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GUNNAR EKELOF'S OPEN-FORM POEM A MOLNA ELEGY:

PROBLEMS OF GENESIS, STRUCTURE AND INFLUENCE

After being "work in progress" for nearly 23 years, Gunnar Ekeldf's

long; "Waste Land" poem or quotation-mosaic A Mbina Elegy appeared in 1960,

For the purposes of this study I have had access to: the original manuscripts,

notebooks and letters of Gunnar EkelBf.

Part I

As is also the case with T, S. Eliot's: The Waste Land, the critical

appraisal of Gummar Ekel#f's open-form poem A M8lna Elegy has been marked by

the dominance of a holistic approach to literature; the work has accordingly
been described either as chaotic and structureless and seen as reflécting
EkelBf's: evolving, contradictory views of art during the: long period of gene-
sis or the attempt has been made to reconcile the: chaotic impression which
the poem makes with the: traditional criterion of "textual unity" by recourse
to: the notion of musical structure or to the' idea of the: lyrical "I" as.focal
point and unifying: principle. The first part of this: study has beeﬁ devoted
to: an examination of those extrinsic elements in Ekel8f's world view and

aesthetics which motivated his use of the open structure in A MBlnaz Elegy:

his aesthetics of the indistinct and interest in the active reader role;
hﬁs_aesthetics of the incomplete. Works by Egbert Faas, Umberto Eco and
Fritjof Capra have provided the conceptual framework for the notion of the
open-form, i.e. of Western art forms which make use of trains of thought
common to Eastern mysticism and modern physics and to which the traditional

notion of "organic unity" is not germane.
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Part I1

The second half of this study concerns itself with an exploration of
the question of the supposed influence of T. S. Eliot on Gunnar Ekel8f, the:
subject of considerable debate among Swedish eritics; the centre of interest

has been the possible influence of Eliot's Four Quartets on EkelBf's collec~

tion Ferry Song (1941) and, more importantly, the possible influence of The

Waste Land on A MBlna Elegy. Several aspectss of the Eliot-Ekel8f interfer=- . -

ence hypothesis: have been examined: the history of Eliot's supposed_influ-
ence on Ekeldf in critical circles; EkelBf's reception of Eliot;Ekel8f's atti-~
tude towards the: concept of "inflluence'"; his views on the question of his
supposed dependency on Eliot; textual gimilarities in Ekel8f's work which
could conceivably be put forward in support of the Eliot-Ekel8f infiuence

hypothesis.
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Introduction

In the first part of the following dissertation, I have concentrated
principally on the structure: of’ Gunnar Ekelbf's long poem A Mblné, Elegy
(1960) and have attempted, By drawing on the» original manuscripts, notebooks
and letters. of the: poet, to illuminate some of the: aspects; of Ekeldf's owm
acsthetics, world view and work methods: which motivated his: use: of the fopen~

form,! that is of’ a: poetic form best exemplified’ by Ezra Pound's Cantos, T.

S, Eliot's The Waste Land and William Carlos Williams' Paterson. The purpose |
of the study has not been to furnish an'interpretation of the: work per se and
I doubt. whether such a project would be a conceivable possibility, for as
several Swedish critics pointed out.in their reviews of A MYlna Elegy upon its:
appearance in 1960 the: Elegy is a poem the: full significance of which it wiflll
take: decades to uncover. To put the: matter in other terms: our theories about
art, our aesthetic criticism on the: one hand and the actual works of art on the
other hand develop at different irhy:thms.-z and the Elegy hass: to Ye seen: as being:
in advance of its: time, in advance: of our: aesthetics, at least insofar as the
latter is a theoretical pursuit.

There iss some justification for my "extrinsic" rather than intrinsic
approach: to- the work: in T. S. Eliot's: definition of the: task: of the critic
in an essay on Hamlet written in 1919; as Eliot sees it the: critiicts role
iis not to interpret the uninterpretable but rather' to furnish the hecessary
\ba'ckground information which makes the reader's: task of attempting  to under-
sté.nd the: work feasible: "Qua work: of art, the work of art: cammot be inter-
preted; there: s nothing to interpret; we can only criticize it according
to: standards, in comparison to other works of art; and for 'interpretation!

the chief task is the presentation of relevant historical facts which the:



reader is: not assumed to know." Following this dictum my approach: has been
more or less the traditional one in Ekel8f dissertations; that is to make use
of the enormous wealth of extraneous. material in the Gunnar EkelBf collection,
Uppsala University Library, to: illuminate the work firom the outside.
Academic critics generally, even such a critic as Pﬁr_Hellsmrﬁm, who

hag: devoted considerable attention to an elucidation of EkelBf's aesthetics
of the: fragmentary and incomplete and its indebtedness to certain trains of
Oriental. thought (Taoism in particular), have persisted in viewing Ekel8f's

long mosaic off quotations A MBlna: Elegy in the framework of such traditional

and inadequate criteria as: 'organic unity'! or the notion of unity based on
musical form and have, asya result, come to an excessively negative appraisal
off the poem's artistiic merit, while at the same time ignoring both its. speci-
ficity, a specificity grounded in an aesthetics of the: "charm of the indisw
tinct," and its general affiniity wiith other works written in the open-form.
Bath Egbert Faas and Umberto Eco, critics: to whom I am indebted, have
written pioneering works on the aesthetics of the: open-form or open structure,
which in the: domain of poetry is represented by long poems making systematic
use: of the: quotation-allusion technique, of a more connotative than denotative
emphasis and of an impressionism which, somewhat along: the lines: of those works
of literature which lend themselvesato the type of critical analysis practiced
by phenomenological critics such as Wolfgang Iser, demands the active partici-
pation off the reader. The open-form in its: aesthetic-metaphysical underpinning
makes; use of trains: of thought: typical of and to a certain extent even influ-
enced by certain aspects of Eastern mysticism (Taoism, Buddhism) and modern

physics: such as those expounded by Fritjof Capra in his book The Tao of Physics:

the: repudiation of the classical, mechanistic notion of causality in favour of
a belief in the infinite interpenetration of things, whereby the establishment

of causality becomes a human impossibility; a refusal. of such Euclidean notions



as symmetry and of the: concept of 'organic unity'; the notion of impermanence
or fluxx whereby all fixed, determihate and compléted forms (including the:
notion of the: 'finished! work: of art) are: seen as maya or illusion and as
life~-falsifying; the refusal of the cpncept of 'objective knowledge,' that
is of the human capacity to perceive things in their 'whatness' (Joyce) or:
Da-sein independent of any (human) teleology or projection, since: the observer
i's: regarded as inextricably linked with the thing(s) obserwed, in contradistinc-
tion to the Cartesian notion of a separation of the observer and the observed
which has been the foundation of’ the myt@ of objective knowledge; the notion
of stasis in kinesiss

As Egbert Faes: has emphasized, there: is no such thing as a perfectly
realized example of a work of art in the open-form; the notion is not bBased:
on any ideal, realized modeld but. is:s rather an aesthetic, metaphysical aware-
ness off the. Western artist which moves: in the direction of Oriental thought
and art and modern physics. The reader who desires a closer understanding of
some of the aspects of the open~form in art and literature as outlined above
is: referred. to the: works: by Faas, Eco and Capra. Needless to say my aim has
not been to force such a personal and original poet and thinker as Gunnar Eke-.
18f into a rigid theoretical framewovk, which in any case the notion of ‘open~
form'! is not, but rather to use the latter concept where. I found useful affin-
itieé between other artists working in the open-form and Gunnar Ekeld8f,

Unavoidably I have: had to confront the problem of the Elegy's long period
of genesis and the question as: to whether a significant evolutioﬁ in Ekel8f's
aesthetic thinking over the approximately twenty-three years of the poem's
conception may be accountable for the fragmentary, chaotic and ununified
impression which the work has made on many critics and readers. While not
denying that there is a rhetorical emphasis in the‘Elegy's opening;secﬁions«

which the author himself may have later come to view with a certain amount of



estrangement. and which tends to favour the belief that the work occupies an
isolated position in Ekel8f?'s; production far distant from the grotesques: of
hfézStrountés;period, I havé been: unable to subscribe completely to Pir Hell-
strbm's: view that A MBlna Elegy's fragmentariness may be attributed to the
divergence of two contradictory or opposed Ekel8fian conceptions of art, let
us call them the: rhetorical-aestheticizing and the antimesthetic, conceptions
of art which he adopted during two distinct periods of his artistic develop-
ment. My attempt has been rather to reconcile the two, to stress the conti-
nuity of Ekel8f's approach to art and thus indirectly to rehabilitate: or re-
instate his artistic deliberaténess and self-awareness. In this context I
mst caution the reader against the identification of the open-form with
complete: chaos, randomness or arbitrariness and recommend the study of
Umberto Eco's work on the: open-florm as a corrective to Faas, who tends some-
what to ovefemphasize the: "happening" aspect of works in the open-florm, i.e.
the role of chance in their production, and fails thus to stress the fact
that any work of art, as long as it is such and artistically informative,
represents: the establishment of a more or less conventional, deliberate
order; in this sense there is nothing arbitrary or chaotic about the open-
form in art or literature  and there: is just as much premeditation or intention-
ality involwed:{in its: creation as thereeis7in.£hgt of any traditional "closed"
structure.

In the process: of examining the question of the: Elegy's genesis and
structure, I have of necessity had to deal with EkelBf!s wbrk as a whole--
or with as mch of it as: is. present to my conscibusnesé--and with the thematic
similarities, analogies and overlappings which link A M81lna Elegy with its:

immediate: neighbours in EkelBf's production (Non_serviam, Eﬁgjesgggﬂ and with

that which Brecht has'called "kritisches Bldttern." I have felt called upon



to reject the notion of 'organic generation,' a notion which Michael Riffa-
terre has applied most systematically in his criticism, to reject it noti out
of any fundamental disbelief or scepsis as regards the possible existence of
such a factor in the genesis or creation of poetry but rather out of the
belief that it ¢éanchardly be: withinsthe capacity of the critic to reconstruct
or follow the often idiosyncratic genetic meanderings of’ the poet; further,
that these cam only be- grounded in structure of the language, in other words
given objectively, is: just as inconceivable, aaviewvwhichggiffatefﬁé?f‘-
seems to: imply if not state explicitly.

In the second half of the dissertation I have: ventured to examine the:
extremely elusive: question of T. S. Eliot's supposed influence on Gunnar
Ekel8f and to that purpose I have drawn on several long unpublished commen=-
taries: in Ekélbf's hand dealing with the subiject 6f influence and with his
own view of his felationship with Eliot., In a brief introductory section I
have sketched some of the difficulties connected with establishing hypotheses
of influence: in art and literature. For the theoretical framework of this
section part I am indebted to the: work: of Claudio Gaillén and G8ran Hermerén,
perhaps the two best "influence" theoreticians. Two focal points: have been
the centre of my interest here: first the presumed influence of Eliot's Four
Quartets on Ekel8f's collection Férjesggg and second the possibility of an

influence of Eliot's open-fiorm poem The Waste Land on Ekel8fi's open-florm

quotation-mosaic A MBlna Elegy. Most of the textual analyses and thematic
comparisons in this second part have been devotéd to: the examination of thés
second case. I have also examined with a view to ascertaining their substan-
tiality the various more or less detailed hypotheses of influence (not neces-
sarily of the influence of Eliot) which Swedish and foreign critics have put
forward with respect to Ekel8f., The possibility of an influence of Eliot

on Ekel8f has been the subject of considerable controversy in Swedish scholar-



ly circles and the end of the debate is hardly in sight. The very elusive-
ness of the question and of the whole conception of "influence" makes: any
definitive conclusions; inconceivable but the topic is certainly of some
interest to students: of EkelBf and to those ﬁntérested"in'Swedisﬁfiiterary
history. For a more detailed statement of my approach here the reader is
referred to the conclusion of this second part.

With the: exception of minor material given in the notes in Swedish
only, all Swedish quotes and titles are given in translation. For a precise
statement of my translation procedure, the: reader may refer to the Appendix
and to note 6., For a brief summary of my treatment of the manuscript sources.
from the Gunnar Ekel8f collection, see note 1.

The opening manmuscript copy, which represents one of Gunnar EkelBf's
general plans to A MBlna Elegy, is taken from the material in the Gunnar

EkelBf collection, Uppsmla University Library.



Genesiis; and Structure: The Elegy as an Open-Form

When Gunnar Ekel8f's: long poem En M8lna-Elegi (A Mbinﬁ Elégy) appeared

in Swedish bookshopssand was reviewéd by numerous major Swedish literary
critics on November 4, 1960, it was recognized to be a significant day in the
history of Swedish lyric poetry. The Elegy had been "work in progress!' for

a period of roughly 23 years. A notelcontained in folder. 'j! among the uncata-
logued MBlna mamscripts indicates that Ekeld8f had conceiwed the plan for the
poem, although not under itss final title, as early as 1935: "In my imagination

already in 1935 . « « In reality in 1939 . . . A MYlna Elegy 1935-45" (I fanta-

sien, redan 1935 + « o I verkligheten 1959 « » » En Mlna-Elegi 1935-45). A
marginal note in EkelBf's own annotated copy of the Elegy (now in the posses-
sion of firu Ingrid EkelBf) indicates that the line "my ten-thousandth sunset"
(min tiotusende solnedging), later eliminated from the published version of
the work, was the mucleus of the first drafts of what was to become En MBlna-
Elegit: "1937. The very first draft was 3 lines of which the last one ran ‘my
ten-thougandth sunset.'! That was: a licentia: poetica for 30 years (at 300 ==
not 365--sunsets per year, something: which moreower would have been possible
only in Attica" [ﬁ937. Allra f8rste utkastet var 3 rader varav den. sista 184
‘min tiotusende solnedggng'. Detta var en licentia poetica f¥r 30 &r (E 300~
ej 365--s0lnedgangar pr gr, nigot som f.8 varit m8jligt endast f.Attika].z

In his: book Diktaren och de skapande Bgonblicken: (The Poet and Creative

Moments), which, as its author claims, is one of the few books devoted specif-
ically to the problem of the genesis: of literary works, Carl Fehrman writes
about Paul Valéry's aesthetics and makes: a comparision between the "arbets-

metod" (work.methods) of Valéry and that of Gunnar Ekeldf:



In his: day people took offence at Véléry's publication of differ-
ent versions of the same poem, even: of contradictory versions. He
always: had arguments to defend himself with and directly urged the
poets: of his time to produce--just as composerss who work with tonal
material--and to leawve: behind a wealth of variations on the same

theme., Among. the Swedish poets:who have followed his recommenda~

3

tion iss Gunnar Ekel8f,

Even: the: most superficial examination of Gunnar Ekel8f's work methods supports
the validity of Fehrman's observation. Ekel8f frequenfly published poems. in
various: Swedish jogrnals, magazines and newspapers, only to:rewise them later
and to incorporate them into: his: carefully organized individual collections:
of poetry. A study of the MBlna: manuscripts reveals the wealth of variouss
drafts (often with seemingly only minor variationss among them) to which Eke-
18f submitted the: various: sections: of the work., In the case: of En M8lna-
Elegi. the same process is.at work as: in the conception of Ekel8f's first

poetry collection Sent pgajorden (Late?on Earth), of which theeaﬁthor could

write in his: essay "En outsiders: vig" (An Outsider's Way): "I never worked
surrealistically; I worked with 50 to 100 drafts of each poem." (jag arbetade

aldrig surrealistiskt, jag arbetade med 50 och 100 koncept fBr varje dikt.)4

Non serviam, Férjesgng and the Elegy:

Similtaneous: Genesis and Organic Generation

Given the fact that the Elegy was "work in progress" for such a consid-
erable period of time, it is not surprising that a great deal of” overlapping
was to occur between the Poem and the other poetry collections which Ekeldf
worked on during those 23 years from 1937 to 1960, Many' of the themes which
have their place in a highly impressionistic form within the: Elegy have been

developed by EkelBf in greater detail in his other poetry collections from



the period. F&rjesggg (Ferry Song) and-Noh éenviam are the two poetry

collectionszwhose thematic links with Eﬁ:Mblhé-Elééi are most obvious, but

even Opus incertum and En natt i Otaeac (A Night in Otacac) have much. in

common with the Elegy. As far as Fﬁrjesgngﬁand Non serviam are concerned,

Pir HellstrSm has pointed to the close ties between those two poetry collec-
tions from the 40's and the Elegy: "As far as the two collections which enclose

A MBlna Elegy are concerned, it is clear that many of the poems have a direct

relationship with the Elegy." (N4r det gHller de tvg samlingar som omsluter
En MYlna-Elegi 4r det tydligf att gtskilliga dikter har direkta f8rbindelser
med Elegz’m.)5

The image of "death®s ship" in Ekel8f's much discussed poem "Samothrake"
(Samothrace) from the 1945 collection ﬁoh”;éfkiéhican easily be aésociated
with the following lines which conclude the 1789 section (pp. 24-25) of Em
MYlna-Elegi: "But in the clarity of the night was heard again / now slaek,
now strong, as:in rhythmically varied choruses / locked in, below decks, the
singing of the slavesi.." (Men i den klara natten h¥rdes Ster / 4n svagt, 4n
starkt, liksom i rytmiskt skilda kbrer / de immestidngda slavars sgng...) (25,
258—261)u6 One may also see an echo of thils Nike theme or image in the:
apparently frivolous lines of the "gammal akt8r" (0ld actor): "-Victoria! /
I belong alas also among; your captives, / beside the victory chariot-Ha!-
surviving captive: « + " (~Victoria! / Jag tillh¥r gungs ocks& dina fgngna, /
vid segercharen-Ha!-i survivancen fingna: . . »)(14, 81-83) Leif Sj8berg in

his A Reader's Cuide to Gunnar Ekel8f's 'A MBlna Elegy' has viewed these lines,

and correctly so, as a reminiscence of Strindberg's Ett dr8mspel (A Dream Play)

and in particular of that scene where the officer waits in vain for his actress-
beloved Victoria in front of the theatre, but he has failed to see the asso=
ciation with the Samothrake~Nike theme.7 Under the heading "Nike von Samo—;v'

thrake," the Lexikon der alten Welt.describes the statue oft this Greek goddess




who personified victory [Greek: Nike, Latin: Victoria] in the following
terms: "Die Basis: (auss rhod. Stein) der G8ttin ist als Prora (Vorderteil
eines Schiffes) gestaltet, auf der Nike, eben herabgebraust, heftig:aus-
schreitet." The identification of Nike (Victoria) with the idea of &
"ship of the dead" as in the poem "Samothrgke" is entirely Ekel8f's inwention
and has no Basis in Greek myth. In a commentary to the poem Ekeldf has
pointed to one mythological source of his:; own image of the ship of dead
always on the point of foundéring: "There is an old Norwegian legend, perhaps
also western Swediish, about the half-ship which has no stern or which has the
stern under water. It is held up by the exertions of the rowers. In Norwe=
gian this is called the saga of Draugen.” (Det finns en gammal norsk legend,
kanske ocksg vistsvensk, om det halva skeppet som inte har nggon akter eller
som har aktefﬁuunder vattnet, Det hells uppe genom de roendes anstringningsar.,
P8 norska heter det sagan om "Draugen".)8

While the association of Nike of Samothrace with death is Ekel8f's own
personal one, the motif of the ship of the dead perise has a long mytholo= -
logiical tradition. Gaston Bachelard in his analysis: of "le complexe de Caron"

in L'Eau et les reéves writes of the image in terms perfectly applicable to

Ekel8f's own "Samothrake": "Tout ce que la mort a de lourd, de lent, est aussi
marqué par la figure de Caron. Les barques chargées d'ames: sont toujours sur
le point de sombrer. Etonnante image ou l'on sent que la Mort craintide. 5

nd

mourir, ou le noyé craint encome le naufrage. "Samothrake" is just one of
the poemss which had close ties;with the Elegy during the first stages of the
latter poem's conception but as“Gunnar Tidestr¥m has indicated in his study
of '"Samothrake," there is a great deal of topicality involved in the image

of "de d8das skepp" (the ship of the dead).10 EkelBf himself as late as 1967

emphasized this topicality: "The poem symbolizes the struggle during World

10
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War II. « « + What does the poem symbo1ize? you ask. The belief in a victory
over the evil forces of Nazism." (Dikten s&mboliserar kampen under andra
vHrldskriget. . . . Vad symboliserar dikten? frggar ni. Tron pg seger bver
de onda nazimakterna.)11

From a:more generally human point of view, however, "Samothrake'" and the
image of the ship of the dead maintains its relevance even for the fina1-1960'
" version of the Elegy. Tidestr¥m has, I believe, correctly analyzed the
significance of the Nike image when he connects: it wifhlthe poet's wision of
human culture in general, a vision which is at once pessimistic and optimistic.
EkelBf has himself indicated that "Samothrake" contains "a vision of time, of
man's evolution" (en vision av tiden, av minniskans utveckling).12 The meaning
of the poem is obviously condensed in the figure of Nike, the personification,
of victory. She symbolizes: the ambivalence of Ekel8f's view of life: there is
no ultimate goal in life, for the "goal" is continually receding and ultimately
unattainable, and yet despite the pessimism inherent in this view, the struggle

itself is a kind of telos. Tidestr8m concludes perceptively:

Nike, the goddess of victory, is herself a cloud image. Has anyone
ever possessed her, won the victory, reached the goal? Hardly. At
the most he has helped someone else on the way towards her. The .
goal recedes continually like the figure-head on the ship. But if
this is true, then of course the goal, the harbour is on board, then

13

the victory is connected with the struggle itsélf. . . o«

EkelBf's own commentary to the poem validates TidestrBm's interpretation: "The
figure of Nike is Victory, the perhaps temporary victory, consequently not the
goal, since no victory is definitive. Victéry involves a continual striving."
(Gestalten av Nike 4r Segern, den kanske tillf4lliga: segern, alltsd inte mglet,
d4rfbr att ingen seger 4r definitiv. Segern. inneblr ett stlndigt bembdande.)14

Ekel8f's. attitude towards the problem of a human teleology as expressed in



"Samothrake" comes close to the words of the angels in the second part of
Goethe's Faust: "Wer immer strebend sich bemiiht, / Den k8nnen wir erldsen."15
Another example of this overlapping of motifs, themes and allusions:

between the Elegy and other poetry collections of Ekel8f from the 40's is

the poet's use of the famous: song of Ariell from Shakespeare's The Tempest
(Act I, Scene 2). One of the drafts to En M8lna-Elegi and in particular to
its La Brinvilliers section (p. 49) contains the line "Full fathom five" from

Ariel's song:

"Full fathom five thy father lies,
Of his bones are coral. made,
Those are pearls that were his eyes.
Nothing: of him that doth fade
But doth suffer a sea change
Into something rich and strange.

