been baptised in Imagism.
The Modernist expansion in sprit and form shows its affinity with the first expansion. We
can say Modernism in American poetry was an attempt to find a new American identity
on the ebb of the spirit of Emerson and Whitman who are the forerunners of the first
expansion. Now on the ebb of the spirit of the forerunners of the second expansion we
find another contraction in the form of Minimalism and Language Poetry which makes us

expect another imminent new expansion.

BT, Ae R ng
Tel: 880-6096(0), 537-8573(H)



