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Abstract: Poetry is a queer thing: it makes us cry, smile, laugh; it makes us happy or
unhappy; it makes us think of the ordinary as extraordinary or of the familiar as
de-familiarized. You can teach children how to write poetry, but it is also true that it
is impossible to teach it. Poetry is already in a child, when he is born, and it can be
reborn by the way the mind and the intellect of a poet are sharpened in contact with
other minds and intellects working in other poetry than his own. I have considered
some important aspects in three poets, Shakespeare, Yeats, and Pound. I don’t think
that they are in any sense identical; rather, they are poets of totally different kinds;
yet, there are common threads that weave them together. Each of them represents the
age that he belongs to: each could fashion the poetry their age demands.
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제목: 시인의 죽음: 셰익스피어, 예이츠, 파운드를 다시 생각하기
우리말 요약: 시는 기이하여 우리를 울고, 미소 짓고, 웃게 하거나, 우리를 행복하게
혹은 불행하게 하며, 평범한 것을 특별한 것으로 혹은 익숙한 것을 낯설게 한다. 어린
아이에게 시를 가르칠 수도 있지만 가르치는 것이 불가능하다는 것도 사실이다. 시는
태어날 때 가지고 태어나지만 자기와 다른 시에 작동하는 것들과 접함으로써 시인의
마음과 지력이 예민해진다. 본 논문은 세 시인, 셰익스피어, 예이츠, 파운드의 시적인
특징 몇 가지를 다룬다. 이 시인들은 비슷하다기보다 전혀 다르지만 공통점이 좀 있
다. 각자는 자신의 시대를 반영하고 자신의 시대가 요구하는 시를 빗는다.
주제어: 예이츠, 셰익스피어, 파운드, 비너스와 아도니스, 레다와 백조
저자: 이영석은 한양대학교 영문과 교수이다. 그는 교육, 시쓰기, 회화작업에 시간을
배분한다. 그는 한국예이츠저널 의 편집장이고 국제시와시학저널 및 세계문
학연구 등의 편집인이다. 그는 예이츠의 환상록 과 대니얼 올브라이트의 회
피 를 2011년과 2014년에 각각 번역, 출간했다.
리양공 루오는 중국 화중사범대학교 영문과 교수이며 영어권문학연구소장이다.
____________________________________

I

It

is sad that the readers no longer seem to enjoy poetry these days. One of

the reasons is that we call everything poetry: a movie, a song, a novel, an
advertisement, a political speech. Even a poem seems like a non-poem. It is
time we should tell them apart. When it is not a poem, we should say it is
not, no matter how important he is as a poet who began what we call a new
poetry. How do we know that he is not a poet and what he has written is
not poetry? One thing that seems clear is that it is not a poem when it is
not moving or it is without poetic conventions.
Poetry is a queer thing: it makes us cry, smile, laugh; it makes us happy
or unhappy; it makes us think of the ordinary as extraordinary or of the
familiar as de-familiarized. You can teach children how to write poetry, but it
is also true that it is impossible to teach it. Poetry is already in a child,
when he is born, and it can be reborn by the way the mind and the intellect
of a poet are sharpened in contact with other minds and intellects working in
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other poetry than his own. To me, William Shakespeare is a born poet, while
John Milton is a “reborn” poet. W.B. Yeats may be a born and reborn poet.
Ezra Pound and T.S. Eliot must be two great reborn poets. What I mean is
that Shakespeare seems to have never been trained to write poems. John
Milton wrote Latin and Italian poems as if it had been his mother tongue; he
heard poetry recited every day even after he had gone blind. W.B. Yeats did
not go to college to learn poetry: he self-taught himself and at the same time
he read Blake, Shelley, the PreRaphalites, his contemporaries, Pound and
others. As we have seen the many versions of each poem of Yeats, we are
astounded to see the development of a poem of his becoming a masterpiece.
I see no other instances except for Yeats. On the other hand, Shakespeare left
no multiple versions of “The Phoenix and Turtle” or multiple versions of
each of the 154 sonnets. Yeats must have had an eye and an ear to see and
hear a real poem amongst versions of a single poem whether it was initially
in prose or verse.
First, let me compare Shakespeare and Yeats:
Property was thus appalled
That the self was not the same:
Single nature’s double name
Neither two nor one was called.
Reason, in itself confounded,
Saw division grow together,
To themselves yet either neither,
Simple were so well confounded:
That it cried, How true a twain
Seemeth this concordant one!
Love hath reason, reason none,
If what parts, can so remain.
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. . . . .. . . . . .. . . .
THRENOS
Beauty, truth and rarity,
Grace in all simplicity,
Here enclos’d, in cinders lie.
Death is now the Phoenix’s nest,
And the Turtle’s loyal breast
To eternity doth rest.
Leaving no posterity,
’Twas not their infirmity,
It was married chastity.
Truth may seem, but cannot be;
Beauty brag, but ’tis not she;
Truth and beauty buries be.
To this urn let those repair
That are either true or fair:
For these dead birds sigh a prayer. (Shakespeare 182-183)