Sea nymphs hourly ring his knell."

The above-mentioned line did not, however, find its way into the final version
of this scene from the Elegy but rather into the poem "Bal des petits: 1its
blancs," one of the "Havstema" (Sea themes) in Non serviam: "A little boy
stands / in front of the dark aquarium / Full fathom five thy father lies-"
(En 1liten pojke star / infBr akvariets: dunkel / Fem famnar djupt din fader=-).

What Kjell Espmark says in his book SjHlen i bild (The Soul as Image) about

the genesis of Erik Lindegren's Mannen utan vig (The Man without a Way) could

apply equally well to lines inwEkel8fls poetry such as the above Shakespeare
quote:otIn other words isolated passages did not develop organically within
the configuration in which they: finally are  to be found. Neither does an
image have to havé beén erystallized in the syntactioc context in which it
finally functions." (Enstaka passager har med andra ord inte n8dvindigtvis:

vuxit fram organiskt inom den gestalt dr de slutligen 8terfinns. Inte heller

12
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behBver en:bild ha utkristalliserats i.det syntaktiska. sammanhang dir den:
+111 sist fungerar.)16 In his notes to the: 1962 re-edition of the: Sent Eg
Jorden material, Ekel8f points to the same process whereby the poet. seemingly
randomly shuffles around lines and fragments whiich- have been: generated: in

one particular "organic" context to such an extent that they end up in an

entirely foreign context:

Some of these fragments have also: beenm used later in different
poetry collections, but because this: has taken place in forms
which are in part quite modified and in different contexts which
are not organic: compared to the [originai] poems, for me there is
a certain curiosity value involved in replacing them in their

original state and in putting them back: into» what remains of their

original surroundi’ngs.17

If thils apparently random shuffling process is more easily  comprehensible
and "nachvollziehbar" when one is dealing with1direct quotes or allusions as
above, when the passage or line in question is an original one and yet has:
beenm allowed to funetion in two separate contexts at variance with each other,
the process, at once psychological and creative, which finally led to its
inclusion in one context to the exclusion of another "organic" one is more
difficult to follow, let alone explain., The critic Michael Riffaterre has

in both of his works Semiotics of Poetry and La production du texte developed

and applied the concept of the "semantic matrix" from which an entire poem: may
be generated through a process off elaboration, association and expansion. In
hiis use of Riffaterre's concept to analyze Ekel8f's poem "8versvimning i stor-

glaget landskap" (flood in a grandiose landscape) from Sent pg jorden, the

Swedish critic Enik Mesterton arrives at the following definition of the .

matrix:
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There exists in every poem, according to Riffaterre, a nucleus
which he calls a matrix. The matrix consists of a minimal
phrase, sometimes an entire: sentence, sometimes a single word,
which in that case is not present in the poem. Most often the
matrix can be found in the first lines or sometimes in the title.
This then generates a series of variations until the thematic
possibilities are exhausted. The matrix contains therefore the
information which is repeated throughout the poem and which gives:
it unity and therefore significance. Heé calls this varigtion

. 18
process "expansion."

A good example of lines from Ekel8f which hawe: come to function in two
more or less differing contexts and woﬁld thus seem to belie the idea of &
semantic matrix out of which the "organic unity" of the poem is; generated--
or at least to point to the insurmountable: difficulties which the critic faces
when trying to reconstruct the process of generation and expansion--can bYe
found in one of" the drafts: to the previously mentioned La Brinvilliers
section of the Elegy. Here we encounter the: two lines "(you are weighed in
the balance and found / partly light, partly heavy)"'[(du Hr vigd pg en vgg

och befunnen / dels 14tt, dels tung)]:

Full fathom five

[I want to] drown

without a plank, [witheué] a cammon-
ball, [witheat * a flag |

or »athe® be cremated
[cremated so thaf] with rising
smoke and be extinguished

So that the lightest part of me
rises: into the stratospheres
lands as; spores: on

a- far-away star:

new life

so: that the medium-heavy lies
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in everyman's garden

as mamre

s50: that the heavy part when.the ashes

are scattered floats in

the oceans

is: swallowed and disgorged as unsuitable by
the: oceans! fish and goldfish,

[Chinese unsuitability)

so> that the: heawiest part sinks. to the bottom.
so> that the heawiest heaviest part
is:united with the centre.

(you are weighed in the balance and found

partly liight, partly heavy) .1 ?
- * and

The last two: lines quotedi above were ultimately included in section 4 off

Ekel8f's: "Tag och skriv" ("Write it Down")(Fdrjessng, 1941):

I abandon myself

like the: last rat a sinking ship

a burning wreck: from which the depths will get theirs when the:
heighits have ‘got theirs,

(yous are weighed in the balance and found partly liight, partly heawvy),

driving: shipwreckedi upon the darkness changihg: shapes,

drawn and illumined by  the: star of enigmatic struggle,

she who:«ﬁin_éeen is mightier than the sun or moon,

she who: 1s ’Soth single and double, dark and liight,

all at once! Not in order,

To give a last example which would refute the idea. of an organic generation ofl
thie poem, one could mention the fact that the folder which: bears: the heading
taktuellt' (topical) among the M8lna: marmuscripts: contains: a draft to the .
"Avsked" (Leavetaking) section of the Elegy (one of the first sections of

the poem to be published, namely in the journal. Ars in 1942) whiich is: much
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thie same as.the: version printed in 1942 and the "definitive" version of 1960,
Thiis particular draft has the rather frivolous liness"Splen&id. Really: excel-
lent. / Or bad, very bad" (R f8rtriffligt, alldeles utmirkt. / Eller illa,
ganska dglﬁgt), which in slightly altered form were finally placed in an
entirely different section of the work, namely the "Tant Gng; Tante Grin,
Tante Louche" section which follows the: "Hesperos" loculus plate (pp. 21-23).
Despite the triviality of the lines, thi's example would appear to: be another
proof of the applicability of Espmark's remark to Ekel8f'szwork as well as
making one rather sceptical with regard to the notion of "organiic generation."
Several factors complicate all efforts: to establish the: lines: or contours
oft EkelBf's: evolving conception’of thq{ﬁbgm?whiQHzWasswas to: become En MYlna-
Elegi. In the first place one must deal with the disordered state: of’ the MYlna
manuscripts. Uhtil Ekel8f!s innumgrable manuscripts, drafts amd notebooks have
beem catalogued By a competent authority, thiis difficulty will constantly hawve
to be confionted, Inaddition, givem the more or less erratic: fashionwin which
Ekel8f usédlhfs notebooks, first beginning at one end, then turming: the notebook
over and beginning at the other end,;.it is often next. to impossibie‘toAéaté
the various notebook entries with any degree of reliability, unless of course:
there is the author's own dating to go by. EkelBf describes the way in which
he manipﬁlated his notebooks in a note dated 1962 in his "an%eckningsbok PO

(notebook F):

In such notebooks as these everything doesn't have to be from the
year theysare dated; on the contrary a lot of it is frequently from
later, because I've taken what paper I had at hand. I've noticed
that I almost always was:used to beginning them at one end--and
that was often with the intention of writing a running "diary" of
some kind--only to begin later from the other end (with the book
turned upside down) with a similar (though less firm) intention.
That which is in the middle is probably later than both of these
begiﬁningsxzo
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Tn Diktaren och de skapande Boonblicken Carl Fehrman has given the

following description of Paul Valéry's poetic practice:

Two things are worth commenting on before we leave this initial
phase of poetry, the sestina, One is the fact that Valéry clearly
began- the poeﬁ while: at the same time he was busy composing other
poems; almost all the poems in Charmes were written, Valéry said,
tgimbtanément." This state of affairs is: not unusual; many
parallels in the notebooks of other poets: coudd' be citedis During
a productive period the flow of' ideas and impulses certainly begins

to flow again from many di’rections.21

Fehrman's description of the process of simultaneous genesis is: certainly
applipable tozEkelﬁf's;creative practice and to connections which the: Elegy
has withaF&rjesggg and Non serviam., Folder 'c'! among the M8lna manuscripts
contains 4 rather detailed plan or "disposition" for Flirjesan , the poetry
collection which EkelB8f considered to bBe hiss breakthrough following the:
regression which the romantic, Rimbaldian poetry collections of the: 30's

(Dedikation; Sorgen och stjiirnan and K8p den blindes séng) (Dedication, Grief

and Stars and Buy the Blind Man's Song) constituted with respect to the

remarkable début of Sent pg jorden. One of the poems cited in group III of

this layout for F&rjesgng ig: a "M8lnaelegi (han pg terrassen)"'[Mblna Elegy
(the: one on the terrace)]. Other poems. mentioned there outside of the ones
that were actually incorporated in the 1941 collection are "De drunknade"
(The Drowned), "Stormen" (The Tempest) (a: title obviously borrowed from
Shakespeare), "Bal des lits:blancs" (later forming part of Non serviam) and
a poem cited as both:"Ej mskr" (Not people) and "Memej till mskr" (But not
for people). The title of the last poem is of course taken from Heidenstam's

Ensamhetens tankar (Thoughtssof Loneliness), part IV:
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I have longed. for home for eight long years.
In myr very sleep I have felt longing.

I long for home. I long wherever I go

-but not for people! I long the soil,

I long the stones where I played as a child.22

That this motif of the voyage as escape has also played its role in the
shaping of the Elegy is evidenced by several commentaries of Ekel8f, one

off which is in the folder marked ‘'Bverst!':

Reflections on the fact that thils inland sea, this lake are dead,
that the waves are dead, the sea or lake meagre, that the route
that begins here leads: nowhere despite the ships that come in from
all countries (terra nova East Indian Company). Thfs:%@ugﬁ—'
essential to the journey upwards-outwards, the spiritual one at
the end. Work out and expand the observation in conneqtion with

my present jetty and M8lna's. The waves are &lso my- dead.

Another note: (notebook AC) also mentions. the motif of the longed-for but
illusorys journey: "Apropos the shore: with the journey in M81lna whiich was
begun in thought but never realized. Im addition to the shore at MBlna,

I thought of the bay at Sigtuna, of the gulf at Eleousis and perhaps of this
place [the marble quarry at Bngwiken] o (Apropg‘stranden med den i. tankarna:
b8rjade, aldrig realiserade resan i MBlna. Tlnkte jag utom pg M8lnastranden
pg>Sigtunafjarden, viken vid Eleousis: och m8jligen detta stlille [marmorbruket
i\Brgviken] ).23 The most obvious: and explicit shaping;of this; motif im the

Elegy is in the "Gorgo" section (pp. 50-52):

A1l that never came to be

All that led to nmullity~

Waves that glittered

Waves of which I used to: think:
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You are the way to the world

As far as desire you bear us

But it never begins-

The above-mentioned plan for Farjesgng (capsule 'MB1na') certainly
seemss to indicate that Ekel8f at one point may have even cdntemplated?the
Elegy as a possible part of that collection. As far as the genesis of the
Elegy and its close ties with Férjesgng are concerned, Reiidar Ekner's
following comment appears to be almost a bit too cautious: "In the summer
of’ the dark year 1941, lLe [Ekéldﬂ] was staying in Orust and working on a

mumber of "preludes! intended along with A M8lna Elegy to form part: of a

new poetry collection which had begun to grow out of Ferry Song already
before the latter was finished." (Sommaren det mbrka 8ret 1941 vistades han
[Ekelbf] pg Orust och arbetade dir pg ett antal "preludier", avsedda att
jlimte En: MBlna-Elegi ingg i em ny diktsamling som bBrjat vixas fram ur Firje-
24

sgng,redén innan denna var firdig.)

While En M8Ina-Elegi thus at one point may have Been considered as:a

possible section of Farjesgng, it iis difficult to» draw any far-reaching
conclusions concerning the thematic and genetic links between the long poem

and the poetry collection from 1941. Ekeldf's:elaboration of the homo maximus

theme--to take just one example--in both: "En virld 4r varje minniska' ("Every-
one is:a world") in F&rjesgng and in the '"Mega Alexander! section of the Elegy
(ps 31, pPe 33) does not warrant anything beyond conclusions; as to the enormous
contimiity and consistency with which the poet employed key images and themes
throughout his production, a fact which of course most Ekel8f critics have
indisted! upon. The idea of "den stora minniskan" (the homo maximus), that is
of the Self as a universe of its: own corresponding on a microcosmic level

to the entire universe as the macrocosm is but one example of a theme which



occupiied Ekel8f already in the early years of his artistic development.

In the poem "Fossil inskrift" (Fossil Inscription) from the 1934 collection
Dedikation, Ekel8f already conceives of the psychological Self as a kind of
universe in miniature, somewhat in the same fashiuon as Freud viewed the Self
as composed of the id, the ego and the super-ego. As early as 1935~-not even
to ménfion the above-mentioned poem~-Ekel8f points inm a rather'mock;serious
fashionsto his own tendency to envisage the human organism as a universe in

miniature with its constituent elements at perpetual war with each other:

In: some way the image of the white corpuscles' defensive war
against intruders has clung to me. This in combination with other
images, hints, suggestions; and parallelisms from elsewhere has so
thoroughly impressed on me both in thought and feeling the notion
of the human organism as a body politic that I cam rarely conceive

of myself in a different way.25

A very early draft to the section "Avsked" of En MBina-Elegi (folder

'aktuellt'), as already mentioned one of the earliest sections of the poem
to: come into: print (in Ars 1942), has the title "Mannen pg havet." TIn what
could well be:one of the early specific references to the Elegy, Ekeldf writes

in a letter of 13 June 1942 to his publishers Bonniers:

As you perhaps remember I wrote to you about the possibility of
presenting you a poem for one of the first autumn issues in
connection with my  new poetry collection. I've been working on
it in order to get it finished by midsummer if possible, But have
now come to the point where it is impossible and perhaps dangerous
to force it. I believe it will be a good and essential poem,
preliminary title: "The Man from the Sea," circa: 5-6 quartos in

length (if not more).26

In EkelBf's notebook N, which has the significant heading "Vrakgods" (Jetsam),

20
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there are: important indications as to how close the commections. are

between MBlna: and the poem "Emigranten" (The Emigrant) in Non serwviams:

"Has: come: from the sea: (as a ship-wrecked man . « . only survivor), lost

his memory, Begun to recover it, reconstructed his lifé: whereliy it turned
out that one: year can't be reconstructed . « ." [Hér kommit fran havet. (som
skeppsbruten « . o emia Bverlevande) f8rlorat mimnet, b8rjat Sterfs det,
rekonstruerat sitt liv. varvid det befunnits att ett &r icke ggr att rekon-
struera . .] Thiz "dream" ("drBmmen") as it iis: labelled in the notebdok
entry is roughly the plot of the prose poem "Emigranten.'" The same notebook
also contains, along with an illustration of a:Mayan: temple, the following
"stage direction': "Beach, dunes w. dune grass, the sea at his back, Mystical.
cellar stucks up out of the sand, resembles Maya: building." (Strand, klitter
m, strandgris, Havet bakom ryggen. Mystisk k8llare sticker upp ur sanden,
liknar mayabyggnad.) In the same notebook: there is also' the. notation "En
MBlna-Elegii + 7 Preludier" (A MBlna Elegy + 7 Preludes) as well as the note
"The Mayan temple: a dream. in the MYlna district?" (Mayatemplet: en!drbm i
trakten:av Mélna?) The motif of the Mayam temple plays an important role in

"Emigranten," where the shipwrecked protagonist and amnesia victim: perceives that

There on the beach,

further away, a curibus building stood

buried in the dunes, ancient in aspect,

built Cyclopean. fashion out of coarse stone blocks, hewn.
in some geometrical, Pre-Columbian style,

perhaps a Maya building...

A plan for "M8lna och 7 Preludier" (fodder 'Bverst') includes as one of the
seven preludes a poem: "Mayatemplet: én dr¥m i traktem awv MBlna?" An apparently
old entryy in pen in folder 'c' of’ the MBlna: papers: bears: the titlle '"Disp.," ice.

"Dilsposition” (Plan) and has.as: one of its subdivisions of a planned Inferno



section of the Elegy "II Mayatemplet! (The Mayan. temple) alongside another
section labelled "III Stentiden" (Stone-time). An important series of nota-
tions dealing with the: aspect of time in the Elegy under the: heading "Timeless
time.  Time's timelessness" (Den tidl¥sa tiden, Tidens: tidl8shet) (folder
'8verst ') points to’ the relevance of’ the Mayan temple image for thé~th§mg,of
time in: the Elegy: "Thus: in the Inferno: the Mayan temple: where the lost year
is consciousness of imprisonment.in time, in a time whiich: lacks preciselys the
redeeming: dimension." (Sg i Inferno: Mayatemplet: dir det fBrlorade Sret dr
medvetandet om fgngenskap'f_tiden, i en tid som: sakmar just. dem f8rsonande
dimensionen.") The ides: that "A fleeting moment robbed me of my; future" (Ett

flyktigt Bgonblick: stal mig min framtid) (En M8lna-Elegi, 10, 21) is; common

to: both: "Emigranten!' and the Elegy. The "I" of the prose poem looks back in
frustration at hils past after the more or iess complete recovery of his memory
and tries to reconstruct it day by day, year By year, but all attempts to:
build a future and to establish the causalityy of ldls existence are thwarted
by his inability to account for one year: "How can I build myself a future
without / verifying fully my- past? /. One year is Iosx,ithat’fs the  simple:
facty o o o" (Hur bygea mig enlﬁiémtid utan att / tillfullo kontrollera: mitt
f8rflutna? / Ett 8r 8 borta, det #r sjdlva faktum, . » ) In the "Marche
fuﬂébre" section of the Elegy, thils idea of the missing moment appearss as

a Leitmotiv, having bBeem introduced early in the poem, and takes: on a: collec=-

tive, almost political dimension:

A flighty moment-
and now thé devil is in the belfry,
he who robbed us of our: future,

robbed us of our past

22
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"Tndividualsymbole": The Thrush, the Cuttle-Fish and the Archaeopteryx

In his: extremelys interesting book. Objet trouve und Surrealismus

Christian Kellerer develops the concept of the: "Individualsymbol." An
"Individualsymbol" as Kellerer defines it is:a personal or private symbol
which activates all the psychiie, experiential layers: of the: artiat for: whom

it is significant in a kind of vertical cross-section of his; personalitys;

iit. thus-represents an:"extreme imvestment of the libido! (;Liﬁidoﬁnves¢ierung")
on the part of the artist, in contpast to some of the symbols of the surre=-
aﬁisxsg whiich, according to Kellerer, merely activate the uppermost and most
superficial psychic layers of the personality and thus cam be seem moxme-&s:
srtificial constructs theam as real emotional investments: "Dieses gebiets~
weise Kommunizieren aller Erlebnisschichten mittels: eines: Individualsymbols
14sst von einem punktueélien Schichtenkurzschluss: sprechen, Jede derartige
Kurzschlusssituation zwischen den Schichten bedeutetleine%starke Libido=-
bi'ndung.“27 Characteristic of the "Individualsymbol" as Kellerer defines it
s that thé activation of one of the psychic: Iayers associated with the sym-
bol iis enough. to activate: all the other layers specifically associated with

it in the vertical cross-section: "beim AntWnen der dem: Exlebnis des: Indivie
dualsymbols entsprechendem Note in irgendeiner Erlebnisschicht wird nicht nur
das Individualsymbol selbst erinnert, séndernlgleichzeﬁtﬁg auch alles, was
damit in dén tbrigen Erlebnisschichten als dazugehBrig agsoziiert is.t‘."28
Further, thie "Individualsymbol" can.be distinguished from tlie "Kollektiv=
symbole" or collective symbols of, for example, a Dante, Hleronymus Bosch
or Pieter Brueghel the Younger, which are "nicht als individuelle Spontan-
ausdriicke entstanden, sonderm als thematisch bedachter Syﬁbolismu&; meist
unter einem religiBs-moralischen Pnogrammgesﬁchtspunkt."29 Kellerer's

penetrating elucidation of theﬁoperation of the "Individualsymbol" goes far
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in illuminating the functioning of such. Ekel8fian. symbols as the Archaeop-
teryx, the bird petrified in flight. The thereto relatedl images and motifs
éuchxas the "stone-child," the Mayan temple of the early drafts to MYlna and
to "Emigranten," as well as the defixiones and imagess of the riveted all
compose a complex and inextricable network, a sort of thematic-symbolic
nexus which one can pursue all the way through Ekel8f's work. The thrush

or "trast" of En M81lna-Elegi is: a further EkelBfian "Individualsymbol."

Ekel8f has referred to it; as hils "heraldic bird" (heraldiskifggel). The
least one: can sayr about it; is: that it can hardly be diétinguished from the:
Archaeopteryx in Ekel8f's; psychic economy. Like the Archaeopteryx, an
illustration of which closes the poem, the thrmsh towards the end of. the
poem has Become petrified in flight; the last stage direction applied to the
bird reads: "silent, immobile, / with its beak up" (tiger, ordrlig, med
nivben / uppatriktad) (58, 704-705. My stress). -

Most of EkelBf'ss symbols seem to be "Individualsymbole" in Kellerer's
sense, The number of such symbols in Ekel8f's work iis. great and, as Gunﬁar
Brandell has sﬁressed in respect to one of the poet's favourite symbols, the

"sepial' or cuttle-fish, Ekel8f's:use of them is surprisingly consistent:

But. more important in the literary context is.a. traditionalism of
another kind, an adherence to certain problems, certain images and
experiénces of a personal nature, which recur again and again in
hils poetry. An example: as a thirteen-year-old Gunnar EkelBf
observed, if one is to believe his own statements, ai cuttle-fish
which a fisherman had drawn up on the beach at the Promenade des
Anglais in Nicee. This cuttle-fish with its eight: arms: and its
wonderful singlé eye slithers: its way through hils entire produc-
tion, right through all revolutions in style and artistic experi=
mentations, A catalogue of such Ekel8fian themes, of his world
of images and verbal formulae, would fill an entire volume and
would show that most of Ekel8f's poetic advances are: at the same
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time reversions.
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In the "Gorgo" section of the Elegy (pp. 50-51), EkelBf has associated

the cuttle-fish with'the Greek: Gorgon in accordance with his belief in a
folklore association off the two: "Mega Alexandxos is a folklore version of
Byzantine (+ modern) times.- There is a corresponding folklore association
in: Gorgo and the cuttle-fish later on.. She was said to be Alexander's
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sister. As innumerable EkelBf critics have pointed out, the coincidentie

oppositorum characteristic ofi such world views as those of the mystics and
of Taoism is: also characteristic of Ekel8f, In keeping with this ability
to see so-called opposités as bu#d. two aspects oﬁ7a~deeper, hidden unity,
Ekel8f can write, for example, in an important essay '"Verklighetsflykt"
(Wirklichkeitsflucht) of the equi¥alence bétween the "ewil" Pontius Pilate

and thHe '"good" Jesus Christs

They were: two seemingly opposed temperamentss the,oné objective
and contemplative, the other subijective and ecstatic. The one
wanted nothing and the other everything: So little was necessary
for posterity to accuse one of the two, and especially’ the Roman,
of escapism [Wirklichkeitsflucht| . For what are all ahd nothing

but two aspects of the same thing.32

Similarly, in the "Gorgo" section of the Elegy, which®in one of the drafts
bears the title "In front: of a madomna" (Inf8r em madonna), the question of:

the conflict Yetween good and evil is also posed:

It is rather that the cuttle~fish, an innocent animal which has
become: a symbol of evill for man, swims at the surface of the water
with. its: wonderfully constructed and efficient eye and sees a
white chapel on the headland with a little Theotdkos (madonna),
which for man has become: a good symbol, while in reality the
entire struggle between above and below continues unabated. o « «
The conceptions of good and evil have ancient, magical. and
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certainly unexplored modulations.,

25



There is an interesting quote from Servius among the handwritten
manuscripts to a planned Petronius: essay of EkelBf (capsule *Oversdttningar!')
(capsule 'Translations') which helps: to illuminate the first two lines of the
"Gorgo" section ("Cursed be thou / cursed, that is holy") (FBrbannad vare du /
f8rbannad 4r uttytt helig) (50, 558-559). If one views the previously quoted
Ekel8f commentary on the symbol of the cuttle-fish in the light of Servius!:
commentary to Vergilts iines "Auri sacra fames," which is also the first of
Petronius' Fragmenta, it becémes evident that Ekel8f viewed  the ten-armed
cuttle-fish as a kind of collective scapegoat, just.as the people of .
Marseilles, according to Servius, had their own official scapegoats, who

were at once: in a most paradoxical fashion cursed and sacred:

fAuri. sacra fames.! 'Sacra' means cursed. The expression comes -
from a Gallic: custom, for when the: inhabitants of Massilia [the
old MarseilleQJ were afflicted with the plague one of the poor
people volunteered to let himself be fattened at the state's
ekpense and with the finest foods. He was then adorned with holy
herbs and sacred garments, led around the entire state  amid curses
in order that all the hardships of the state: would fall back on

him and finally banished, This is in Petronius., O0ld commentator.
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In his book Aussenseiter Hans Mayer has pointed out that modern French with

its "saéré" has maintained the ambivalence of the original Latin '"sacer":
"Das Sakrale hatte stets gleichzeitig mit Heiligung und Verrughtheit, Heil
und Verdamnis, weisser und schwarzer Magie den vertrautesten Umgang. Der
franzBsische Sprachgebrauch desf;éacréﬂ hat die Ambivalenz bis heute aufbe-
wahx"t."35

One of the manuscript notations among the: MBlna papers is significant in
that it associates the motif of the Archaeopteryx, the oldest kmown bird form

with reptilian characteristics which was discovered in a fossil inscription
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near Eichstdtt in Bavaria and a life form from which EkelBf extracted a
ready-made image for his owm preoccupation with. the' idea of '"death-in-life,"
with thHe motif of the Mayan temple, which Ekel8f presumably also identified
with: this symbolic-thematic complex of petrified life, death-in-life and

suspended movement:

~The ~Dream=
Archaeopteryx.
The Mayan temple vign [vignette]

The Mayan temple another view

Several critics have dealt with this "Symbolkomplex' or thematic-symbolic
nexus: in EkelBf's; work, Lars:Forsell has written: "This bird has later flown
and sung in so many of his poems, a symbol of the eternal paradox, life in
death, flight in repose, the pounding heart in the cold stone." (Denna fggel
har sedan flugit och sjungit i s8 mgnga av hans dikter, en symbol f8r den
evige: paradoxen, livet i d8den, flykten i wilan, det bultande hjirtat i den
kallazsi;enen.)36 Ross Shideler has studied the relevance of this symbolic-
thematic complex for "RBster under jorden" ("Voices under theeGround"), _
perhaps the most masterful development of this paradoxical thematic nexus

in Ekel8f's entire workis It ils above all Ekel8f's; understanding of the
complex, paradoxical nature of time that is revealed through this nexus and
all the images: of "sluggish stone" (tr8gflytande sten) or of petrified
flight which are: associated with it. Shideler has descfibed the treatment.
of time in "R8ster under jorden" in the: following terms: "Time's movement
begins the poem; then the poet projects himself and his experiences of time
into: the floor and thus into the ground, allowing time to become stone, to

37

become, figuratively speaking, 'petrified."’
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The Ambivalence of’ Time

Ekel8f's fascination with time is of an early date, as is evidenced

by an entry in his early Cahier I:

If one means by the absolute: that which caﬁhét be comprehended
by reason, then: the world containss; indeed an absolute element.
Movement, time, whatever it is called, is completely: inexplicable.
Does it exist although it is inexplicable? That is difficult to
say or rather it iis impossible to prove the existence of this
irrational factor. We are confronted with an insoluble mystery,
that of not being able to prove intellectually that we exist. In
any case we now and then have a vague awareness of the: fact that
we existe I think; therefore:I am? I feel therefore I am? But

it is impossible to say I feel therefore I think; or the réverse.38

Time is paradoxical because it has: both a dynamic and a static character; it

is a motionless movement, a contradictio in adjecto just as the expression

"sluggish stome." It is a movement but a movement which can be divided into

an’ infinite number of static points:

"The present" is equivalent to--"space." "Time and Space," that
is history (memory) + the future (hope, vitality) and the present,
the eternally stationary moment, static: like the concept of space
and at the same time dynamic because the past and the future meet
there. One can only conceive of space from the point of view of
the present. And since movement has to do bBoth with space and
time, it can be divided by the intellect into a series of now-
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positions. Investigate this,

If time's irrational, paradoxical nature can best be expressed by an
oxymoron and is:beyond the grasp of logical, discursive thought, we can

easily see-why Ekeldf throughouﬁ:Eh MBlna-Elegi stresses. the doubleness of




time, itss static-dyhamic character. Most critics who have written about
the Elegy have observed this ambivalence.4o Time ilss "arrested, flailed"
(h#mmad, hetsad); it is said both to bolt like a horse "years in minutes /
with a taii of &ellow leaves" (gratal i mimites / med svans av gulnade
blad) (13, 70~72) and to be stuék. and "frc;zen in the wet black branches of
the elms" (stelnad i almarnas / fuktsvarta grenar) (14, 74-75). The red
sun in the sickness episode (pp. 25-26) is said to roll "in one moment /
intolerably fast and in the next intolerably slow" (i‘ené Bgonblickedt /
olidligt hastigt och i nista outhirdligt 1gngsamt5 (26, 27é-277)- The
seconds are said to be at once "dropped moments" (bortfallna Bgonblick)
and "riveted" (fastnaglade) mdments (27, 315-316). ‘

One of the drafts to "Arguments" (Argument) concerning the Elegy
(published as a section of "Notes to A MBlna Elegy" |"Anteckningar till
En MBlna-Elegi] in L¥gga patience [Play Solitaire]‘) ﬁentions the red "fever-
ball" (feberklotet) of the setting sun in commection with the same expéri-
ence of time's ambivalence: "The fever-ball and the strange sensation that
time (personélly) waS"raciné like the works: of a clock whose balance-whedl
had broken and personally crept forward as if trying to smother one's per-
sonal life," EFeberklotet och de egendomliga fUrnimmelserna av att tiden
(personligt) rusade som ett urverk dir oron ggft sBnder och personligt
sldpade sig fram som om den ville kvilva det personliga;]41 In the case of
the "I's" alter ego or "du" (you) in the sickness episode, the mechanical-
scfenfiﬁic measurement of time is negatively contrasted to interior time or
the "durée intérieure! (Bergson) and experienced as oppressive and life-
destroying, A draft to the: poem "Ensam i natten" ("Alone at night") in
4

the collection Strountes 2 illuminates this episode of the Elegy by identi-

fying clocks with death-in-life; the only essential time is the internal:
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Alone with: the: wall-clock, this machine for:
non-time
What. doess a metronome know about music?
and about what it is made to measure?
Its face iis: blank and expressionless
a discrete idol
it makes me-aware: of the incongruity of
relatiwvities
life can't be measured with death
music can't be measured with beats
But who can unravel life's instinct:
_ for death
Life breeds death around itself, life
encapsules: itself in death

43

This draft contimues with the significant question: "How can one free life?
How: cam one attain the ecstasy of lifle?" (Hur frig¥ra liv? Har nd exxasen;
av 1iw?) A marginal note to the same draft Tuns: "Answen; flow with time /
with the tide or the streams / never argue with Time." (Svar: flyta med
tiden / med tidvattnet eller strmmarna / aldrig disputera med Tiden.,) To
the above characterization of the "vHggur" (wall-clock) as "blankt och
uttryckslfsst! (blank: and expressionless) corresponds the stage direction

appended to: the "frontespisur" (front gable-clock) in En MYlna-Elegi (19,

159): "(black clock-face with: traces off gilt figures, the hands; missing)"
[(svart urtavla med 3pgr av guldsiffror, visornaxbortaﬂ].

In Ekel8f's 'Tidiga manuskript! ('Early mamuscripts') capsule there is
an interesting commentary to a diar&'ehtry'of Kafka.(theﬂlatter dated 16

Jaruary; 1922). Bkel8f first quotes Kafka's words:

Die Uhren stimmen nicht Uberein, die: innere jagti in einer teuf-

lischen oder d#monischen oder jedenfalls unmenschlichen Art, die
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Yussere gelit stockend ihren gew8hnlichen Gang. Was kann anderes geschehen,
als; dass sich die: zwei verschiedenen Welten tremnen:und sie tirennen sich oder
reissen zumindest an einander in einer flirchterTichen Art. Die Wildheit des
inneren Ganges mag verschiedene Griinde haben, der sichtbarste ist die Selbst-
beobachtung, die> keine Vorstellung; zur Ruhe kommen: ldsst, jede emporjagt, um
dann selbst wieder als Vorstellung von neuer: Selbstbeobachtung weiter gejagt

zu: werden,

Ekel8f's commentary to Kafka's diary entry presents us with the image of the
red sun which:he associated with that almost painfully oppressiwe experience
of the incommensurability of a purely mechanically measured, uniform or:
sciéntific time and the altogether different rhythm of® internal, psycho-

logical time:

The most unambiguous expression I've found coming from someone
else of' a similar, almost identical experience, the recurrent
experience of time ever since childhood partly as an inném» fewver-
ball, rolling, roﬁéming, glowing and crushing at an astronomical:
speed, partly as am outward! procession moving with equally bound-
lessz slowness, my breakdowns in the presence of conflicting .
thoughts, for the first time in poetic form beginning with and
including Late on Earth, them all of Ferry Song, half of Non

Serviam, all of’ the MYlna Elegy, also the earliest poems in Ord
och Bild.44

The image of the setting sun whiich Ekel¥f experienced so acutely in his:
childhood in his parents' home situated on the hill dominated By St. John's
Church (Johanneskyrka), an experience which he describes in "The Sunset!
(Solnedgangen) and iﬁ the poem "A Door near St. Johnts! (En port vid Johannes)

in the essay collection Promenader och utflykter (Walks and Excursions), also

has its place in the Elegy, where it is associated with the same ambivalence

of time as indicated in the Kafka commentary:
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And the red ball,
the high fever-ball, dazzling and inflamed,
came rolling over you, in one: moment

of intolerable speed and in the next unendurably slow. (26, 275-279)

Both Leif SjBberg and Sverker Ek have pointed out the various images and
motifs in the: Elegys which contribute to the making off thie nexus: off images of
petrified or riveted movement or time: the numérous defixiones in the Latin

section of the poem (pp. 40, 42, 44) with their insistent line "Tene me ne

kreuz" which EkelBf drew himself (p. 46). One can also mention the motif of
the stone-child (stenbarn) in the abomtion scene or "Mill Séng" (Kvarnséng)
(ppe 37, 39, 41), which can clearly be associated with the above-mentioned

contradictory aspects of time:

I remember
Times,
I carryr it ih me
I bear it in me like a rock, a child of stone,
complete and unborn- (28, 316-320)

In the third section of’ hils: "Anteckningar till En MBlna Elegi," Ekeldf
Has himself stressed the paradoxical character of the: treatment of time in
the poem, that is; that we are to experience the: poem: both as an attempt to

reconstruct a moment and as a movement:

The entire thing takes place during;an indivisiblle unit of time,
that may Be either a second or five minutes, But in any case a

short moment. That which occurs on the last page occurs at the

end, and that whiich is in the middle is present both at. the-eénd.. - = -~

and at the;ﬁeginning[}] It [the poem] is thus intended to. bBe

taneously flowing:time elements; the poem flows, is in movement

simultaneouslx[.j 45
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In this commentary EkelBf indicates clearly that he conceived the: Elegy

as an attempt to reconstruct the simultaneous co-existence of time elements,
of past,.present and future. The implications of this attempt, whiich hawe
numerous parallels both in Easterm mysticism and in modern physics, are, I
think, the following: time is no longer conceived of, as is usually the
case, as a one-way flow from the, past through the présent into the future
but rather as a four-dimensional pattern wﬁthouﬁ.any‘definite direction
attached to it so that all events are: intercomnected; concomiitant with this
refusal of the traditional three-dimensional Eucldidean notion of’ time as a
linear succession of’ isolated;zdiscrete moments is the -mbandonment:of the:
idea: of causation which goes with it, for the notion of’ causation is incon-
ceivable without the: conception of time as a one-wayvflow. As; far as a
closer understanding of Ekel8f's attitude towards the notion of causalityy
is concerned, one has to turn to: his early Cahier I (1930) for elucidation.
In hiis. Cahter I there is no refusal of the idea of causality, stridtly
speaking; but there is an: acute awareness of the human incapacity to uncover
£hat causality due to the fact that a real grasp of causality would imply

a complete knowledge of” the infinitély long causal chain, rather than just
the mere segment with which the notion of causality is usually identified:
"_but complete knowledge of a thing is of course impossible since it would
only force us: to search for endless causal chains upwards and downwards:,"
(-men en. fullstindig k#nnedom om ett ting dr jw omBjlig eftersom den: bara
tvingar oss att stka of#ndliga kausalkedjor uppgt och nedgt.)46 Ekeldf ' s
speculation on the human impossibility of unravelling the causai'chain'given
the infinite interconnectedness of things both:in space and time has left

its traces in the following lines of the Elegy:

Always fare on! Call me the Backward one,

a rudiment of one given from the start,



a riveted moment of some event
which only in its entirety can explain
my behaviour. (31, 330-334)

Undoubtedlys Leif Sjlberg has interpreted‘Ekelbﬂﬁs theoretiqal commen-
taries to the Elegy and im particular his ihtentibﬁ %hat the poemrbe a.
reconstruction of one: moment in time all Hoo literally in hissA>Reédef‘é;
Guide. What I believe EkelBf means bys the "moment" and the indivisible
unit of time or "now'" of which the poem is intended to Be a represemtation
is: made clearer by’ two> important notes of Ekel8f, the first dating firom

roughly 1927, i.e. long before: the idea: of the Elegy even came to him:

Oun=li£éfis in the-present§~the notions;g%out the'pas%jand the
future which existsin our consciousness: are: merely weak images
of reality. Does; one egpéfiéhéé.thezpast by remembering: it or
the future by construing it? Our life: is a present expanded' into
decades and life a present expanded into.millennia. (I'm not

quoting Bergson but old truths and the property of every man.)47

Thi's: idea off a "now" which is. expanded to include past, present and future

in one: eternal moment is clearly: applicable to En MBlna-FElegi, where the

reader glides effortlessly from one: level of time to another. Another comment
in the author's: notebook K also: takes up thiss concept of’ the: expanded, eter=-
nal moment: "I don't believe iﬁ the person who looks. fior: happiness in the
moment but rather in the: one: who in the: moment experiences the past éndl
the future, who experiences: yearsa" (Jag tror inte pg den som s8ker stundens:
lycka. men pgaden som i sturiden upplever ggnget och kKommande, upplever gr.)48
Several of EkelBf'!s; notes to M8lna refer to "a time beyond time, a third
time, an odd time" (en tid bortom tid, en tredje tid, en udda tid) or similarly
to: "time's timelessness" (tidens tidlBshet)., This mystical aspect of time:

in the: Elegy has hardly been touched upon by any of the critics who have
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written about the poems The thematic nexus movement-repose ("r¥relse-vila")
which we have found to: be characteristic of Ekel8f is. in fact a typical

experience of the mystics: "But the combination movement-repose occupies an

entirely: different place in the works of the mystics than that which is
usually devoted to the customary items in the mystics' lists of God's contr-

dictory attributes." (Men sammanstilliningen r8relse-vila intar i mystikernas:

skrifter ett helt anmat rum 4n det som pligar ges 8t de vanliga leden i mys-
tikernas serier av Guds motsatta attribut.)49 The Western mystic Heraclitus

writes for example (in Diels'! German translation of the Fragments): "Sich

7" 50

wandelnd ruht es aus. This same type of mystical coincidentia oppositorum

comes. to the foreground in a description which Ekeld8f adds to his clearly
mystical poem "Gymnosofisten" ("The gymnosophist") on a plan for "A M8lna
Elegy and 7 Preludes" (folder '8verst'): "The gymnosophist: at infinite

speed I move towards the eternally stationary, for I don't move. G. E."
(Gymnosofisten: med ofindlig hastighet r¥r jag mig mot det evigt or8rliga,

ty jag r8r mig inte. G. E.) That the idea of the timeless, infinitéeand yet
dynamic present or "munc aeternitatis" is an integral part of the spiritual
experience of the mysties is evidenced by such remarks as the following one
by the Zen patriarch Hui-neng: "The absolute tranguillity is the present
moment, Though it is at this moment, there is no limit. to this moment, and

L

herein is eternal delight. Ruin writes of this "nunc aeternitatis" and
its: dynamic-static ambivalence, an ambivalence or paradoxicalness which of
course cammot be grasped intellectually but has to be experienced spiritually:
"God is not only eternal movement; he is also eternal repose. . « o The
infinitely dynamic is also the infinitely static. The mystics speak here

of an eternal now, 'munc aeternitatis,' at whose focal point the past, the

present and the future meet." (Gud 4r icke blott evig rBrelse, han 4r ockss

evig vila. . . . Den odndliga dynamiken #r tillika o#ndlig statik. Mystikerna
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talar hdr om ett evigt nu, "nunc aeternitatis", i vars brannpunkt;fanggnget,

nirvarande och kommande m8tes.§52 That the experience of time in the Elegy

was indeed intended to be analogous to. the mystics' "munc aeternitatis" is
convincingly borne out by an' important note in EkelBf's English commentary

to) an article draft of Leif Sjlberg:

" "in one moment" should not be over-stressed. " "Pime". and- time.
What is it? It is: supposed.to occur in a lapse of” time: but outéﬁde
time, in a mood of passivity and receptivity towards one's self,
when everything and anything is possible and near bBy. The ideal
psycho-analytical moment. If the hand of your watch has moved one
mirmite: or ten from the point when you started summarizing* your
situation, your dreams etc., what matters. Tt is a moment all the

same. . « o even the ideal auto-psycho-analytical moment, which is,

I beliéve, much. the same as the moment of "mystical insight" of
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certain esoterics. « « o

Looking at the matter more from the point of view of the formal devices
of poetry, Hans Ruin has demonstrated in the chapter "Poesiens samlade nu"

(Poetry's Collected Present) in his remarkable book Poesiens mystik (The

Mysticism of Poetry) that the concentration on the "now" is essentially
constitutive for all poetry, for as he writes in the afterword to that same
book: "Being bound to the moment is characteristic of lyric poetry. « « o The
poet listens more and more: closely to that thbh iies accumilated in a given
moment."” (Bundenheten vid ett moment 4r f¥r lyriken;karakﬁeristisk.“.a{’.
Poeten lyssnar allt djupare in i det som ligger uppsamlat i ett givet Ygon-
lick.)54 On the other hand Ruin emphasizes& the fact that this idea of a
given moment is not to bé taken too literally.. It is a commonplace that
poetry has in common with musiic the fact that both are art forms which: unroll
or develop in time and thus more than other art forms have time as their

constitutive element, but it is one of the virtues of Ruin's book that it



makes: us: aware: of those elements in poetry whiich run counter to the dynamic,
temporal aspect of poetry and accomplish a synthesis of the discrete moments
of’ a particular poetic progression: those largely rhetorical elements: such as
rhyme, assonance and alliteration which most modern poetry has seen fit to
abandon in one degree or another but whose unifying; synthesizing function

Ruin has studied under the: heading: '"Poetry's Collected Present':

It would be a fascinating task to examine how poetry's technical
means aim at making just such a contact. with a unified, continuous
spiritual experience possible. « o

Think of rhyme. . . » Rhyme is something present which Points
forward but also: backward--a little fact which mirrors the essence
of poetry: the synthesis of past, present and future. o

But assonance and alliteration also move in the same direction.

Although we: may say that such synthesizing elements as rhyme, alliteration,

assonance and repetition are typical of all more traditional forms of poetry
and fhus'help i1s establish the: individuality or specificity off a particular

poem;in é very limited degree, in the case of a modern poet such ass Ekellf,

who in general eschewed such traditional poetic devices, the return to such

"outmoded" poetic techniques in a poem consciocusly devoted to the: problem

of time(!'A Mbina Elegy / A poemf/ about time / about the time experience"

as it is referred to in a series of notes in one off the: M8lna maruscripts)

(En M81na-Elegi / En dikt om tiden / om tidsupplevelsen) has to be seen as
significant. The effect of suqh a consistent use of rhyme, assonance, allite-
ration and repetition as we can observe in the Elegy would be to bring about
just such a sense of the static "eternal" moment: as we have identified above--
in contrast to:the dynamic aspect which any poem By its very essence mst
have., It is undeniable that the Elegy with its more intentional and syste-

matic use of such rhetorical devices occupies @ Special position.in EkelBf's’



production, a fact of whiich the author himself was well aware: "As far as
the Elegys ils concerned, I clearly see: the rhetoric, the fact that the whole
thing: is artificial and made-upe ¢ o o" (Vad Elegin betriffar ser: jag klart
)%

retoriken, det konstlade och gjorda i alltsammans. « « «
The Thematiic: Nexus of Death by Water and the Theme of Time:

Thet Em MBIna-Elegi. is: closely related both thematically and genetically

to the poems: in Non serviam becoﬁes evident both from a study of’ the: two
poetry collections in their printed versions and from a study; of the: manu-
cripts: to the Elegy. A draft entitled "Den drunknande! (The drowning man)
(folder- 'e!), for example, is:clearly one of the preliminary drafts of the
"La. Brinvilliers" section (p. 49’) of the "Fire Song" (Eldséng), begiining as

it does with the lines: "Yes, cast me into: the sea / without a banner, without

a cannonball" (Ja, kastaumig:i havet / utan fana, utan kanonkula). Except for

minor variations, however, this draft contains nearly all the lines frqm the:
poem "PafSgelstronen" (The Peacock: Throne), a subdivision of the "Havstema"
in Non serviam.