Do you see anything artificial in this poem? If it isn’t, it may be the fact
that it must have naturally developed as a poem, as water flows: in this
poem there is a story of a perfect love affair, or the two lovers’ death, being
unfolded. I have not seen any other poem that is this natural. Is there a need
to explain the development of the idea or the form in this poem? It is
self-evident and it is just enough to read and enjoy the poem itself. It is a
perfect beauty as poem. Yet, we find in this poem the usual Shakespeare: the
punning, metaphoric, musical, poetically formal (the formal characteristics
abound such as rhyming, alliteration, assonance, vowels and consonants) in
the poem.
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Compared with this, here’s Yeats’s:
A sudden blow: the great wings beating still
Above the staggering girl, her thighs caressed
By the dark webs, her nape caught in his bill,
He holds her helpless breast upon his breast.
How can those terrified vague fingers push
The feathered glory from her loosening thighs?
And how can body, laid in that white rush,
But feel the strange heart beating where it lies?
A shudder in the loins engenders there
The broken wall, the burning roof and tower
And Agamemnon dead.
Being so caught up,
So mastered by the brute blood of the air,
Did she put on his knowledge with his power
Before the indifferent beak could let her drop? (VP 441)

It seems to me certain that this poem of Yeats’s, “Leda and the Swan,”
compares almost as well as Shakespeare’s “The Phoenix and Turtle” as far as
its form is concerned. The formal development in the poem of an idea of the
union of God and a human female seems a bit structural: in Yeats’s case,
the question intervenes twice in the formal development; despite that, it is
structurally beautiful: having four stanzas, the first four lines, the second four
lines, the third three, and the fourth and last three. The first four line stanza
is the statement of staccato states of the attacks made by the bird-God upon
Leda representing human femininity, with actions stressed by verbs, or verbal
elements: a sudden blow, wings beating, the staggering girl, her thighs
caressed, her nape caught in his bill, holds her helpless breast upon his
breast. Thus, it is a most strong statement. Then in the stanza that follows,
the speaker questions twice, stopping — without keeping describing the attack
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— to raise the two questions:
How can those terrified vague fingers push
The feathered glory from her loosening thighs?
And how can body, laid in that white rush,
But feel the strange heart beating where it lies? (VP 441)

Then the action of the attack rushes on toward a completion, the devastation
of female femininity in the third three line stanza. That is, the first stanza’s
movement resumes after the two questions:
A shudder in the loins engenders there
The broken wall, the burning roof and tower
And Agamemnon dead. (VP 441)

Yeats’s intellect plays a role here in merging the (mythological) act of a
God-human union and the (historical) act of destroying one civilization for another.
The final stanza is also a three line stanza: that is, it is directly related
to, and the further development of, the third stanza, and also a concluding
stanza of the whole poem.
This poem is, it seems to me, enough to illustrate what Yeats is, as “a
born and reborn poet.”
To understand Yeats the reborn — self-taught — poet, we can go back to
the earlier stage of this poem:
A rush, a sudden wheel, and hovering still
The bird descends, and her frail thighs are pressed
By the webbed toes, and that all-powerful bill
Has laid her helpless face upon his breast.
How can those terrified vague fingers push
The feathered glory from her loosening thighs!
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . (441)
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It is, in fact, a step by step description of the attack, and it’s almost a prose
piece with line breaks. To compare it with the final version makes me regard
Yeats as a reborn poet: and it seems to me that his poetry at his best
reaches the realm of the supreme poet in Shakespeare. Incidentally, also, both
are supreme dramatists: mostly Shakespeare wrote plays in prose, and Yeats
wrote plays in verse.

II
It may be interesting, and productive, to read the best of Shakespeare and
the best of Yeats to understand the poetry (and the drama) of both writers. It
seems to me that Shakespeare’s Venus and Adonis is a good dramatic poem
while Yeats’s Purgatory is probably the greatest one-act poetic drama of the
twentieth century. Shakespeare’s Venus is a humorous story of a Goddess
chasing a boy, a shepherd, whilst Yeats’s Purgatory is a story of a father
killing his own son to stop tainted blood (in him and his son) from flowing
on by way of his son’s offspring. At the moment I do not know if
Shakespeare is critical of Venus’s loose morals that may have been prevalent
in his own time. I do not know either if Yeats may have supported the idea
of fascism sympathizing with Ezra Pound’s tendency toward it. Putting aside
the political views of both writers — Yeats soon came to despise it while
Pound had to stick to it for poetical reasons maybe — that may have found
some room in these plays, I would like to compare the two great master
playwrights by reading some taken from each play.
In Shakespeare’s Venus and Adonis, Venus addresses Adonis:
“And yet not cloy thy lips with loath’d satiety,
But rather famish them amid their plenty,
Making them red, and pale, with fresh variety:
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Ten kisses short as one, one long as twenty.
A summer’s day will seem an hour but short,
Being wasted in such time-beguiling sport.” (4)