In a» note to: hiis essay on Ekel8f's "Panthoidens sgng" (The Song of the
Panthoid) from the collection "Om hBstent (In the Autumn); Reidar Ekner has
written of EkelBf's treatment of the theme of death by water, denying its

immédiate relevance for that particular poem:

Ekel¥f i's able to view the bones of the drowned man which hawve been
washed clean: by water as an aesthetic object in nmumerous contexts,

for example in the: suite '"Sea' Themes" in:Noh”séfﬁiém and in "Geron-
tion" in Ex@ﬁrsibns; This treatment of the motif of death: by water

has become common poetic property‘h la mode and goes back: (via

Eliot's The: Waste Land) to Ariel's song in Shakespeare&s;Thé
m_toocosr » .
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Landgren in his analysis: ofi Ekel8f's early poem "kosmisk sbmnggngare"
(cosmiic sleepwalker) has stressed the fact that for Breton and the surrea-
lists:i childhood had a privileged position in their project of a surrealist

"jeu désintéressé de la> pensée" and that Breton in his Manifeste du Surréa-

lisme of’ 1929 associated the surrealist's capacity to re~experience his
childhood through the surrealist method with the drowning: person's recapit-
58

ullation of his:entire life at: the pdint of death. That in the case off

En M¥1lna-Elegi one can also speak ofi a similar project of a "jeu désintéressé

de:ﬂa’pensée" and of EkelBf's association of such an aesthetic effect with

the act of drowning; i's shown By an important series of notes to the: "Water

Song" (BUljesgng; pp. 11-13) dated Moll¥sund 10 October 1942: "The Billows

Song is: distracted; therefore don't. reject the: earlier version, Expand it.
rather: intfoduce the: drowned man., He drops. off to sleep. Is transformed.

Hiss thoughts wander." (BS1ljesangen #r téhkéufiad; d4rf8r inte f8rsmd tidigare
version. TvHrtom utvidga: inf8ra den drunknade, Han ﬁickar till,. anvand}‘;,g
las., Hans tenkar vandrar.)

The theme of death by water links. several of the poems of an serviam,
in particular "Bal des petits lits blancs," ngfggelstronen," "Havsfbrvand-
ling! (Sea Change) and "De ilahdflufna" (Carcass Jetsam), which comprise
the: "Havstema," as well as "Emigranten." As far as the Elegy is concerned,
several critics have underlined the importance 6ﬂfEke18f's participation in
the burial of an English pilot on the west coast of Swedén-during the Second
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World War for the conception of itlie Elegy's lines:

all of us: floating here

floating along

0 these carcasses that float

that head into the reeds o
but rock:uncertainly outside (51, 582-586)



The experience is one: which EkelBff relates in his "novell"9(novella) "Frén

vistkusten" (From the West Coast) in Promenader och utflykter, In another

"novell" from the same collection, "Klockor Bver staden" (City Bells), he
recounts another experience of death by drowning, this time a childhood
experience from the time: when his family was living in Blasieholmen in
central Stockholm. A woman, presumably a suicide victim, was fished from

the waters of Str8mmen, one of the outlets: of Mdlaren into the seas
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Another»time,he l}heAprotagonist of the:autbbiographioal narrativea

had jumped to the window on hearing the arrival of the guards. . « .

Somewhere near the statue of Gustavus III there was a gathering; off
people up to something peculiar. A bloated bundie was fished out.
of the current with a grapnel hook--it was a woman who had jumped
in from the Northbridge. She was hauled up with her head downwards,
the voluminous laced bloomers shone white against the embankment,
the petticoat Yung inside out‘like a big, greyish white bell with

her head as: its; clapper,

Here we encounter the motif of the bell which Ekel8f appears to have associ-
ated almost inevitably with the idea of' death by drowning: Just how ruch
Shakespeare's line "Sea nymphs hourly ring;his knell" from the famous Ariel's
song may’ hawe contributed to this association is hard to say. A line from
thie Elegys takes up this thematic nexus and adds to it the motif ofl the dream,
which, as Bengt Landgren has demonstrated, is, in a fashion described by
Freud, frequently associated with water or the sea.61 The line follows the
quotation of SwedenBorg's eight. dreams: from his.beﬁfokéh‘(Dneambiok) and

readss in context:

Jetsam on the beaches of sleep
Dreams like ringing from the depths
Qarfish inland-driven ,
Cpief's soft leviathans: (41, 460-463)
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Similarly one of’ the stanzas of "Bal des petits lits blancs" reads:

Give me the éyes of’ the cuttle-fish

the gently introverted ones

as if theys heard the secret pe'alv. of bells
bursting through the depths [my stress]

The: consistency of Ekel8fi's use of particular personal symbols, images
and motifs overra long span of time during;which his aesthetic views underwent
radical revisionsshas to: make us concur with his remark in a note to Sj8berg:
"I'm not. highly sophisticated but extremely true to, or aware of, my impres-
sions: from an early age and ;iwazszcomparing them with later impressions,
superimposing themselves.“62

That death By drowning-had its; partiecunlar relevance or: fascination for
Ekel8f during the period in the late 3%0's when he conceived the plan for:

En M8lna-Elegi and was living;with Knut Jaensson and Tora Dahl on Liding

near MBlna: (the latter beingra frequent destination for his afternoon walst
is borne out by a note in his: own annotated copy of the Elegy. Apropos MBlna

and the: complex: ofi houses there, he:writes:

Ernst Rolfl had earlier rented part of the: complex as a kind of
holiday resort for his China variety show ensemble, He died there
of an overdose of sleepingrpills, perhaps: drunk, in the: water to
the right of the jetty, guarded By a Yig, faithful and rabid dog
which hindered all rescue: attempts, according to rumours after

having surprised Tutta [Rolf's wdfe] on the:spot in flagrante

delicto with a Wallenberg,; perhaps:also as a result of self-haté
and bad business affairs. I believe in the poison theory since
the: water is shallow; the bottomed-out person died at the bottom,
This is adiaphora but places: have their destinies and destiniés

their places.,



If théifgscination of the "near-death experience" (Sj8berg) for:EkelBf
is. thus obvious, its importance seems: to reside at least in part in that
particular dilation of the "dqupee intérieure" with which it is almost
aglways associated; it is, to use EkelB8f's own words when referring to the

conception of time in the: Elegy, "the ideal auto-pé?cholana&yticalfmomenﬁ;"

According to: Bergson's account of the psychic process which is activated in
such moments of crisis, our entire past is: conserved in our unconscious as:

long; as. the: exigencies of practical, everyday action force us to suppress it:

Mais. si’ notre passé nous demeure presque tout entier caché parce
qu'il est inhibe par less nécessitées de 1'action présente, il
retrouvera lai force de franchir le seuil de la conscience dans tous
les: cas ou nous: nous. désintéressons de 1'action efficace pour nouss
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o Al
replacer, en quelque sorte, dans la wie du reve.

In the same passage of Matiere et mémoire, Bergson goes on to speak: of near=-

death: experiences and of the: extreme density or plenitude of internal time
("time: which bolts: / years in mimutesj" 13, 70-71) (tid som skenar / Sratal

i minuten) which they represent:

Or c'est un fait d'observation banale que 1l'"exaltation" de la
mémoire dans certains réves et dans: certains etats somnambuliquess
Des souvenirs qu'on croyaiit abolis reparaissent alors avec une
exactitude: frappante; nous: revivons dans: tous leurs: détails; des
scenes d'enfance entierement ouBliées, nous parlons des langues
que nous ne nous souvenions meme plus: d'avoir apprises. Mais

rien de plus instructifs, a cet égard, gue ce qui se produit dans
certains cas de suffocation brusque, chez les noyés et les pendus,
Le sujet, revenu a la vie, déclare avoir vu defiler devant lui, en

- . .
peu de temps, tous les evenements; de son histoire, avec leurs plus

~ S . - . . 6
infimes: circonstances et dans l'ordre meme ou il s'etaient produits. 4
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The poet ("diktare") at the end of Strindberg's Ett‘drbmspel, a play

which undeniably has been: one of the decisive artistic impulses behind the

conception off En M81lna=-Elegi, summarizes the effect of such extreme near-

death experiences thus: "I read that when life nears:; its end everything and
everyone rushes by in a single defilé ..." (Jag 14ste att ndr som livet
nalkas slutet, allt och alla rusa flrbi i en enda defilé ...)65,”CarIaFehrman

in Poesi. och parodi (Poetry and Parody) has applied the term'"livérevyd (life-

review) to this psychological phenomenon and as a dramatic: exemplification

thereof he cites a scene from the same play:

What Strindberg with dramatic suggestiveness has given form to in
this.scene is the psychological phenomenon which goes under the
name 'life-review.' Most people have heard of this curious psycho-
logical occurrence, which has been confirmed by many observers,
that people whose lives are> in danger see themselves confronted at
the point of death with the events: of” their lives in the: form off

images like in a film in fast-motion.

To further illustrate what he calls a "livsrevy," Fehrman cites a passage

from Strindberg's Infeino:

Have you noticed in moments of solitudé, during the: night, or even
in broad daylight, how your memories rise from the past, trembling;
as though newly resurrected, one by one and two by two? All the
faults you have committed, all the: crimes, all the stupid actions,
they come and force the blood even to the tips of your ears, they
make the sweat burst even from your scalp, they make the shivers
course througlhitthe: length’ of your spine. You relive your past life,
from your: birth until the present day; you suffer all over again
every suffering;you have ever endured; you drink again all the -
bitter cups you have already drunk so ofiten; you crucify your very

skeleton, because there is no flesh left to mortify; you immolate
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your soul because your heart has already been reduced to ashes.
Do you know what I am talking about?
Those are: the mills of God that grind so slowly and so

exceedingly smalls-and black.

Interesting to note: here besides the: theme of the "livsrevy'" is Strindberg's:

association of the recapitulated and re-experienced past in all its infernal

aspects with the image of the mill, also a central symbol in En M8lna-Elegi.
In chapter 5 of The Idiot, Dostoievsky has: Prince Myshkin relate his
witnessing of a hanging in Lyon and give a pregnant description of the last

moments or "livsrevy" of the: criminal mounting the scaffold:

It's strange that people rarely faint at these last moments. On
the contrary, the brain is extraordinarily lively and must be
working at a tremendous rate--at a tremendous rate, like a machine
at full speed.s I fancy that there is:a continual throbbing of

ideas off all sorts, always unfinished and perhaps absurd too, quite

irrelevant ideas. . . .68

One need only examine some of the: absurd passages of the Elegy and observe its
purposefully associative quality in order to realize the applicability ofi
Myshkin's description off ax "livsrevy" to Ekel8f's: poem with its conscious:
attempt to convey the contingency with which our resurrection of the past in
such moments: of crisis is; coupleds Bergson for his part has emphasized this
"nésurrection capricieuse" of the past, this resurgence of memories in a --
purgly contingent order, and distinguished it from the: psychological life
which we lead in daily existence, which is more objective and governed by
the laws of causality in a more: apparent way.

- closely related genetically and thematically to the Elegy, this motif of
death by water predominates, thus in "Bal des petits lits blancs," where

we even encounter a "livsrevy':



Then the doctor asked

the nursemaid who had drowned herself

but beem revived by artificial respiration:
What did you hear? What did you see?

"Tt was: so nice and red there!"
Well, did you hear anything?
"0 yes, they were playin' music,

beautiful msic!"

One of the drafts to the Elegy's "La Brinvilliers" section has several of’

the lines which have been includediin "Bal des petits: 1its blancs" and
"ngggelsﬁronen" and contains, significantly enough, both the motifs; of
underwater music and red light which Ekel8f seems to have associated with
death by water (the draft in folder 'a' has: the title "De drunknade":[The
drowned men]): "as dead men they are dead / as drowned men they hear music,
see red flowers" (som d8da #r de d8da /_som drunknade h¥r de musik, ser r¥da
blommor). Another draft entitled "Dem drunknande" (The drowning: one) (folder
tct) has: the same association of death by drowning, ﬁusic and the colour red:
"One hears. music, hears: how: the mermaid plays, wonderfully / there is music,
wonderful music / the coral shines red," (Man h¥r musik, hur sj8jungfrun
spelar, underbart / det spelar, det spelar underbart / korallerna lyser r8da).
On what is a general plan for the Elegy under the title "Calypsom/ En Elegi }
och X Preludier" (Calypsq;/ An Elegy / and X Preludes), Ekel8f has written:
"Tn Calypso's salen¥ [Saloon*] / the red twilight" (I Calypsos salpng*
[Saloon*] / den r8da skymningen). Finally, a draft to the "Billows Song"
(B&ljesgng) has the note: "A bygone moment.sﬁb‘fbééﬁ (En gghgen:stund sub

rosa).
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The Topicality of the Elegy; the Elegy as Social-Political Criticism

Reidar Ekner in an already cited note to the theme of death by water
mentions the three famous lines from Ariells song and their transmission
th_rough Te S. Eliot as one of the impulses{b‘ehi'nd' Ekel8f's fa;sci.rmti’on for

the theme of death By water. The passage: in EkelBf's own essay "Gerontion"

(Pi;ohxehadé‘r 6ch ﬁtflykfer) to which Ekner refers wi'n'h:i.‘s: empha.s:i.és:;~ on 'l;h_e-
impoita.nce of death by drowning in EkelBf's work can be  found at the end of
the essay, the main theme of which is Ekeibf 's. discontent during the war
years, his "Unbehagen in der Kultur," his éiésatisfaction with the Swedish
soéi‘o-political structure ("det folkfxemska" as he calls it, punni’ng’on the
Swedish work "hemsk" [ghastly] and the popﬁla.r term for Sweden "Folkhemmet"
[the People's—Home]A) and his: yearning for escape and for purification fl‘OI;l

the taint oi‘ civilization:

‘When I die T want to Be buried in the sea as.an act of cleanli-".
ness, have my muscles gnawed off, my intestines:dissolved, my bones:
polished, be properly bathed and embalmed in strong salt solutions
to the point of being unrecognizable and ammihilated. But the
church, which holds watch over the: old people's home, will proba-
bly forbid that. It knows what the husks of larvae on the reeds
also seem to think and rustle their approval to: that power over
the dead is to & certain degree power over the living. What does:
the internal revemue service have to say about that? Doesn't the:

féderal intelligence agency have any objections?69

That the: theme of drowning at an early point in the Elegy's conception (in
particular during the war years)_ was mach more closely reiated to EkelBf's
social criticism and to his desire for escape from the fetters of sociét:;',
especially Swedish society, seems to be: shown by one of the drafts to the

"I Brinvilliers" section. In words reminiscent of the above: passage from



"Gérontion," EkelBf expresses hils longing te become merged in the eternal
natural cycle. and concludes with an attack on the "tutelary society"
bermyndars&mhalle) Sweden: "I shall do my best to die in a country /

where the state church: doesn't stuff me into its bag." (Nog skall jag dra
f8rsorg om att d8 i ett land / d4r inte statskyrkan stoppar mig i sin

pgse.) The draft continues: "It is to drown I want--not be drowned,,/
according to paragraphs and regulations." (Det #r drunkna jag vill--inte
drinkas, / enligt fBrordningar och paragrafer.) It is signifiicanmt that both
the passage from "Gerontion" and certain lines in the Elegy associate this
desire for escape from the constraints of society, which are experienced as
painful and alienating, with an identification of® the author:with sub~human
forms off life or "the subhuman" (det nedanf¥rmfinskliga) as EkelSf calls it
with a term apparently borrowed from Gustaf Fr8ding and his "Nedanf¥rmin-
skliga: visor”" (Subhuman Songs). Ih a note to lines 14-15 of M8lna in his
own annotated copy of the poem, Ekel8f has written: "My loathing: and fasci-
nation for the subhuman, the insect-likes." (Min avsky f8r och fascination
av det nedanf8rminsklige insektslika.) If" the: identification with lower
forms of life, be they organic or inorganic, has:a political-social dimensiion
as indicated above, it also possesses a more generally human aspect: the:
isolation in the ego is experienced as a painful enslavement and the identi-
fication with unconscious formss of life provides a necessary outlet, for

as Ekel8f exclaims in the poem "I den unga sjudande huvudstaden" (In the
Young Seething Capita&) in Fér'eégh , a poem which can be viewed as a social-

political polemics

Give me the worthless

that which has served its time:
and can return to its: source
that which has served' enough
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to: be ennobled by oblivion and neglect!
Happy things which can be themselves,
crumble and rust in peace!

I feel for them.
In a similar way Gottfried Benn can write in his poem "GesHnge":

0 dass: wir unsere Uprazhnen wlren,
Ein Kliimpchen Sclileim in einem warmen Moor.
Leben und Tod, Befruchten und Geblren

glitte aus unseren stummen SHften vOor.

Ein Algenblatt oder ein DHnenhtligel,

vom Wind Geformtess und nach unten: schwer.
Schon ein Libellenkopf, ein MYwenfltigel
70

wHre zu weit und litte schon zu sehr.

The various M8ina: manuscripts and notes: validate Sverker Ek's observa=-
tion that while the work in its: first stages: may have been more topical and
contained references: to the‘historical situation off World War II, over the
23 years of its conception EkelBf came to eliminate many of the traces of

such references, thus lending the work a more general validitys

Tf it was pertinent in 1946 to stress the: temporal connection
with the darkest period of World War II when the: Nazi troops
occupied Europe, it seems that in the long course of the poem's
-conception it became more vital to underline the timeless and’

T

universal aspect of the work!s-ébsurd view of life.

Severall. off Ekel8f's notes and drafts: to the work do indeed indicate how

closely En MBlné—Eiegi'in its beginnings was related to the war and to

a poem about time / about the time experience / about. time experience /

from M8lna. / a year / during the period / of the great warss' (En MBlns-
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Elegi / em levnadsstimning / en dikt / om tiden / om tidsupplevelsen /

om tidsupplevelse / frén M81na: hore / ett 8r / il de stora krigens ti’d.9‘72

A draft to the "Marche: funebre" section (pp. 53-54), one: of the earlier
sections to be printed (in the journal Ars in 1949) and that section which
perhaps reflects most closely the poem's original 6onnection with the years:
of the blockade, containing as it dogsa the line: from Rimbaud "et maintenant -
Te diable est au clocher" (och mu #r djivulen i klocktornet) (53, 618) which
was intended to be an allusion to. Hitler, has: the subheading or stage direc-
tion "followed By a hate-chorus" (f81jd aw ett hatk8r) amd the following

vehement: attacks on the Nazis:

Pigs: of Germans!
And whiplash and whiplash on whip-
lash,
Now the Poles are coming. Let them
take care of  thems Good! Good!

Let us: exterminate them in ourselves « « &
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A marginal note to this same draft reads: "The time of hate. Ultimo 33."
(Hatets tider. Ultimo 33.) A general plan for the work has a similar indica-
tion of’ the poem's original more pronounced connection with Ekel8f's hatred
for the Nazis: "Politically: block. [-ade} Hatred off the G. EGermansa etc.”
(Politiskt: avspirrn. [-ing-a it [Tyska-;‘ hat etc.) T4 Perhaps the only real
trace: of thils vehement attitude towai-ds the Nazis in the> final version off

the poem is in the lines; "O willows on the banks, O Babylon! / Happy: he who
taketh thy 1little ones / and dasheth them against the stones!" (0 piltrid

pg. stranden, o Babylon! / S411 den som flinge gripa dins. spdda barn / och

Krossa. dem: mot klippan!) (54, 642-644)



Biographical Background to the Elegy's: Genesis

Given the limited amount of relevant material and the lack: of direct,
specific commentaries from the author himself, one: can only speculate as
to why the Elegy was work in progress: for so long. This delay is hardly
understandable unless one assumes that the poet for one reason or another
was. not satisfied with the poem as it stood. A few passages from EkelbBfi's
Tetters may help illuminate: at least theépsychologfcai background to the
work's conception. They furnish evidence of’ Ekeldf's: continual st:uggle
with a recalcitrant poetic conception. A letter dated 20 October 1941 from
Bonniers to Ekel8f indicates that a contract for the publication of’En‘MBIha-
Elegi was already at this early date under discuss-fion.?5 On January 10, 1945,
EkelBf wrote to his publishers Bomniers: "The‘MGiﬁé:ﬁiééi.haS'turned out
leading:-me along such long and arduous paths that I don't want to force it,
especially since I see in it a kind off magnum opus." ('MB8lna-Elegien' har
visat sig fBra sg‘lgngt och s8 svgraavﬁgar framat att jag inte vill forcera
den, i synnerhet som jag i den ser ett slagszhuvndverk;)76 Already in 1948
Fkel8f can make the premature claim in a letter to his publisher Kaj Bonnier

that the Elegy is largely finished and ready for publication:

T only wanted to write you, whom I haven't seen for & while, a
few lines about my book, which is 5/6 of the way finished. You
perhaps remember that I called a month or so ago and inquired
about whether there was a possibility of getting it published
this autumn., Of course I was. the one who had to disappoint--
but that is not surprising; for  the Elegy is such a difficult
piece of work that it7has taken me ten years, in stages to be
7

sure but nonetheless.,

In several letters from roughly the same period Ekel8f speaks of “"stealing

time for M81lna" and laments the .distractions which divertedt-him from
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concentrated work on the poem:

As matters now stand, with my criticism in BIM and other addi-
tionall commitments, I get perhaps one to two' days' time: aumonth
to devote to the: M8lna Elegy etc. etc. and the result is plece-
78

meal., I would for once like to Be able to do something complete.

EkelBf's correspondence maintains an almost total silence on the subject

of En M81lna-Elegi until the late 50's when work on the poem, as is evidenced
bys the 1956 publication of further fragments ("Motivéts 2terkomst" [Repeat of

the Motif] and a continuation of” the "Kvarnsgng " or "Mill Song": see biblio=-

graphy) in the journal Ord och.Biid¥(Worﬂs and Images), was: once again taken
up: in full force. Once more in a letter of‘19§6 to. Dr. Lemnart Josephson (of
the above-mentioned journal), EkelBf can lay claim to being close to comple-
tion of the work: "P.S. The Elegy, which is finished except for the finishing
touches, will appear in 1957 (God willing)." [PS. Elegin som 8r frdig frgn;
sett finslipningen utkommer 1957 (vill Gud).]79 Self-doubts, however, mark
Ekel8fi's attitude towards the work: as late as ifi 1958, that is only two years
before the poem's publication by Bonniers: "It would be good iff the book came
out at the beginning of autumn so that there: would be room in it for Mblna if
I'm successful with it." (Det vore bra: om Yoken kom i b8rjan pg h¥sten s&
att plats: finns f8r MBlna om jag lyckas med'den.)80

According to P4r HellstrbBm's reconstruction of Ekel8f's life during the
late 50's, the year 1958 was an unusually unproductive year in the life of
an otherwise almost consistently productive writer.81 The first part of
1959 was marked By a long péribd of convalescence following a toe operation
which had proved to Be unusually difficult and by ulcers. On 7 May- of that
year, Ekel8f wrote in his notebook AC: "Arranged the MBlna papers and shall
soon plunge* into that pile." (Ordnat M8lnapapperen och dyker v#l snart ner

i dem h8gen.) An important entry from the same notebook AC (1959-61) gives
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an apercu of EkelBf's struggle with the structure and unity of the Elegy

and of his: contimual self-doubts with regard to the work:

I can't be: bothered or rather don't want to turn to the previous
entry to see how old it is, but I have the feeling that a good deal
has taken place since then,

So: my ulcer larger despite an 8 weeks' diete o o o

However: worked and -thought about the Elegy. It looks promising
and: I have a moderate lucidity and overview vis-a~-vis earlier revi-
siegns. It will perhaps be finished, evem though the comnecting:
part is just as obscure or almost as obscure as: before.

In order to avoid the shortsightedness which easily befalls one
when one works with asjggi; not an occasional poem, I drove today.
to Kolmirden and Nun'se e-e o

As far as thes Elegy is concerned, I clearly see the rhetoric, the
artificial and made-up quality off the whole thing, but I think that
it nonetheless can bBecome a kind of structure, if only off a fiction=
al character. But has a long poem with more or less cohesion ever
been without the fictional element, the make-believe, the fabricated
element, the cement which holds together the episodes? The only .
thing; that can make up“fbr thiis evasion is an enormous: strictness of
form, cf. Dante, cf. the hexameter. I don't mean by that that the

terza rima or the hexameter rhythm are: in themselves: strictness: of

form but they are bearers of it. Strictness of form is on a diffe-~
rent level; it is: that that I'm after, with other means. Then the
episodes will have: to speak: for themselves.

But I'm sceptical about the whole thing. No one can succeed
until after the fact. And it i's only all too plausible that the
whole: thing will fall flat, that the air will escape, as from

Romanticism's epicSs ¢ ¢

Ekel8f's notebook entry is significant in that it furnishes evidence of his
struggle to combine the fragmentary-episodic-associative "open-form" aspect
of the poem with the aesthetic need for' structure and unity; it is represen-

tative of what Ek calls "the problem which lies in being faithful both: to- the:



varying aspects of the content and to the aesthetic demand for structure"
(den problematik som bestér i att pg-en"ggng vara: trogen mot stoffets mgngh
skiftande egenskaper och den estetiska nBdvidndigheten till struk’curering');s2
Characteristic of many poets working for the first time with an open struc-
ture but nonetheless still under the domination of" the traditional aesthetic
concept of "organictunity" fs, as Ekbert Faas has pointed out with respect to

T. S. Eliot and hfSTTheﬁwané Land; an attitude of estrangement and dismayr

with regard to their owm work, fruitless efforts to accommodate the aspects
of an episodic form to the traditional demand for unity. T. S. Eliot's retro-

spective disavowal of his own The Waste Land, his rejection of it as being:

nstructureless" and hi's vain efforts after the fact to: emphasize in a rather
artificial way the unity of his open-form poem by insisting on Tiresias: as
the focal point of the poem's episodes is but one exa.mpl'e.a3

Various letters from the yearss1959-1960 furnish an'insight into Ekel8f's
final struggle with the Elegy. On August 22, 1959, Ingrid EkelBf wrote to:

Ekel#8f's aunt Hanna von Hedenberg:

The: summer has been very difficult for Gumnar. He was to finish

a big poetry collection, perhaps his biggest (theuMBIhé‘Eiegy),
which he: has. been working: on for 20 years but always tripped over.
During the last few months now, drinking; brooding and unhappy, he
has tried, He has read enormously, worked and worked, several
strange poems: have come about, But nothing finished. He hasn't
gone out, scarcely down the stairs, only sat up in the attic.

And his problems are of such: a; nature that I can never leave the
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house.

ThHe spring and summer of’ 1960 is marked! By concentrated work on the Elegy.
Ingrid Ekel8f wrote to EkelBf's mother in May of that year: "Gumnar hass
begun to get absorbed in the. summer's work on the MBina-Elegy and feels

quite sure of succeeding so that it can come out in the autumn. Bub it
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will be an ordeal." (Gunnar b8rjar fbrdjupa sig i sommarens:arbeteépg
M81nz-Elegin och kinner sig ganska siker pg att 1ycka5‘sgzatt den kommer

ut i hbst.)s5 In an undated Ietter, presumably from the“summer of 19603
Ingrid EkelB8f wrote to Hamna von Hedenberg: "Yesterday Gumnar drove into

the Karolinska [hospftai] for a short rest. He was very worn out But work
on the MBIna Elegy has: come: a long way and we have good hopes that it will

be finished this: summer." (Gumnar Skte i ggr in pg Karolinska f8r en: kortare
tids vila. Han var mycket nerggngen men: arbetet pgaMblnaﬁElegien har kommit
18ngt och vi har mycket gott hopp att den skall bli firdig i somr.)86
After a prematurely interrupted stay at a "torp" or crofter's holding near
Gnesta, where EkelBf had plamned to finish work: on the Elegy, Ingrid Ekeldf
cam report in a letter to the author's mother dated 28 August: "Gunnar was
very happy  to be home and today he wrote out the last of M8lna. He is so
happy that he's almost crying!" (Gunnar ver stornBjd Bver att vara hemma och
i dag har han skrivit ut det sista~pg M81nas, Han‘ér‘sgmglad att han n#stan
grg.ter!)e7 Tn almost the same terms Ingrid Ekel8f commnicates:; EkelBf's
satisfaction at the completion of the Elegy in a letter of the same date to
Frida Flodquist: "In any case Gunnar couldn't rest. He was happy when we
were home again and todgy he wrote out the last of the MbiﬁavElegi; He was
so0: happy that he almost cried, and now he is sleeping." (I alla hindelser
hade Gunmnar ingen ro. Han var lycklig‘nﬁr vi vl var hemma igen och i dag
har han skrivit ut det sista*pg M8lna-Elegien! Han var sg‘glad att han
nistan grgter, och nu sover ha.n.)88 A letter of a fewﬁweeks?hefqre’the:above
triumphant occurrence, & letter from Ekel8f to Gerard Bonnier, indieates how
the poet toiled with the work until the very Tast moment and nurtured contin-
ual self-doubts; it is dated 16 August 1960, that is only a month or so before

the official appearance of the Elegy in Swedish bookshops:



Well, now I'm at the point where I dom't kmow if I'll have the
M8lna Elegy ready in time for the season. That's ridiculous:
since three of the sheets: are: composedy the clichéss are being
worked on and I have: the two remaining-sheets practically ready.
Only a hyphen is lacking as it were. But in this cage--23% years:
of work: now--I'm a perfectionist and can't ask anyone for help.
The fact is that for the moment I feel totally overworked, that
iis to say in such & way that I would rather do something else,
for example: write a prose piece. When one works with poetry for
a long time, especially with such a thing;as this, somehow. one:
becomes shortsighted' and thst arouses disteste and leads to
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depression.

The Aesthetiics: of the: Incomplete: The Work: Process as: Telos

During the years immediately preceding the publication of the Elegy,
the expectationss of Swedish readers: with respect to the: poem were constantly
being built up by the Swedish news media-:and Swedish critice and every autumn,
thie traditional time in Sweden for the issue of major new book publications,

there were indications. that En M81lna-Elegi was: finally to appear in print.

Under such circumstances it is highly probable that Ekel8f must hawve felt

some pressure to complete the work. At the: same time, however, it is unde-
miable that the insistence on the finished product, on the "completed" liter-
ary form, is an element which is:; conspicuously lacking in Ekel8f's aesthetics:
in general. Carl Fehrman has studied the importance of the aestheticss of the
incomplete in Valery and maintains that fqrfvaléry'the publication of a work
was not a signifiicant stage in the creative process Buti rather a merely ficti-

n90 One could easily

tious and altogetherﬁarbitranm'"Balancﬁng of the books.
apply the theme of"Semothrele" to the aesthetics off both Valéry and EkelBf
and maintain that for both the interest of the creative process lay not so

mich in the end result as in the struggle itself, for the artist learns and
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develops not through an illusory completion off the work but rather through

the never-ending toil wiith: the literary form itself. Valéryfcan write,
characteristically enough: '"Un pdéme ntest jamais achevé-~clest toujours

un accident qui Te termine, c'est:é-dire qui le donne: au public. Ce sont

1la lassitude, la» demande de 1'editeur, Ia"poussée d'un autre pdéme."91 Hans:
Ruin has emphasized the fact that for the mystics with their awareness: of Tife
as an Héraclitean flux and of man's fundamental incompleteness there were two
possibilities open to them when they were confronted with that contradiction
which lies: in trying to seize 1lé inexorable flow of life in an image, there~
by falsifying the movement: on the one harnd silence (the alternative favoured
by Hofmannsthal in his famous "Lord Chandos! letter), on the other hand "to
create something to which the finished and the complete is alien" (att skapa
nfgonting, f8r vilket det avslutade och full#ndade 4r frammande).92 From
another perspective P4r Hellstr8m has examined the significance of the influ-
ence of Oriental and particularly Taoist thought on the formation of this
aesthetics of the incomplete. In this context he cites Osvald Siren's charac-

terization of this aspect of Chinese aesthetics:

For them'the Chinese and Japanese] the beauty of art did not
consist in the finished, the: complete and symmetmical but rather

in the irregular and unfinished (i.e. the suggestive), which con-
tained the possibility of growth and movement. Nothing was avoided
more painstakingly in art--both during its creation and its exhibi-
tion--than repetition and repletion. . . « This is of’ course in
complete opposition to our striving for uniformity and symmetrical
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conclusion, our inclination for repetition.

Bengt Landgren concludes with respect to the "Djivulspredikan" (The Devil's

Sermon) in Ekel8f's VHgvisare till undefjprdeh (A Guide to the Underworld):




Ekel8f uses the: sexual relationship between man and woman as a
symboYic image of the artist's relationship to the work of art:

the lovers are two "creators," two artists who prefer'the frag-

ment, the suggestion to the complete, the perfect work.94

Given his continual awareness of lifé as flux and his corresponding
refusal of any categorical system, dogma, institution or ideology ("I can't
be Yothered with vows, dogmas, grace, greeds,.covenants and atonement and
forgiveness and whatever else they are called." [Fbr 18ften, dogmer, ngd,
beklnnelser, f¥rbund och f8rsoning-och fér13telse och allt vad det kallas
har jag ingenting till Bvers.]gs), be it of a religious, political or
aesthetic nature, it seems only logical that Ekeld8f should Have elaborated
such an aesthetics of the incomplete. This refusal of the static becomes
evident in a commentary in the muthor's Kladdbok 2 (Draft-book 2) dealing

with the. 18th century's belief in reason and its evolutionary optimism:

for a stationary world, a fixed point to stand on and with the
support of which one would be able to transform the world. This
fixed point is a human illusion which may appear vitally necessary
but which Heraclitus: and others have, as is well-known, rejected.
It appears in Marxism's patent solutions of the social problems of
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surplus value. It can be found in many work hypotheses.

Similarly, in a note from the early 30's in the capsule 'Tidiga manuskript,’

Ekel8f writes:

The fictive: value judgments. have become so universally -prevalent
that no one knows any longer what truth is. All value judgments
are fictive and all judgments are value judgments, even the scien-
tific ones, since they always leave room for the arbitrary. There
is nothing certain, no fixed point to stand on--everything flows -

and changes. « «
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The most direct and detailed theoretical formulation of this aspect of
EkelBf's aesthetics as far as it relates in particular to- the work process
and the notion of the> published, "completed" work iis: to» be found in a commen-

tary to:En natt vid horisonten (A Night on the Horizon) (capsule "Semt s

jorden':'arbetspapper! [work papers]), which because of its importance

deserves to Be cited in extenso:

It is also: known to me that this book, my first, at the same time
that it gains in fullness also reassumes its original unfinished
character. The purely technical conditions for the publication,
the printing of poetry cause one, force one, entice one to draw
artificial boundaries, to present a poetry collection as an
achieved result, a conquered point of view. But in poetic art
everything is unfinished and incommensurablé as in life. One can't
say: I'm happier now, I was unhappier then:

*Something which doesn't lose in being less clear, a "Eggﬁ:y

collection" as if it were a finished unity.
Eien the dndividual poem is a monument. which often, to fulfill the
literary conventions, is supplied with feet of clay in the form
of halting rhyme and other "Erginzungen," just like the statues in
the Vatican. And it does ééj’redound to the work's merit that it
is the writer, the artist himself who has restored it, in such a
way that even the restorations can boast of being "authentic." The
writer, if anyone, ought to leawve unfinished tha# which is unfis .~
nished, He can be excused because of the  fact that he hasn't been
allowed to do so By the public-the buyer. But he Is to a certain
extent responsible for the fact that the readers have been imbued
with and have further developed this fiction: The finished, self-
sufficient work of art. Such a fiction belongs to a certain imma-
ture phase of culture. The savage produces thefessential and
neglects=1leaves up to the spectator's fantasy that which in his
[the savage&s] vision was unessential or immature. The really
great cultures and art epochs have done the same, for example

the Eastern ones.



In After Babél George Steiner has defined four principal stages in
the act of translation (in the broad sense in which he understands the term:
all interpretive acts, all acts of perception are forms of "translation").
The first stage of this "hermeneutic motion," as Steiner calls it, is that
of’ an investment of faith in the object of our translation, a leap of faith
which is jeopardizéd, as he: claims, By such non-signifyinggliterary forms
as nonsense verse.97 Part of this initial act of faith which conditions the
entire subsequent interpretive process is_based, I would assert, on the
untried assumption that the text confronting us is the definitive one. Such
an investment of belief is thus at least in part endangered by that entire
aesthetics of the incomplete, of the non-definitive, which one must perceive
in Ekel¥8f. That this view of things would apply in a particular degree to

En M81na-Elegi with its only gradual genesis is, I think, substantiated by

two commentaries in EkelB8f's own hand. In a letter dated 21 September 1960,
that is only about six weeks before the official issue of the poem in boek’

form, EkelBf wrote to Gerard Bonnier:

The Elegy is as it could be under the circumstances: heavily strati-
fied (since 23 years' work lie behind it), nonetheless unified.

Had I finished it ten years ago, it would have been different; if’

I have the opportunity to revise it in ten years, it will end up

being different. Conceivably I would then go back: to the earlier
98

original sketches.

The idea> of a "fictitious balancing of the books" whiich marks both Valery's
and Ekel¥$f's attitude towards the "finished," published work (En natt vid
horisonten, "Symopsis!:"For only the Artist /ﬂcan give it all its fictive
conclusion by means of a signal for departuie:. o o" [Ty'endast Konstniiren /
kan ge det hela dess fiktiva Slut / genom ett utbrottstecken: . » {I) has

its special relevance for the Elegy with its long: genesis:
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1937, The very first draft was 3 lines of which the last one
ran "my ten-thousandth sunset." . . . After that the: Elegy has:
grovn uninterruptedly and is still growing. This [the 1960
published version of the poem] can be seem as a necessary but
temporary balancing of accounts; in order to gain a clear picture
of the situation[)]”’

The Aesthetics of the Indistinct and the Active Reader Role

While even a superficial examination of some of EkelbBf's manuscripts

and drafts: to EnszlnA-Elegi would confirm one's scepticism with regard to

relevance or applicability of the idea of an organic development of the poem
from some kind of nucleus or matrix, the problem of tracing the genesis of
the work is further complicated by the largely associative character of the
poem and by what one: could refer to as Ekel8f's: aesthetics of in@ismﬁnctness,
an aesthetics whiich he: was consciously trying to apply in the Elegy. A note
to-a draft of the "Bﬁljesgng" (folder 'c!) stresses the author's conscious
attempt to give the reader the illusion of participating in the more or less
random associations of the poem's lyrical "I" (jag): "Distracted, timeless
hils train of thought follows accidental lines of association / his thoughts
come: and go." (Tankspridd, tidl8s fi¥ljer hans tanke-fBlje t111f411iga asso-
ciationslinjer / hans tankar kommer och ggr.) In another similar note Ekeldf
again stresses his intention to give the impression of a "compositionless"
composition, of’a more associative than logical poem: "Think of Beeth.
quartets. Voces intimae. / No plot. No composition / only melos / write
this as blind o, deaf in / any case as amputated for ex. without the world /
o o o Bégin at one point, low, / and create an-atmesphere. « o o" (T4nka pg
Beeth. kvartetter. Voces intimae. / Ingen handliazIngen komposition / endast

melosa/ skriva detta som blind 1. d8v i / vart fall som amput. t. éx. utan



virlden / “ o o BBrja%pg en punkt, 1ggt,f/ och skapa en atmosfdr. . . .)100

There seems to be a contradiction between Ekel¥f's insistence on the
illusion of associativeness and the ethics of artistic craftsmanship which
we have come to identify with him, but, as Bengt Landgren has astutely pointed
out, Ekel8f's: aesthetic attitude can best be characterized by the term balance
or equilibrium. In his discussion of Ekel8f's attitude towards the surreas
1lists and the Swede's retrospective refusal 6f their emphasis”on formless~
ness, Landgren cites a statement from the poet's essay "En Xterblick" (Looking
Back) which demonstrates just such a: desire for balance: "By rhyming alone
one: does not make poetry, no more than by switching off all formal endeavour
and all conscious control," (Enbart pg rim g¥r man ingen poesi, lika litet
som pg att avkoppla all formstrdvan och all medveten kont'roll.)101 Landgren
haes, I think, perceived an essential element of EkelBf's aesthetics; both as
they manifest ﬁhemselveszin theoretical comments and in the actual execution
of poetry. The idea: of balance helps us further to_accept some of the appar=-

ent contradictions at work in En M8lna-Elegi, a poem which is at one and the

same time highly rhetorical and associative in intent, in a word a kind of
structured structurelessness. It is important to note  that Hans:Ruin in

Poesiens mystik has emphasized the fact that the contradiction between the:

poet's ability to hypnotize the reader, to create a poetry of suggestiveness,

and his: application off an ethi¢a of. conscious: craftsmanship is: only appérentz

. There is usually a directly somniferous element in poetry. The
poet has in many respects the: characteristics of a hypnotizer who
‘with certain tricks understands how to put us into a kind of
dormancy. That is a fact in the presence of which the seemingly
unsurmountable: contradiction disappears which seems to exist
between what Valéry claims in the poem above and what he advocates
elsewhere, namely that the art of poetry demands the utmost in

alertness and awareness from its practitioners: As~aonpractitioner,



as. a hypnotizer, the poet must be:r alert in & high degree and in
possession of an indomitable will, but at the same time: he has
to be acquainted with that state which he wants to induce in the:

reader, i.e. he has to have experienced himself the bliss of

indifference at poetry's bosom.102

In hiis: "Anteckningar till En M8lna-Elegi," Ekel8f speaks of the "associ-
ations: (meaningfuldor meaningless and without a propos)" [associationer
(meningsfulla eller meningsl8sa och utan a propos)] which he has incorporated
into the poem and in refutation of’ the classical ﬁCartesian" statement of
Tegnér "The: obscurely said is the obscurely conceived" (Det dunkelt sagda 4r
det dunkelt tdnkta) he insists on the right of the indistinet to retain its

indistinctness: the poem's speaker

ougtit to summarize, make distinctly audible what is said in me:

80 "distinct"-that even the obscurely and vaguely felt can remain
obscure and vague as it is, as long as it is, Clarity, objectivity
consist not in presenting the evident as if it were self-evident and

unproblematic, but rather in giving the obscure, progressive path
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towards clarity.

Ekel8f's formla here is reminiscent of Rimbaud's attempt to define the pro-
ject of the "poete-voyant" in his famous "Lettre du voyant" of 15 May 1871:
"si ce qu'il [the poet-seer]\rapportexde‘gé:ggg a forme, il donne forme; si
clest informe, il donne de l'ﬁnfbrme."1o4 In this same context of  the
aesthetics of the indistinct, one can ecite an important note in Ekeldf's
notebook Y: "Emphasize the poet as 1 a philosopher 2 religious % a musiciano
Modern poetry's similarity tormsic: it doesn't give the thoughts[,?]%ha>
reasoné, But the background to the birth. of a thought." (Betonafdikﬁaren
som 1 filosof 2 religi¥s: 3 musiker. Den mod. diktens likhet med musik: den

ger inte tankarna[?é]resonen, men Bakgrunden till en tankefBdelse,) This
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notion that the moderm poem should be representative not of the thoughts
themselves or of the results of the thinking process but rather of the
thinking process ditself, of the birth of thoughts in all its: apparent random-
ness or contingency, is again reminiscent of Rimbaud, in parficular of his
statement in the "Lettre du voyant": '"Cela m'est évident: j'assiste'h 1téclo-
sion de ma pensée: je la regarde, je 1l'écoute: . . ."105 It is a similar
defence of consciously achieved associativeness. of’ of the "charm of the
indistinct" which we encounter in EkelBf's characterization of Edith S8der-

gran's poem "Den speglande brumnen" (The Mirroring Well):

Those who want poetty torhawve a certain mission and deliver it im

a concise and unambiguous: language so that they don't have to: be
left in uncertainty usually feel unpleasantly affécted or at least
hesitant in the face of this type of poetry. . « « SBdergran's
poetry is: associative and it has to be read associatively; other-
wise it doesn't reveal any of its mystery. It will never reveal

its innermost mystery; in that respect it is a: faded letter whose
enigma ftsspwngrfhaS~takénzwitﬁtherrfhtb‘thé‘érave. But is the

adim of poetry really that it should say more of the ineffable than

just that it i's the ineffa?ole?m6

In the same article which EkelBf devotes: to a: discussion of SBdergran's
poem, he identifies the associative character of her: poetry Wﬁthtthe idesg
of a "levnadsstdmning" (roughly life-mood), thus employing a term from the:
Swediish poet Vilhelm Ekelund, one: of the forerummers of Swedish modernism and

an artist and thinker admired by both Edith SBdergran and Gunnsr Ekeldf:

Névertheless this poem has an important and very precise mission.