In this play there are plenty of metaphors making full use of nature —
plants, animals, sun and moon, seasons, the sea, and so on. The stanza looks
so facile but it is formally and musically beautiful. The readers [audience]
tend to be absorbed in it in spite of themselves.
Venus’s idea of love is natural and agrees with nature’s law. Adonis may
just not listen to her, as he is too young to understand her: Compare this
with Yeats’s Old Man describing the wedding night of his mother and father:
“Touches are made to light, jewels to wear,
Dainties to taste, fresh beauty for the use,
Herbs for their smell, and sappy plants to bear:
Things growing to themselves are growth’s abuse.
Seeds spring from seeds, and beauty breedeth beauty;
Thou was begot, to get it is thy duty. (155)

Compare this with Yeats’s Old Man describing the wedding night of his
mother and father:
This night is the anniversary
Of my mother’s wedding night,
Or of the night wherein I was begotten, (VP 1045)
. . .. . . . . .. . . . . ..
He has gone to the other side of the house,
Gone to the stable, put the horse up.
She has gone down to open the door.
. . . . .. . . . . .
She brings him into her own chamber.
. . .. . . . . ..
Do not let him touch you! It is not true
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That drunken men cannot beget,
And if he touch he must beget
And you must bear his murderer. (VP 1046-1047)

Yeats hardly relies on metaphors of nature or others. It is a realistically
limned scene of a wedding night. If you read through the stanzas, they feel
like poetry; yet its language is the same that we use every day. What is
happening on stage is supernatural phenomena, though.
Thus Shakespeare and Yeats use language differently, in part because they
live their own time and their own place, they being centuries apart.

III
Imagiste poetry is short-lived, the term of which Ezra Pound has coined
for his friends. Probably Pound’s most noted poem:
In a Station of the Metro
The apparition of these faces in the crowd;
Petals on a wet, black bough. (Rosenthal 856)

It is a poem by the Imagist Pound. Pound is a postmodern poet, compared
with Yeats, and even with Eliot. Yeats and Eliot stress content and form,
while for Pound form, whether it’s the music or the language in [of] a poem,
seems to be his main concern. In the poem cited above are the parallel
images of the passengers and of the petals, linked by a semicolon. It is all
form, form as meaning. Yeats and Eliot are not that radical in most of their
poetry. If you read a poem of his, “The Return,” it may be clear to you:
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See, they return; 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;
As if the snow should hesitate
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 the souls of blood.
Slow on the leash,
Pallid the leash-men! (Rosenthal 855)

In view of the swift and smooth movement of the poem’s natural imagery
merging with the mood in it, it is like Shakespeare’s and yet the poem is
certainly by a characteristically modernist Pound. It is today’s language, and
it is a reinvented one, a complex form, as Yeats has just done just prior to
him.
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IV
I have considered some important aspects in three poets, Shakespeare,
Yeats, and Pound. I don’t think that they are in any sense identical; rather,
they are poets of totally different kinds; yet, there are common threads that
weave them together. Each of them represents the age that he belongs to:
each could fashion the poetry their age demands. In the same context, there
is a continuity of influence on the later poet: Shakespeare’s influence on
Yeats, Yeats’s on Pound. This seems to be what happens in the history of
poetry.
Yeats and Pound spent three winters from 1913 to 1916 at Stone Cottage,
Pound being as secretary to Yeats. Pound was 20 years younger and more
pliable. I draw more attention to the work by both poets to see the mutual
influences on each other, In the autumn of 1913 Yeats worked on Per Amica
Silentia Lunae (the basis of his great work, A Vision) and Pound on The
Cantos. Yeats had been in occult studies, which must have had certain effect
on the young Pound: he theorized about Imagism and Vorticism under the
influence of Yeats at Stone Cottage. Pound translated the Fenollosa papers —
Noh plays, which must have influenced Yeats enormously.
Pound when in college had already found Yeats’s The Wind among the
Reeds the greatest in 20th century poetry. Then he again found his
Responsibilities starkly beautiful. Then, although he could no longer see the
later Yeats as worthy, he must have learned the satiric Yeats, as in The
Green Helmet, and Pound must have been encouraged to publish his Lustra
(1916), though Pound had to delete some poems to publish it publicly — he
published it privately with the deletions restored.
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