It wants to present a life-mood. . . : ‘not:the résults*énd=deriva$ives
of the Iife-mood expressed in clara verba, but rather the life-mood
itself. And as in life thought gives birth to féeling and feeling

to thought and capricious associations glitter on the surface of
memory's more‘peacefulﬁstreamlwith its depths of resignation and

. . 107
knowledge of fate, thus it happens also in this poem. 7



In @ somewhat similar way Ekel8f writes of Eliot's The Waste Land as being

a kind off "life-mood}" defending it against the: analyses and dissections: off

the critics:

One has: done: onets best to destroy this great poetic panorama--I am

speaking not only of The Waste Land but just as much of the many poems

before and after--by dissecting it and by attempting to Iocate all the
hidden quotes and allusions; of which a good deal may very well be
unconscious; at least at the moment of inspiration. One ought to: read

it as a life-mood, a life-frieze. It is always: the puzzle which is

- 108
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The importance of the notion of a "levnadsstdmning" for' the conception of
the Elegy i's indicated by one of the plans to the poem (folder 'j'), which
shows that the work was also intended to be a kind off "levnadsstimning":

"y dream-elegy / A lifle-mood" (Em drbm-elegi / En levnadsstimning)s. A proof=-

sheet dated 9 June 1960 also indicates that EkelBf even at the final stages of’

the poem's conception considered using "A Iife-mood" (En levnadsstiming) as
a subtitle to the work instead of the term "Metamorphoses" (Metamorfoser)
which he finally opted for.

There is a letter of 1933 from the Finno-Swedish poet Rabbe Enckell to
Gunnar Ekel8f where the former points to the limitations and dangers of the
latter's: associative form' of poetry; the  term "the charm of the ind¥stinct"
as applied to: thils type oft impressionistic-associative poetry seems: to have

been EkelBfi's owns:

Your method of letting the new images "explode bLeside: each other
in carefully weighed doses," doesn't seem to me to pay sufficient
attention to the principle of concentration. It easily happens
that the images don't explode due to the fact that they; eliminate
each other. In order that a poem have an effect, it is necessary

that one observe a certain economy in the use of one's resources.
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The charm of the indistinct is hidden behind every image which

is put forward with energy and art; an excess of images easily
leads to a' situation where the ideas and associationss which the
images ought to arouse fail to appear, Because the innumerabile:
images: prevent the individual images from taking effect just as

a herd of cattle which has been crowded together hinders the
individual animals in their freedom of movement. It is not
enough that the poém'should have a musical line, plastic graphic-
ness. And graphicness: cannot be attained otherwise than through
an extremely calculated use of one's means--I for my part bBelieve
that this is best attained through restraint and a carefully
calculated heightening: of expression--this restraint produces in
addition "the charm of the indistimct" which you have so correctly
observed that a poem ought: to have if it is tovbe effective and
truly poetic. The principle of indistinctness has of course
already been observed by the Chinese and I recall that Goethe

also emphasized it.109

EkelBf's: emphasis on the indistinct also becomes apparent in a statement such
as the following (from his.Cahier I of 1930): "All of literature's masters:
have written nonchalantly and a bit thoughtlessly. . . . All the best is
written in a holiday mood, in a break. « « »" (Alla litteraturens mistare
ha skrivit nonchalant och en smla tankl8st. . . » Allt det bista dr skrivet
i. feriestidmning, i. en arbetspaus. . . .”)110

Related to Ekel8f's; project of an associative poetry based on the ''charm
of the indistinct" is his view that the distinguishing mark: of” Swedish poetry

(Bellman) and of Swedish literature in general is its impressionism:

What makes it possible to name the names C. and F. [Cederﬁnrgh and
Frbdihg?] in practically the same breath (and in the background

Hje Se [Hjalmar S&derbergﬂ) fis: tHat both have am artistic singular-
ity which one: would like to call especially Swedish: the capacity
to call forth an overall mood via details. This is conspicuous

both in C. and F.111



In another commentary (capsule !'OF! fOpublicerad FBrs8ksprosa' [Unpubiished
Experimental Prosé]) dealing with the Swedish ﬂmpressignism of‘Bbllman;and
Strindberg, Ekel8f defends--in virtue of -the "charm of the indistinhct"--
the writings gf;ﬁisntwo great compatriots against the charge of being

incoherent and lacking in "organic unity":

Almost all of our important wiiters have been impressionists
when they were at their best. Sometimes they have been called
realists. Of course neither of these labels says enough, but
that they: were impressionists comes closest to the truth., They
have worked with a kind of abbreviation of reality which in fact
has involved an enlargement of reality, an attempt to see the -

surreal via details. In The Red Room it isn't Falk or the Lill-

Jans circle which are the main characters but rather the ceunt-
less many, society, the Zeitgeist with its: occasional well-being
or more frequently its unhappiness. To criticize Strindberg
because Falk doesn't hang together as a character is therefore in
a deeper sense just as: unjustified as to criticize Bellman because
Fredman, Ulla, Movitz or Mollberg don't hang together: Ulla's face
is seldom or never depicted, whereas her '"facial expressions,"
clothes, movements, raidy or: graceful, the atmosphere surrounding-
her are. In this way the figures become many Ullas, Fredmen,
Movitzes, and it is wrong to claim that collective poetry is some-
thing new in our country. But the same figures also become every-
body's Ulla, Fredman-orlovitz so that it would be just as wrong
t0» claim that no provision has been made for individualism.

This impressionistic way of writing poetry, this gliding
between the concrete detail and the surreal whole has: at first
always aroused criticism from the majority of readers who insist
on factualism, logical plot development, platitudes, morality and
reason., That criticisun as is khown'to all, hasn't stopped in our

who demand the actlve partlclpatlon of” the reader and place demands:

on hils own 1mag1nat1ve work. s ....{mw stress]




Tt is this same identification of associative-impressionistic literature
with the active and not merely passively receptive reader, who thus becomes

a kind of "med-skapare" (co-creator), that marks EkelBf's: BIM (Bonniers

Litterira Magasin) review of Pehr Osbeck's Dagbok Bfwef'en Osfindisk Resga

Rren 1750, 1751 1752. (Journal of an East Indian Journey in the Years:; 1750,

1751 and 1752): "the quality which distinguishes all really good literature
is not that through ample and complete descriptions it makes the fantasy of
the reader superfluous but rather that it leaves it free rein or<impercep-
tively leads it into the domains of the unsaid and the implied." (den egen-
skap som utmirker all verkligt god litteratur #r inte att den genom rika och
fullstindiga beskrivningar glr l4sarens fantasi Bverfl8dig, wtan att den
14mnar den fritt spelrum eller omirkligt f8r den in pg det osagdas eller
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underf8rstaddas omrgden.) Once- again it is the active reader role ‘which

Ekel8f identifies with the lyrical associativeness of an Edith SYdergran:

These words provide the melody, but in such a way that they force

the reader to be the accompaniment. He has to provide the counter-

point. There are not two people who understand a piece of msic
in the same way and there will not be two people who understand a

poem in the same way. » o« .113

Tt is: significant that it is in the role of the writer as active reader that
Ekel8f defends his use of the quotation technique' against charges of plagia=.
rism; how to read and how to write are of course to be seen here as comple-

menta.ry processes:

One can understand and admire a poem which one can't translate.
Then one is receptive. One can understand and admire a poem and
discover that it can Be translated. In that case one is a co-
creator. I know that even receptivity implies a kind of co-

creativity. But that's not enough. When one really is co-
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creative, that is due to the fact that the other poem causes one
suddenly to discover oneself, opens: a gushing spring as it were.
It is for that reason that my own poems sometimes: contain quotes.
They are: not quotes; they are identifications, fragments of poems:
which I have made my own, 3o completely that I sometimes can't
distinguish them from that which is my own, if there is such a.
.thing, which T sometimes: doubt. For everything human is inter-
connected to such a degree or iss to such a degree entangled with
everything else that all talk of mine and yours, at least mystice,
seems to me to Be idle talk. 4

Ekelbf!s "phgnomenplogical” approach to the process of artistic fruition
can. best be observed in an early commentary, an early notebook entry in his

Cahier I:

"Now someone: will probably say," how could one measure the very
beauty of a thing? I have maintained that one will be able to
uﬁderstand, purely intellectually, why one thﬁng is more beautiful
than another, What one calls: the beauty of a thing doesn't lie in
the thing itself but rather in the: person who looks at it. Beauty
and that which resembles. the artist's original conception denltt”
lie in the thing itself. A work of art has reached its goal only
once it is reborn in the mind of the observer. The work of art
itself is dead. The work of art itself is only a dead point of
departure which leads the right observer to: that mood which the:
artist intended, which contains a certain possibility which its

author intended.115

A final remark made in a letter to Leif SjBberg concerning the latter's
interpretation of MBlna can be cited to emphasize the importance in Ekel8f's;

aesthetics of this notion off the active and free reader or "eco-creator':

You've put a few learned things: into the: essay which I don't kmnow
anything about: De Groot and Ying:and Yang. But why not: show one's

erudition, and I'm a democrat in all my Being: therefore: the:



reader, the interpreter shall have the right to add his own.
Thi's is necessary. And it is classical in the real sense of

the Word.116

Tn conclusion one can cite T. S. Eliot's defence of St.-John Persels poem

Anabase in his 1930 Preface to his own translation of the poem; in a state-

poetry in general, Eliot defends the Frenchman's poem againt the charge of

being incoherent and chaotic in the following words:

Such selection of a sequence of images and ideas has nothing
chaotic about it. There is a logic of the imagination as well as
a logic of concepts. « « o And if, as I suggest, such an arrange-
ment of imagery requires just as much "fundamental brain-work" as:
the arrangement of an argument, it is to be expected that the
reader of a poem should take at least as much trouble as a barris=

17

ter reading an important decision on a complicated case.
The "Mythical Method" and the Typography of the Elegy

Undoubtedly the most significant development in the genesis of En M8lna-
Elegi at least in iits: last phase was EkelSf's decision to include in the work
@ montage of vulgar Latin graffiti, grave inscriptions and defixiones. Sver=s

ker Ek describes the effect of the vulgar Latin section as follows:

The insertion oft the closed mass. of vulgar Latin quotes: into
this structure, which until then had been entirely literary,
resulted in an unexpected contrapuntal effect. EkelBf, who was
always interested in the purely typographical textual design of
his poems, has arranged the independent block of Latin texts in
the work's: central portion on the left-hand pages and his own text
on the right-hand pages in the same way that is customary for

example in bilingual scholarly editions of classical texts. The
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reader is evidently supposed to be induced into experiencing

both the identity and the simultaneity of the two blocks of

text.118

By such a contrapuntal effect Ekel8f was able to add an entirely different
dimension to the Elegy and to establish by spatial juxtaposition a parallel:
between past and present, a simultaneity of cultural heritage in T. S. Eliot's

sense.119 Eliot"s own The: Waste Land, as is well-known, makes use of this:

method of juxtaposition: the London of the 20's glides over into Elizabethan
London and the jump from one historical plane to another is made effortleésly,
as &hen the poem's "I" meets a previous: incarnation of another character
mentioned in the poem, an incarnation with whom he himself was acquainted in
a previous existence: "'Stetson! / You who were with me in the ships at
Mylae!'" (lines 69-70). In a similar vein Ekel8f writes in the poem "Gale
jonsbilder" (Figure-heads) in Strountes: "And Cleopatra- / isn't that the
harbour tavern's Hulda in her shift / risen from the dead and more disturbing
in this state / under a different name?" (Och Cleopatra dir- / 4r det inte
hamnkrogené Hulda i sirk / gteruppstgnden och mera oroande i detta tillst8nd /
med fBrindrat namn?) The technique is of course anqient: Dante in La Divina:
Commedis: jumps easily from one historical-mythological level to another,
almost as if he lacked that capacity for historical distancing, for seeing
the alterity of past periods of history, which we call the historical sense.
The coup de mattre which led EkelBf to introduce the vulgar Latin texts
into his poem and thus to give it a documentary dimension as well as the
contrapuntal effect of a contimuous parallel between the popular-classical
past and the modern seems to have been the result of a moment of inspiration,
if we are to judge by a note in the author's notebook AC. The entry is dated

12-13 June (1959?):

re



7/ . . .
Tdée, b ce qu'il me semble de premiére importance.

L'Elégie commence calmement

[ - 4]

mais vers les pp 10 ou peut-€tre 15 avec des vides, la page a gauche
par exemple et puis un tas de coquilles ou plut%t graffiti (voir ceux de
Pompei), des: poemes grotesques ou lubriques, tous, des phrases depouivu
[sié] de sens, meme dans mon alphabet. Une esﬁéce de pluie de Léonides,
disturbances-
Poemes: Horse-radish
When an emperor
From the children's town
The series
Graffitis: Yesterday I made Elsa.etc.
Prick
Karhalattasprache [?]

It is with complete justification that Ek in his essay on En M8lna-
Elegi insists on the care with whiéh Ekel8f treated the typographical arrange-
ment of his poetry collections and in particular of the Elegy. Reidar Ekner

speaks in connection with the: 1962 reeditioncof Sent pg jorden of "Otto G.

Carlsund's coloured vignette and the empty pages which in Ekel8f's compo-
sition of his poetry suites serve a purpose which is not only aesthetic."
(Otto G. Carlsunds firglagda vignett och de tomma: sidor som i EkelBfs: kompo-
nerande av sina diktsviter fyller en funktion som inte enbart Hr estetisk.)120
Ekel8f's: attention to the typographical layout of his poetry collections is
underlined by a manuscript note, a directive to Bonniers regarding the use
of the Elegy in the%colléctédnedition of his.works, .which were publiShed °

in the: so-called "blomsterupplaga" (flower edition)- series of the major

Swedish poets:

A M8lna Elegy / if it is.tthought appropriate that it be included.

In that case it must not be set in a different way than in the

original edi or at least as similarly as possible, That means
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that all the spaces (pauses) have to be retained. There can be

no question ofl an ensuite-setting.121

Ekel8f's. insistence here on the importance of the empty spaces or pauses in
the typographical layout is especially meaningful in view of the poem's
complicated time speculation as outlined above, whereby the poem was coni= |
ceived as being a representation of one moment in time. What Hans Ruin
says of poetry in general and of its "collected present" seems to be an

ideal description of the role or the effect of the blank spaces in the Elegy:

- Nowhere do pauses, “intervals and silent parentheses play such a
role as: in poetry. In it punctuation altogether has an~incomparable
importance. One camnot say that one is dealing here with "gaps"
or "holes" in the poetic stream, for they are intense moments full
of life, gathering points of a kind for what has preceded or per=-
haps we: ought to say something like moments of fulfillment for
the transformation which out of the mosaic word-pieces: makes an

indivisible unity, experienced as a single present "now."122

In a letter to fru Gemma Snellman of the publishing company Rabén & SjBgren,
Ekel8f makes it imperative that that particular publishing firm's publication
of a: section of the Elegy remain as close as possible to the original typo-

graphical arrangement of the 1960 Bonniers edition of" the work:

The poetry titles you quote--"On MBlna jetty," "Billows song," "The
return journey" etc. etc.--are actually only marginal notes of a
sorte The poem is one. The title of” the: selected section ought to
be "From A MBlna Elegy. The Introduction." The last part of the

section consists of a parenthesis "(Curtain., Lame elves dance)."

That should be deleted., The section gggfé as for the rest, be set
observing all the same 'pauses! (larger or smaller blank intervals)
as in the original edition in "Our Swedish Poetry" (the so~-called
"flower“”edition") which came out this spring. This is a sine qua

12
non and I request that I be allowed to take a look at the proofs. 3



Before leaving this particular aspect of Ekel¥f's work, one could

mention in conclusion the fact that Ekel8f shares hié typographical pre-

occupations with two other poets which are among his "élective affinities,"

Mallarmé and Apollinaire, Mallarmé's use of typography to express both

aesthetic and philosophical concerns is paramount in his Un coup de dés,

a work which EkelBf cites as one of the inspirational impulses behind his

own déebut collection Sent pg jorden.124 His notebook A (nr. 9 €---1928)

contains the following Apollinairean arrangement of verses:

Point dlex:
c
1
amour
m Je veux: mordre
amour
t ta jouer

i
)
n
' The Quotation=Allusion Technique:. .

The quotation technique is a literary method that one can follow all

the way through Ekel8f's production but it is only in En M8lna-Elegi that

it becomes the dominant structural principle. It is interesting in this
context to compare the Elegy with "Samothrake," a poem which is closely"
related both genetically and thematically to it. The dramatic version of
the poem with the subtitlex"En‘demokratiékkvﬁxelsgng" (A Democratic Anti-

phon) which was published separately in Bonniers Litterdra Magasin in 1943

contains near the end in a section entitled "RBster" (Voices) a veritable:
pile of quotations from or allusions. to Baudelaire, Walt Whitman, Joseph

Conrad, Harry Martinson and Homer. Gumnar Tidestr8m in his analysis of .
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this second, dramatic version of the: poem writes:

- There: is a grandiose thought in this fragment, where voices:

from past centuries and various nations: report at the great in-
scription, voices from France, England, America, Norway, Portugal,
Iceland, Greece and the: Orient. But admittedly one has to say

that the: learned poet is quite undemocratic: insofar as he presumes:
a far greater literary culture among his readers than he- remsonably
has the right to expect. None other than the poet himself can com-
pletely grasp the: refined echo: effect of the many voices; « « « The
method of enriching a: poem's atmosphere: with half-hidden quotes has
much to offer-- Ekellf has probably learned. to appreciate it through
T, S. Eliot--but the poet realized himself that he had gone too far

and for that reason he deleted the section later one o o .125

Ekel8f has defended the quotation technique as applied in the Elegy
against the charge of artificiality and plagiarism by emphasizing that
culture is "one and indivisible" (en och odelbar) and by pointing to the
fact that the method has been around for centuries.126 In a letter to his:
cousin the musicologist Ove Nordwﬁll dealing with his:use of the S8dergran

lines: from "Ingenting" (Nothing) (p. 58 of the Elegy), Ekeldf writes:

And why did I assimilate:a quote: just as well as Stravinsky?
Think of Dante! Think of how Orpheus and Eurydice make their
appearance in the andante movement of Mozart%s Concerto in A
major. And Idm convinced that Gluck in turn got the quote from

somewhere elsé. Slavish imitations: don't count, but tradition,

which is.great and unbroken, does,. Etc.127

There is a lack of any systematic study of the quotation-allusion
technique in literature and one wonders if such an undertaking is even a
theoretical possibility given the.frequently idiosyncratic or highly personal
use of the technique in the work of individuali artists. There can be no

doubt, however, that the use: of such & technique at least in its pre-Romantic
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form presupposed an unbroken and unreflected contact with tradition and

a 1esse: emphasis on the role of individuality and originality in art. A
good example of such a self-evident use  of the quotation in the music of
the: Baroque period is Bach's adaptation of works by his contemporary Antonio
Vivaldi, in particular in his (Bach's) six organ concerti BWV 592-597 or his
128

concerto: in A minor BWV 1065 for four harpsichords.

Several of the Swedish critics who reviewed.E£ M8iﬁé;Eiégi,upon‘its

appearance in Névember 1960 expressed their estrangemént with respect to
the application of the quotation-allusion technique in the poem. Lars Gustaf -

sson, for example, wrote in the Upsala Nya Tﬁdning that "the idea of the

poen's endless and timeless present has Been>taken as a iretexx‘for a quota=-
tionvtechniQue which does not always: lead to the desired result; frequently
it is more confusing than revealing." (idén om diktens 4ndl8sa och tidl8sa
m har tagits som f8revindning f8r en citatteknik som inte: alltid har lett
till det YBnskade resultétem.)129- Artur Iundkvist in his extremely negative
review of the work commented thus on the:use of the quotation-allusion tech-

niques -

_EkelBf's text can be said to resemble a dog cemetery. But. what
lies buried there is of course above all allusions: and quotations,
from the "Song of Songs!' to pages firom Swedenborg's Dream Book in
the original spelling, from Bellman to S8dergran. - And naturally
(ou:sgf politeness towards the reader?) without quotation marks. .
o

Bengt Holmgvist of Dagens Nyheter was generally positive in his:attitude

towards the work but. emphasized the exclusivity and abstruseness which the
use of the quotation-allusion technique entailed. G8ran Palm's reaction to
the latter was perhaps the most positive, since'he‘maintainedwthat the poem

could even be read quite well without any knowledge whatsoever: of the sources
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of the various quotations, so well had Ekel8f succeeded in assimilating

"foreign" material:

' The quotation technique~=- o o o ==it:alSo has its: drawbacks, for
where does one draw the line between legitimate use and theft in
this case?

One asks this with particular uneasiness, not because Ekeldf
could be said to have buried himself under a patchwork quilt of
quotations but quite the contrary: because he has such a weird
capacity for giving even the most foreign quotes an "unmistakdbly
EkelBfian" stamp with the help of contextual suggestiveness. It
ig actually possible--I have done it myself at one time--to read
A MBIna Elegy as if it didn't contain any quotes at all, despite

the archaic spelling and everything else, and this, of course,

speaks from a poetic point of view in Ekel8£'s favours o

Other readers of the poem have indeed experienced EkelBf's ability to trans-
form foreign material into:his own, his faculty of '"restlose Verwandlung," in
a similar way. In a letter of 6 October 1964, for example, EkelBf's cousin

Ove Nordwall wrote to the poet:

Now: I know of course that "be still my child / there is nothing" is
SBdergran and not Ekel8f. But when I read those lines in S8dergran,
it struck me how inseparably connected they are with fMBlna,' and I
think I understand why they made such a strange impression in the
context where I first came across them. Never so much the S8dergran
fragment itself (that was never the case), but rather just this
epilogue, this. human situation. If that was a bad testimonial to

my knowledge of literature, it was the opposite to your poem: it
belongs: to you, not: to its fragments and reminiscences. I know of
no other example outside of Stravinsky where an artist has succeeded
so: completely in transforming "foreign" material, in making it inté

132

something new, unique and personal,

In a previously cited commentary, EkelBf himself stressed the fact that the

‘
]
‘
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quotations which he was accustomed to use in his poems are not quotes but
rather "identifications, fragments of poems which I have made my own, so
completely‘that I sometimes: can't distinguish them from that which is my
own, if there is such a thing, which I sometimes doubt." (identifikationer,
diktfragment som jag gjort till mina egna, 88 restllst att jag ibland inte
kan skilja det frén sSdant som 4r mitt eget, om nmu sSdant finns, vilket jag
ibland tviviar p3.)'>°

One wonders whether G8ran Palm's remark about the possibility of reading

En M81lna-Elegi with profit without any prior knowledge of the quotation

sources is not, after all, more perspicacious and less: superficial that it
would perhaps at first appear, in other words whether knowledge of such
sources is not just as much an obstacle as an aid to reading. Much of the
criticism that Leif SjBberg has devoted to theawork is an attempt to uncover
objective reasons for.EkelBf's having quoted from particular sources, objec-
tive insofar as there would be a verifiable motivation, thematic, psycholog-
ical or otherwise, which could serve to link the source with the new context
in which the quotes have been placed. FEkel8f has himself pointed out the
dangers: connected with such an empirical approach in a note to the same
critic concerning his use of a particular Bellman allusion in the Elegy:
"The same éuestion has to be asked about your efforts to find objective
justifications in Bellman for mw quoting of him. The quotes are everywhere
of a subjective character." (Samma frggetecken giller detta att du vill s8ka
objektiva: beldgg hos Bellman f8r mitt citerande av honom. Citaten 4r Yver-
allt av subjektiv pr&gel.)134

The reader who: is t0o well-acquainted with Sj8berg's almost obsessive
attempts to search out the sources of the allusions and quotations in En

M8lna-Elegi will, I think, experience a blockage of what Umberto Eco calls

the process of aesthetic "fruition" (fruizione), that is to say that the

17
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critical structures which Sj¥berg has built up will hinder him in reading
the text with anywhere that immediacy which characterizes the: initial
"temporal" reading of the work. There is a fascinating passage in.gggégny
aperta. where Eco describes that gradual but inevitable process whereby our
reading of a text becomes spatial as opposed to the initial temporal consump-
tion of the literary work and to such an extent that we gradually develop an
almost complete immunity to the aesthetic stimulus. This process of gradual
satiation begins in a sense already with the second reading of the work,
which constitutes itself, of necessity, more spatially than temporally, since
our memory of the first reading imprints on the second a certain interpretive
configuration which, for better or for worse, makes it impossible for us to

experience--or reexperience the temporal flow of the text:

but: in this case the slackening of attention obviously comes into
play: a sort of habituation to the stimulus, by virtue of which on
the one hand the signs that compose it [}he stimulué], by dint of
being focalized--like an object looked at too long or a word whose
significance we have thought of over and over again--generate. a
kind of satiety and appear obtuse (there where there is only a
momentary obtuseness of our sensibility); and on the other hand,
dragged along by the mechanism of habit, the memories which we
take with us in the act of perception, instead of being a fresh
product of our stimulated memory, form themselves into schemas,
summaries: of the memories which had been conveyed previously.

Here the process of aesthetic fruition is blockedi and the form,

as it is contemplated, is reduced to a conventional schema in
which our sensibility, which has been provoked too long, seeks

135

reste.

To look at the matter from another perspective, if there is anything
which the structuralist approach to literature has taught one, it is that

the whole of the work of art determines the function and meaning of the



individual parts and that one cannot expect the same individual element

to function identiéally or even in a similar way in two separate and
divergent contexts. Applied to the problem of the quotation as it has
been assimilated more or less aftificially, more or less idiosyncratically
into a newi context, this truism becomes‘decisive, for as Wolfgang Iser has

written regarding Elibﬁ!s*uSe,of:thefquotation-allusibn,technique:;'

Die Zitate sind von ihrem ursprtinglichen Kontext gel8st und in
eine: ganz andere Umgebung versetzt. Die Kontextbedeutungen [those
of the old context] schwingen ohne Zweifel mit, verlieren aber in
der neuen Umgebung die Eindeutigkeit des urspriinglich gemeinten
Simmes. Der neue Kontext setzt andere Bedeutungen der Zitate bzw.
der literariscﬁen Anspielungen frei, indem er dieCdurch einen

bestimmten Sinnzusammenhang verdeckten ,Richtungsfaktoren'

[;ngarden's term, cf., Das literarische Kunstwerk, p. 95] der

zitierten SHtze entfaltet. Diese wiéderum beginnen auf den
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neuen Kontext zurlickzuwirken.
Ekel8f's. Concept of Tradition and Culture

Ekel#f's: use in En M81lna-Elegi of both the quotation-allusion technique

in the style of Eliot's The Wasfe Lénd and of his own particular variant of

the "mythical method" (to use T, S, Eliot'ss term as applied to Joyce's
Ulysses: in his: review. of the novel iﬁ Thé-Dﬁal of November 1923), whereby
a parallelism is established between the modern period and antiquity (in
EkelBf's case understood in its: popular manifestations), cannot of course
be grasped without reference to his attitude to tradition. Eliot in his
above-mentioned review of Ulysses has underlined the ordering function of’
the "mythical method": "It is simply a way of controlling, of ordering, of

giving a shape and a significance to the immense panorama of futility and
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anarchy which is contemporary history."137 Similarly, George Steiner in

his After Babel has pointed out: the paradoxical nature of the collage tech-
nique as it has been applied in so many modern poems, from Eliot's Thé Waste
Land and Pound's Cantos: to: William Carlos Williams' Paterson and Gunnar Eke-

18f's En MY1na-Elegi: it has Been employed in many significant 20th century

works which we have come to regard as "revolutionary" and yet, more than
anything else, it has to be: seen as representative of a desire for escape
from chaos, from the total absence of transcendent values which has been

identified ad nauseam with the modern period. It is an attempt, however

artificial, to reestablish a sense of order and feeling of contact with tradi-

tion. Steiner writes of this "dynamic traditidnality" characteristic of much
of modern art from Stravinsky (one of Ekelof's: favourite composers) to Pound

and Eliot in the following terms:

We know nows that the modernist movement which dominated! art, music,
letters during the first half of the century was, at critical
péints, a strategy of conservation, of custodianship. « . . In
twentieth-century literature, the elements of regriée have been
obsessive, and they have organized precisely those texts: which

at first seemed most revolutimnary. 'The Waste Land', Ulysses,
Pound's Cantos are deliberate assemblages, in-gatherings of a
cultural past felt to Be in danger of dissolution. . . . The
apparent icohoclasts have turned out to be more or less anguished
custodians racing through the museum of civilization, seeking order
and sanctuary for its treasures, before closing time. In modernism
collage has been the representative device. The new, even at its
most scandalous, has been set against an informing background and

framework of tradition, « . .138

This. modern--or modernist--use of tradition as a means of self-defini-: .-

tion has also a more: strictly philosophical dimension, for as Steiner has

emphasized wiith respect to the philosophigs¥6f'H§géi and Héeidegger "being
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must. engage other being in order to achieve self-definition."139 This
notion of the impossibility of self-definition without interaction has
its most admirable exponent in Sartre, in particular the Sartre of §§i§
clos (1947). This viewing of the: past, of the: dead, of tradition as an
essential element of self-definition, as a prerequisite for orientation in
the present is also to be found in EkelB8f: "Only by following the history
of the dead can one get one's bearings and at 1eas£ find a latitude for
determining onet!s position; after that one has to try on one's own to be
the longitude." (Endast efter de dBdas historia kan man pejla och £3 Stmin-
stone en latitud till positionsbestdmningen, sen for man sjilv sbka. vara
longituden.)14o

When examining the moderm attitude to tradition, it is above all to
T. S. Eliot's famous: essay "Tradition and the Individual Talent" that one
turns, with its statement that “the whole of the literature of Burope
from Homer and within it the whole of the literature of his own [the individ-

ual artist's] country has a simultaneous existence and composes a simultane-

ous.order."141 The collage structure of Eliot's own The Waste Land is in a

sense an exemplification of this dictum., One of the thrusts of this essay
is to attack the overemphasis on originality, one: of the values: which the
modern, post-Romantic period has perniciously inherited from the: "Geniekult"

oft the Romanticss

One of the facts that might come to light in this: process is our
tendency to insist, when we praise a poet, upon those aspects of
his work in which he: least resembles: any one else. In these - :
aspects or parts of his work we pretend to find what is individ-
ual, what is the peculiar essence of the man. We dwell with
satisfaction upon the poet!s difference from his predecessors,
especially his immediate predecessors. . . o Whereas if we

approach a poet without this prejudice we shall often find that
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not only the: best, but the most individual parts of his work

may be those: in which the dead poets, his ancestors, assert

their immortality most vigorously. « .142

The: emphasis on originality as a criterion of artistic talent is also
entirely opposed to EkelBf's insistence: on the necessary anonymity of the
artist, to EkelBf's opposition to any personality cult. In a note in his

notebook AU (1965), for example, he writes:

It is true what is said nowadays:

[pne“says nothing new when one sayé]

The: work of’ art is independent of the artist
lives its own life within its own frame:

in its own light, in its own tonality

The ancients knew that, who remained anons:-
ymouss,

Reidar Ekner has employed the terms "egenart" (individuality) and "tradi-
tion" in his attempt to characterize EkelBf's authorship.%3 That for Ekel8f
these two- aspects stood in a kind of dialectical relationship to each other,
that for him the artist is necessarily involved in balancing, in maintaining;
an equiiibrium between the two is. shown ¥y a draft to a=review_of Salvadorn:
Dali's autobiography (capsule 'OF' 'Opublicerad F8rs8ksprosa'); EkelBf's
attitude towards Dali is generally negative.and motivated by his belief that
Dali was unsuccessful in maintaining a fruitful and deep relationship with
tradition, an equilibrium between the objective (contact with tradition) and

. the subjective (personal creativity, i.e. a modification of tradition):

‘Fhe objective: and- the subjective in art? Both have to exist, No
one'canlbe objective without a comprehensive training in cultural
history; only on the basis of that can he establish his elective
affinities, make his choice--become subjective. Subjectivity

alone is--if it is even possible in art--a kind of flabby fastid-
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iousness. Objectivity by itself is eclecticism and unproductive-
ness. An artist's attitude can neither be the one: nor the other;
it is relative, Thus a relative objectivity whose modifying;
component is: a relative subjectivity=a striving for balance
between tradition and innovative creativity. Above all it is
important to begin from the beginning, experience all the foetal
stages in order to become a human being. No soul, not even .-
Mozart!s, is born complete. It has to undergo a second gestation
after the: physical one,

This organic development cannot be precipitated. One cannot
jump: over 7 grades in that school and be a ready-made student (whiich
one could perhaps do to advantage in the other school, "the school
of learning," but even life's slowness and the constraint of" having
to plod through the: grades at the pace of the worst, that is in the

comprehensive school, has: its function).

An entry in Ekel8f's "Notbok 1941" moves in the same direction of a balancing
between personal creativity and a: sense of tradition: "But just as little

as I want to refrain from displaying the individuality of my thought (work)
ought I to neglect to acknowledge i%s:connections." (Men lika litet som jag
vill avst® fran att manifestera min tankes (arbetes) egenart, lika litet blr

jag ju underldta att erklinne dess bundenheter.)144

A marginal note to an
essay draft dealing;with the question of Swedish writers and the European
tradition demonstrates in a similar fashion Ekel8f's capacity for viewing
artistic individuality not in opposition to but rather as a function of
tradition amnd influence: "No one uninfluenced, everyone original, essentially
alone. Culture indivisible." (Ingen opaverkad alla originella, i gr. o.
botten ensamma. Kulturen odelbar.)M5

Both Walter Benjamin in his theses "Uber den Begriff der Geschichte"
and T. S. BEliot in "Tradition and the Individual Talent" insist upon the

fact that the cultural past is not given once and for all, not eternal and

timeless, but pather that there is: a: continuous dialectic between the pre-



84

sent and the past through which the past is being perpetually redefined and
and altered just as much in function of an everchanging and accumilating pres=-
ent as: the present in its turn is contimually defining itsélf’ through its
identification with the past, with one particular phase of the past. Eliot,

for instance, writes:

The existing monmuments. form an ideal order among themselves, which
is modified by the introduction of the new (the really new) work of
art among them. The existing order is complete before the new work
arrives; for order to persist after the: supervention of novelty,
the whole existing order must be, ever so slightly, altered; and so
the relations, proporticns, values of each work: of art toward the
whole: are: readjusted; and this is conformity between the: 0old and
the: new, Whoever has approved this: idea of order, of the form of
Buropean, of English literature: will not find it preposterous that
the past should be altered by the: present as much as: the present: is
directed Dby the?past.146

Ekel8f's similar, if not altogether similar awareness of this dialectic is
showﬁ ﬁy a note: in his Cahier 5 (fiom around 1933): "Culture isn't past, fixed,
immovable but. changes: continually in the direction of a certain future; is
recreated, reformed like the skin of the human body, grows out ofl its centre:
life, content towards the: periphery: the past, the ideal, whewe it gradually
peels off like hardened epidermis." (Kultur 4r inte: fBrflutet, fast, ornbbligt
utan fBr#ndras: st8ndigt mot en viss framtid, nyskapas, nybildas som huden pgt
mimmiskans: kropp, vixer ur sin medelpunkt livest, imehSllet ut mot periferien
det fBrflutna, idealet, dlir den smdningom faller bBort som h3rdnad hormhud.)
Carl Fehrman in the: chapter "Gummar Ekel8f och traditioner" (Gunnar Eke-

18f and Tradition) in Poesi. och parodi. (1957) has: maintained that there was a

development in EkelBf from an early more negative attitude to tradition towards
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a latér more positive attitude, marked by his criticism of "the almost

frenzied contemporary lack of tradition" (den n#stan rabiata nutida tradi-
tionsl8sheten) and by such statements as the following in what one can

consider to be the programmatic statement of this new positive evaluation

and defence of tradition, the essay "ySr traditionsl8shet" (Our Lack of

Tradition) in the essay collection Blandade.kortl(Shuffled Cards) (1957):

"In many ways the Swede is the most consistent patricide in Europe; his
watch continually wants to move from twelve to one." (Pg mgnga sdtt 4r
svensken den mest konsekvente fadermBrdaren il Europa, hansfklocka vill
stindigt gg fran tolw till ef;’c.)1A"7 In some nétes appended to a letter to
Karl Ragnar Gierow, Ekel8f deplores '"the traditional Swedish lack of tradi-
tion, the generations' termination of friendship with each other, the
treachery oﬂ;onegera towards another" (dem traditionella svenska tradi-
tionsl¥shet; .generationernas uppsligande av bekantskapen med varandra, tidse

Sldrarnas f8rrideri mot varandra) and states:

There is an unusually undeveloped sense of tradition in Sweden
vis-a-vis literature: an educated Swede of today knows nothing
of his father's favourite writers and even less of the older
generations'. If one compares this with England, America, -~-- -
France, 'Germsny, Spain etcs, then. the. productive re&ati@nshipi48

between the generations has taken on .another aspect among us.

Ekel8f puts his criticism of the modern lack.of a sense of tradition in even
stronger terms in another note: '"we live in a tradition and ought to giwve

expression to it. To believe that one can break with the past is an illu=" -
siony it is hubris."” (vi lever i en tradition och b¥r ge uttryck St det.
Att tro sig kunna bryta med det fﬁrggngna 4y en illusion, det &r hybris.)149

It is, however, only with considerable reservations that one can accept

Fehrman's diagnosis of the evolution in EkelBf's attitude to tradition, for



as. Bengt Landgren has convincingly demonstrated in his discussion of the
subject, Ekel8f uses the term "tradition" in extremely varied significations
and neither does his early rejection of tradition in the essay "Under hund-
stjdrnan" (Under the Dog Star) (1934) imply a total rejection ofi all forms:
of tradition nor does his later insistence on the importance of having a
sense of tradition imply an unconditional acceptance of all forms of tradi-
tion.150 Landgren has pointed out.that in contrast to his later criticism
of the Swedish lack of a sense of tradition EkelSf's: early:use of the term had
a far more exclusive meaning; his later use of the term has "wider implica=-
tions and includes not only particudar individuals' contributions in the

past but also even collective manifestations, the way of life and purely
material conditions of times long past." (uppenbarligen en vidare syftning
och innefattar inte bara: enskilda individers insatser i det f8rflutna utan
Yven kollektive: manifestationer, svunna tiders livsformer och rent materiella
bed:ingelser.)151 This later, more concrete and generally inclusive use of
the term is perhaps best exemplified By a poem such as "Torna Zeffiro" (gggg

incertum, 1959) with its. incessant exhortation "Turn around!" (V4nd dig om!):

So turn around, bending, coughing poet

toward the youth who‘play;é’fhéizither incomparably
you old lady,

toward her who: wove the bridal sheet

Turn around, painter, to the time

when you yourself sized the- canvasses

and you yourself ground your colours

and you, sculptor,

toward the time when you barefoot trod the clay
Turn bBack: fisherman

to the shoré. that taught you to fish
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Ekellfita early criticism of tradition was undoubtedly motivated by
the iconhoclasm of the burgeoning artist seeking to establish himself and
hass to ﬁe seen as an element of his ‘generally vehement social criticism as
it finds: expression in the essay "Under hundstjdrnan," where all social
institutions are branded as. forms: of’ "death-in-life," as: being impediments
to the spontaneous flow of 1life. In what is apparently a reference to Sent
Egijordeh‘in the: author's notebook N, this opposition to "eculture" and tradi-

tion understood in the iimited sense becomes evident:

Suicide poetry . » o Suicide. poetry plus almost a mood of museum.
What impressions don't the sarcophagi collections: of big museums
and other vestigia vitae mortisque make on one's state of mind on

a grey Sunday with ringing bYells, the echoing footsteps: of dawdling
visitors and the enmui of the early afternoon hours. A thick layer

of cultural dust covers.our lives, « +

In an essay "Konsten och livet" (Life and Art) firom 1934 in which: he deals:
with the problem of form versus content (a conserving, limiting form versus:
a contimally revolting "1ivsinneh311" [Lebensinhalt]) on the analogy of the
capitalist system with its strikes and lockouts, EkelBf expresses an attitude
which seems to be characteristic of his early negative assessment of a calci-

fied cultural tradition:

Formal tradition in art inescapably hass the character of capital.
By analogy with capital formation one can speak of culture formation
and by analogy with capital of cultural tradition. . . . Neverthe- '
less it is undeniable that a great deal of modern art from all
other points of view except that of the collector reaches up to
and surpasses the: 0ld masters who have been capitalized on in the
halls. of museums and in galleries. The process of tradition-bound
collecting hinders life's spontaneous creativitye o « »

And under the solid and venerable arches of form, which rest on

his shoulders, the artist stands there small and afraid of losing
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his inheritance. He is content with the past like an illiterate
with the printed word. He is at home with tradition's comfortable

152

guardianship like the invalid with his idées fixes.

What Ekeld8f in his.early years opposes is the myth of "culture" as an
ideal inventory of eternally beautiful objects or artifacts. Culture in
hils conception is rather the product: of a dialecti¢alnand productive rela-
tionship between present and past; artistic forms and life are  not wiewed

as opposites: but rather as elements which mutually condition each other:

To live is not the same thing as to own--a position, a fortune,

a style, a culture. One doesn't own one's life; one creates it.
That culture which the newpapers daily try to convince us that

we own ig a millstone around our necks. Culture isn't past,
fixed, immovable but changes continually in the direction of a
certain future; is recreated, reformed like the skin of the human
body, grows out of its centre: life, content towards the periphery:
the past, the ideal, where it gradually peels off like hardened
epidermis, In thils way the life of images is the same thing as
life's images, bBut all of life's, not just those parts which human
insecurity has idealized in order to create an imaginary support
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for itself, a straw which man clings to instead of swimming.

Both implicitly through the structure of works such as The: Waste Land

and En MBlna-Elegi, where the quotation technique is a structural principle,

and explicitly in their theoretical, programmatiic commentaries, writers: such
as Te S. Eliot and Gunnar Ekel8f have indirectly or directly lamented the
loss of that sense of continuity which contact with tradition supplies, but
as Theodor Adorno has; said: "Real verlorene Tradition ist nicht dsthetisch

zZu su.rrogiex‘en."ff1‘54 Further, a real sense: of tradition is in a sense opposed
entirely to the type of self-conscious reflection of "tradition" on its own

nature that is observable both in Eliot and Ekel8f: "Darliber zu klagen,



Tradition als heilsam zu empfehlen, ist ohnmichtig und widerspricht deren
Ne "1 55

eigenem. Wese
Ekel8f's Conception of History and Classical Anti'duity

Walter Benjamin in his: "Uber den Begriff der Geschichte!" expresses an
awa.reness‘-vof the fact thatt "culture" as; it is traditionally {inderstood--in
its narrow sense--is inewvitably the -cul't\rce of the ruling classes and there-
fore: an instrument of oppression. In his:attack on 19th century historicism

he: writes:

Die: jewéils: Herrschenden sind aber die Erben aller, die je gesiegt
haben. . . . Wer immer biis zu diesem: Tage: den Sieg davontrug, der
marschiert mit in dem Triumphzug, der die heute Herrschenden #ber
die dahinfithrt, die heute: am Boden: liegen. Die Beute: wird, wie
das: immer so #blich war, im Tiiumphzug mitgefihrt. Man bezeichnet
sie: als. Kulturgliter. Sie werden im historischen Materialisten mit
einem distanzierten: Betrachter zu rechnenm haben. Denn was er an:
Kulturglitern Yberblickt, das ist samt und sonders: von einer Abkunft,
die er nicht ohne Grauen bedenken kann, Es: dankt sein: Dasein nicht
nur: der Miihe der grossen Genien, die es; geschaffen haben, sondern:
auch. der namenlosen: Fron ihrer Zeitgenossen. Es ist niemals ein:
Dokument der Kultur, ohne zugleich ein solches: der Barbarei zu
sein, Und wie es selbst nicht freil ist von Barbarei, so ist auch
der Prozess: der Uberlieferung nicht, in der es: von dem einen an
den andern gefallen ist. Der historische Materialist rlickt daher
nach. Massgabe des:M8glichen. von ihr éb. Er betrachtet es als seine

Aufgabe, die Geschichte gegen den Strich zu bﬁrsten.156

A consistent feature of Ekel8f's conceptiion of history and of his thereto re-
lated attitude towards culture -iﬁs a political awareness similar to: that ex-

pressed by Benjamin; "history" as it has been traditionally taught in the
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schools, that is as:a collection of dates and great men, is viewed as:a
complete falsification and one which camnot hide the barbarousness of the
ruling classes., It is the entire: concept of classical antiquity as "Edle:

Binfalt und stille Gr8sse" which comes under Ekel8f's: attack:

That conception of antiquity which could be put to the charge

of the entire period thereafter but especially from Winckelmann,
Goethe, Ehrenswird onwards, in other words neoelassicéism,.is in

my opiniom radically false., Of course there were senators,
orators, historiographers, philosophers, even an occasional emperor
who spoke in a noble tone in the style of "Edle Einfalt und stille
Gr8sse-" . . o But the truth is that even Cato the Elder had farms
of a Nazi type for the production and procreation of slaves with a

view to sale. . o .+ "The ‘noble Romans," . ne. thanks, -there has never
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been-worse rabble. . » o

In a similar vein Theodor Adorno writes: "Inhuman ist aber das Vergessen
[der Traditioﬁ], weil das akkumlierte Leiden vergessen wird; denn die
geschichtliche Spur an den Dingen, Worten, Farben und Tbnen ist immer die:

vergangenen L»a:i.dens."158

In another commentary dealing with his conception of classical antiquity,
EkelBf expresses his opposition to the view that the official culture of that
period (that dimension which is now studied in schools and according to Ekes
18f romenticized) i's necessarily representative and contrasts this official
culture with a popular, anonymous undercurrent which he refers to as a sort
of antique Middle Ages, sees as the real essence of the culture of the period
and regards as having survivediinto the modern period in the form of a collec-
tive unconscious; despite the hegemony of the: officially recognized but arti-

ficially maintained cultural superstructure:

What Winckelmann and other enthusiasts--or schoolmasters--and
along with: them we have come to call antiquity, classical antig-
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uity, iis only the official or officious part of this' great cultur-

al complex. What we call the Middle Ages was already present there
in seminal form, both with respect to its zealotry or piety and its
obscurantism. It was: there as an undercurrent, but it often rose

to the surface. Furthermore this antique Middle Ages\wasato>a great
extent the common people's view of lifé: and religion--and has: re- o
mained so. The death of "antiquity" is a consequence of the disso-
lution and disappesrance: of the ruling classes: as well as of the

rise of another ruIing-cléss which adoptediand in its turn applied
the usual method and practice of dammatio memoriae: "Demolish it,

demolish it to the very ground."159

Tn: the same commentarys EkelBf attacks the belief that the language of the

rhetors: was anywhere near the real, popular language of the time:

Sometimes it seems to me as if the speeches of the: Roman rhetors
were: never given, nor for that matter the imaginary speeches: of the
historiographers. What was said from the:rostra was something of
a considerably greater general intelligibility, I believe. Then
Cicero and others sat down and hammered out the speeches in an
artificial prose which never was the spoken language and which

few would have understood. Thus the» Latin which we learn was

"dead" evem: in classical times. « «

With his notion of an "antique Middle Ages! Ekel8f is not far from Jung's
idea of the collective unconscious; in another commentary he writes thus of

this popular undercurrent:

About the continuity in the human race's / subconscious histery

e o « Subconsciously i.ee. outside of the: banquet speakers' /
circle a kind of truth has stayed / alive. o o o Antiguiity never
stopped! living its: secret / 1lifle: despite: Winckelmann and the:
neoclassicists such as / Canova or Thorvaldsen / To deny thex'
classical heritage: is somewhat comparable to / when a patient
tries. to: repress / his pasf—-ﬁt turns up in the / dreams he

might: tell some psychoanalyst « . .160'



Ekel8f has left several programmatic statements regarding his views
on how a fruitful education in history--including literary history-- would
function in schools. Far from being literary, philosophical-speculative or
chronological in emphasis; it would instead be documentary and purposefully
nonliterary, concrete and naive, in short cultural history in an almost

archeological sense of the term:

How does it help @ confised and unruly gymnssium pupil to know
something about the cult of reason, utilitarianism and the ideas
of the bourgeois revolution when he reads Kellgren and Mrs. Lenn-
gren? He will only come to see platitudes and shabby sens moral.
Give him instead the age, its social tone, the dress among high
and low, the filth of the streets and the odours, the carriages,
the music, even the hits, the painting, ewen the: tavern signs,
the sexual mores, the shapes of glasses, the decorations on plates,
the food recipes, the cry of the chimney sweeps, the ships on the
Str8mnen or on the river, the on dits et bons mots of the day, and

give it to him graphically., . .161

It: is precisely these documentary aspects held up here as essential means: of

access to the past which predominate in Eh MBlnaéElegi: not quotes from the

classical or traditionally accepted writers but rather Ekeltf's own very

personal cullings from travel. journals,.letters and memoirs, graffiti indic=

ative of the sexual mores of a particular period ("the juiciest things in the
history of antigue moreg" [det saftigaste av antik'sedehistoria] to use Eke-
18f's. own term162) and even in an impressionistic form patterns on plates
("oid china with seashells encrusted," "a carved calebash" and "a‘shell of’
a sea=turtle" [ostindiskt med! sndckskal bevuxet, en snidad kalebass, ett
skal av havsbk&ldpaddé]).

EkelBf's conception of history is fundamentally realistic, antiromantic

and unheroic in thrust and is marked by a resistance to the grammar school's
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teaching of history as a collection of great men and by &an insistence on
the role of the anonymous many. It is also anti<Nietzschean as is shown by
a note from 1938 where EkelBf expresses his aversion for the:r idea: of a "will

for power" (Wille zur Macht):

Power is an ersatz. The more time passes the more unreal the

great actors appear, while man endures, What is left of Alexander
the Great? Not a hundredth part of Socrates, who during his life-
time was: obscure. With the aid of time the same will come to be '
true of Napoleon and Hitler. Not even to speak of such ineffectual -
measures as Mussolini., "To be nothing more than a human being":

that is a noble task.163

In a similar commentary from the following year he reiterates his unheroic:

approach to history:

What piles of manure most great men in history are, Look at
today's date and say what yow think ideologically and as muchcas

is possible privately of those whom history wants to make big.

No, the good, honourable and solid people have rarely succeeded

in getting into that society; there certainly must be an abundance
of entirely obscure destinies of a solidly human sort. Look for
examples of monstrous or stupid people who have been given history's

hallmark.164

Georg Bichner expresses:a very similar antiheroic conception of  history in

a letter dated November 1833 (?):

Ich studierte die Ceschichte der Revolution., Ich ftihlte mich wie
zernichtet unter dem grisslichen Fatalismus der Geschichte; Ich
finde in der Menschemmatur eine entsetzliche Gleichheit, in den
menschlichen Verh#ltnissen eine unabweridbare Gewalt, Allen und
Keinem verliehen. Der Einzelne mur Schaum auf der Welle, die

GrBsse ein blosser Zufall, die Herrschaft der Genies ein Puppen-



spiel, ein lHcherliches Ringen gegen ein ehernes Gesetz, es

zu erkennen das HYchste, es zu beherrschen unmbglich; Es fd11t
mir nicht mehr ein, vor den Paradeghulen und Eckstehern der
Geschichte mich zu bﬁcken;165

It is Ekellf's emphasis on the anonymous many and his opposition to: the
heroic approach to history which stands out in his extremely positivevevalu-
ation of the Lilljebj&rns'vdepiction of "life on Virmland country esta?es"
(vlrml#ndskt herrgirdsliv); their realistic, undistorted and unglorified

presentation of Swedish rural life is contrasted to the romanticization and

idyllizing of past history as practiced by Selma Lagerl8f in GBsta Bériingg

saga (The Saga of GYsta Berling) or Geijer:

. .The two. Lilljébjbrns, - father and son, are: nonetheless far less
romantic than both Geijer and Lagerl8f and they therefore seem to
me to deserve to a greater extent the epithet "classical." More-
over, they are something umusual in Sweden, namely depictors,
lovers and connoisseurs of human nature. Sweden's history for
them isn't incarnated in that of "its kings" or more or less impro=-
bable cavaliers [‘] Bpt rather in simple industrialists, .profes-
sional military men, riflémen of other simple people [fs] e o o o
Swedish writers! depiction of old-time daily life has a romanfi-‘
cizing touch which makes the entire thing unrealistic, fantastic.
G8sta Berling wasn't so brilliant and the kings weren't so power-

fule « » 0166

For Ekel8f history is thus equivalent to the everyday experiences of
the anonymous many and not to the high points. represented by the great men.
This particular attitude, which has its relevance for the structure of En
MBlna-Elegi insofar as a certain conception of history is implied in the
structure of the work with its incorporation of such elements as vulgar
Latin graffiti, is further underlined by a commentary which Ekel8f has left

behind on the topic myth (saga)-historical reality. In his view the myths
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of the classical Mediterranean world, in particular those which seem to
contain an admixture of the "historically verifiable" (Homer for one), can
neither be regarded as pure myths nor can they be seen as representations of
actual, verifiable, empirically given historical facts: in poetic dnguiSe.
Rather there is an interplay between these two levels, one: which Ekel8f
expresses by the term "typ-8de" (type- or pattern-destiny). While not
denying the possibility that there may indeed have existed an Odysseus or

a Hémer, Ekel8f claims ithat the fate of Odysseus (Ulysses) should be: seen as
a pattern-destiny symbolic or representative of many real, anonymous experi-
ences of a similar configuration. Related to this notion of a "typ-8de" is
Ekel8f's belief that Homer has to be considered above all to have been a
normalizer or collector of prevalent myths, a creator of the "canon-myth" or
"type-myth" from myths: in common circulation during his time. Homer himself
is thus merely one representative of an entire: series of saga—tellers and
troubadours. To find an exemplification of this complex of EkelBfian specu-
lation on the problem of the interference: between myth and historical reality,
one has to turn to an elaborate note on the subject in Ekel8f's notebook AQ
(1966) ; important here is the author's stress not on the uniéﬁeness or indi-
viduality but rather on the generally human representativeness of the classi-

cal adventures of an Odysseus:

Tt is strange to observe people's, especially-learried men's atti-
tude towards the. problem of the interference of.myth/saga2reality.
Schliemann was convinced that he had found the graves of’ Agamemnon
and others. Blegen can't gef the burn-levels im Troy to tally. Victor
Bérard is convinced that Ulysses--that is a real, historical Ulys=: ..
ses--was. tossed ashore on the coast south of Palaiokastritsa on
Kérkira ECorfu]. As far as I remember he is the one who even tried
to determine precisely the drift of a fleet of sailiboats from
Malta to there as requiring 16 days. In the.déiéééx‘he sees an
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exact compte-rendu, something like a logbook or journal. The
situation is of course that myth:and empirical reality entered
into a sacred marriage in the poem. Ulysses is a modeledespiny;
While one "historicél" Ulysses may very well have existed, ét
the same time there were many Ulysses, While éﬁé Agamemnon may
very easily have existed, at the: same time there were many Aga-
memnons. Their adventures and deeds may have been "historical"
but at the same time they are modélé for adventures and deeds
of a similar kind. To reduce fhe poem to a single reality which
actually occurred (overgrqwn with various plots) is to misunder-
stand completely the meohénics of man's, every man's spiritual
1ife, Literature and saga often speak. the truth, an archeologi-
cally tangible and verifiable truth. But to reduce it to that
alone is an unheard of shortsightedness, the construction of a
stay-at-home, For this poem is about'eQEéﬁbﬁé.who was in distress
at sea, everyone who got drunk in the ports, everyone who lusted
for power and in his lust for power was vacillatory and in his
vacillation arrogant, self-assertive, cunning, supposititiously
playing about with "the art of the possible (or of the impossi=
ble)." If one can verify that this person or.that person actual-
ly lived, that's interesting but nothing more. It's interesting
that there is still a kernel of historical truth after centuries
and millennia of oral or written transmission. But the really
interesting thing about these destinies is that they involwved
S0 many anonymous people over such a long period. Literature is
a higher level of truth, a more universal one, not one that is
less historical for being linked with so many,andnymausymediators,
embellishers and, as:is ofiten the:case, distorters... . .

Just as unfortunate are the judgments of those who refuse all
"historical" speculations on the grounds that the Homeric poems
are "only" myths, free fantasies with no roots in reality:

Literature is a combination of reality and sagas o« o o

"Mein Freund, die Zeiten der Vergangenheiﬁ:/ Sind uns ein Buch mit
sieben Siegelns / Was ihr den Geist der Zeiten heisst, / Das ist im Grund

der: Herren eigner Geist, / In dem die Zeiten sich bespiegeln;"167 Wiith
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these words of Faust to Wagner, Goethe has touched on the fundamental
historical problém, which is also a problem of "translatability" in George
Steiner's broad sense of the word: the problem of the efficacity or adequacy
of our faculty of historical "Rilckeinfilhlung"“or retrospective empathy (to
use Steiner's application of a term borrowed from Nicolai Hartmann).168
The modern scepticism towards the possibility of such an historical empathy
seems to be general and yet, paradoxically enough, it is a cohcomitant of

that very psychic distance which goes under the name of the "historical sense"
and which presumably is a recent development in the history 6fuman. Sartre's
novel La Nausée is decidedly marked by such a scepticism with regard to the
feasibility of all attempts to reconstruct the past "as it happened," for the
first-person narrator of the novel Roguentin, .whose:sojourn in the provincial
town of Bouville is motivated by his historical research into the life of the
marquis de Rollebon, comes to realize in the course of the novel disguised

as diary the futility, the very impossibility of historical empathy, the
entirely fictional nature of his previous attempts to penetrate the life of
the historical character who is the object of his research, and eventually
decides to write a novel instead.

Yét such an awareness of the difficulty of retrospective empathy is
largely lacking in the works of certain 19th century historical writers
credited with having laid the foundations of historical research and has
motivated the critique of historicism by such writers as Friedrich Nietzsche
and Walter Benjamin. There is an extremely interesting essay by the German
literary critic and theorist Hans Robert Jauss which deals with the treat-
ment of history in the works of the great German historian Ranke. Jauss
penetratingly demonstrates how Ranke unreflectingly operates with certain

narrative structures of a largely literary bias, all the time unaware of

the open contradiction which exists between the use of such structures with



their more: or less hidden teleology and his own claim to impartiality and
objectivity; his entire scheme in other words presupposes: a subsequent.
knowledge--from his modern: vantage point looking backwards--of the later
course of events, of how things came to be, all the while maintaining the
illusion of grasping things from the vantage point of the past (that is as
"Historie" as opposed to "Geschichte"). Jauss describes this historical

"mauvaise foi" thus:

Mehr noch als der Romancier Scott, der seine Erz#hlerfunktionen
an Romanpersonen delegieren oder perspektivisch verstecken kannm,
verrit sich der Ceschichtsschreiber Ranke stindig durch posteriore
Gesichtspunkte und 4sthetische Ordmungskategorien, unter denen der
Zeitgenosse [of the past historical period] noch p@Qhﬁ’hatte.sehen

kBrmen, Dass er den Faden zwischen der Epoche, wie sie eigentlich

wesen, und dem, was aus ihr hervorging, ostentativ durchschnitt,

rHcht sich in Rankes Vergangenheitsgeschichte vor allem dort, Wwo
ein Moment des Urteil's, der Auswahl, Motivation oder Eréignis-
verkntipfung: an sich den spiteren Standpunkt des Geschichtsschrei=-
bers voraussetzt, gleichwohl aber der Anschein erweckt werden
mss, als ob die erst aus:der Folgewirkung und Retrospektive

ermBglichte Sicht schon die dem vergangenen Dingen inh#rente
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Ordnung gewesen ist.

Just as Walter Benjamin in his "Uber den Begriff der Geschichte" speaks
of a "Tigersprung_ins Vergangene" and of the ability to understand the: past
as the capacity "das Kontinuum der Geschichte: aufzuspréngen,” in the same
way Ekel8f in several commentaries speaks of identification as the only means
of contact with classical antiquity. This identification is: the ability to
abstract from all subsequent, intervening developments: and to view: the past
in its complete: potentiality and alterity. It requires that one’ overcome
the falsification inherent in the teleological, causal approach to history

which undermines Ranke's historiography:
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" . To understand antiquity and relive it requires in addition to

copious studies such a total adaptation, rather more> an identi-

fication than an empathizing, that it is given to few,
Antiquity: is completely dlfferent. And what one has: to do

is to abstract more: than 2000 years and -to-see_ the futuré—-

whether bright ordark, it makes no dlfference--from thelr
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point of view.

In an argumentation which exemplifies by its own method that which it is
attempting to demonstrate, EkelBf in the same commentary .goes.on to "abatract

from" the development of Christianity which succeeded the classical world:

It is certainly true that this future: came to be "Christianity"
and that Christianity to a large extent is a transformed antiquity.
But it is: not for that reason an heir of antiquity other than very
indirectly, several undetermined degrees removed. But nonetheless
most of the ideas and patterns of religious behaviour which came to
be those of Christianity could already be found among the ancients.
But in a different way, unaware of this future which, furthermore,
"if it hadn't been: for '1f'" could have turned out entirely differ-

ent., It is this potentlality of antiquity one has to experience

and understand; it is not enough to look at it in a kind of retro-
spective lighting, all the while with hidden thoughts of how things
finally came to be and of what destinies we: hawve gone through. No,
one has in some mystical way to be in the very middle of this past
age in order to: grasp it, and not at all at Thermopylae or with
Socrates but rather in an ordinary house with its house altar and
meagre furnishings or at an ordinary symposium-where it wasn!t at
all a lot of profundities that were brought forth but rather where
Attic scholia: of the type reported by Athenaios were seen as quite

enough.

Ekel8ft!s bBelief that an_understanding of the classical world or of past
periods of history, being in true contact with a tradition or culture, has

as its prerequisite an instinctive, intuitive ability to. identify with the
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gast-—the past not in its: exceptional but rather in its universal aspects--
and that this ability to empathize is not given to- all becomes apparent from
hiis criticism of Artur ILundkvist's imitative, journalistic treatment of the

past, as contrasted to Harry Martinson's: authentic adherence to tradition:

Thus Lundkvist imitates, perhaps without an inkling of ite-

Picasso (in Agedir). But Picasso is a personifier-normalizer
~of the myths of the Mediterranean world. In Lundkvist there:

are: only the remains of what he: was able to see there° the con=

torted posture, the grin, the*grlmace and the excep¢10n31 case.

For that reason he is:a journalist. In Martinson, on the other
hand, there is a lot more, a real belonging to: tradition, if not
so: mach harmony. But perhaps the beginnings of a worldwide
consciousness of the same sort as that which at one time embraced
the Mediterranean.

They are: two types of travellers-tramps* [%and storytelleré];

the reporter and the: one who empathizess and sympathizes; the one

who- is basically outside and the one who:is;inside;171

As George Steiner has: claimed with respect to Ezra Pound and in partic=-
ular Pound's translations from the Chinese, the ability to translate--in the
general seﬁse in which Steiner employs: the term--is not always facilitated.
by excessive background knowledge, which tends to render the object under
consideration dense and opague, but rather that there issa certain intuitive
faculty of mimiery which is able to: overcome: the lack of expertise: "To this
one must add the: incalculable stroke of what Pound himself called_'divine
accident!, the facility, always crucial to Pound's: career, to entef into
alien guise, to assume the mask and gait of othei cultures., Pound's genius
is largely one of mimicry and self-metam.orphosis."172 Ingrid Ekeléf has
testified to EkelBf's own almost physical awareness of classical aﬁtiquity;
his: feeling of contact with the dead of the classical world was so intense

that at certain moments he could experience their presence as a whispering
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or as a slight touch of the hand, as in the poem "Oecus" in V&gﬁisare
173

+ill underjorden:

It happens sometimes when I lie and can't sleep
on the bed with its: paws of  bronze, under the lamp which is silent
that I hear the slaves tattling and whispefﬁng nearby-
« o
Sometimes when I wake up from my sleep or half-sleep
it is as if someone had just touched me

as if someone had clumsilys tried to stroke my hand,

Related to this intuitive faculty of entering into the»guise of an
alien culture, a faculty which Ekeldf seems to have pqssessed with respecrt
to the classical period, is Ekel8f's insistence on the inevitability, the
necessity of subjectivity in the creative-recreative process: and his belief
in the’ importance of "elective affinity" in the process of interpretation,
translation and reading. This aspect of Ekel8fl's aesthetics and world view,
an aspect which one would be tempted to call his "theory of elective affini-
ties," becomes evident in the preface to his: translations from the French

poets: in Hﬁndfa{gf moderﬁ”fféhékldikf'(One Hundred Years of Modern French

Poetry) (1934), where he gives as a reason for his having avoided trans-

lating Valéry the fact that he (EkelBf) lacks a personal affinity for him:

The fact iss that I'm convinced that a translator--and especially
a translator of foreign poetry--in order to be able to do a satis-
factory job has to have a string tuned in the same pitch as the:
keynote of’ thes poet le is rendering. If the accord is lacking,
then every attempt is meaningless. More than anything else it

is strong sympathy which conditions all recreation and all -~ - -
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selectivityn.

In a commentary in Ekeld8f's: notebook O (circa 1938) under. the heading "Art.

om kritik" (Article on criticism), one finds an exposition of the same idea
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of elective affinity:

The person who has written literary criticism knows: a good,
worthwhile article can hardly be written if one is not dealing
with a book which one sympathizes with, whiich is good and worth-
while for one's self. A bad, unsympathetic, meaningless article
is rarely written about any other book than that which seems to
one to be uncongenial and empty. Or indifferent, meaningless.
There is no objectiwe literary criticism, at least not for me.

I'm subjective and have to defend my subjectivity.

George Steiner too has pointed out the importance of elective affinity in

the process of translation:

We have seen that serious understanding depends on a linguistic
and cultural experiencing of resistant difference. But the: tran-
scendence of difference, the process of internalizing the proba-
bilities of non-commnicéation, of acute doubt as to whether the:

thing can Be done at all, demands- Wahlverwandtschaft (elective

affinity). At close linguistic-cultural quarters the: translator
often finds himself in a state of recognition. The hermeneutic
and praxis of his decipherment and subsequent restatement are
those of mirrors and déda;fﬁ. Hé has been here before he came.
Hé has: chosen his source-text not arbitrarily but because he is
kindred to it.1

Before leawing this discussion of Ekeldf's: theory of elective affinities and
its: concomitant defence of subjectivity in all acts of translation (in o
Steiner's. sense), one can single out one important.similarity which it
presents: with modern ppysibs{ its fefuéal to admit the separation of the
observed object from the observer and its repudiation of the classical notion
of an objective desoription of things. Fritjof Capra has maintained that for
modern physics the Cartesian notion off a split between the observer and the

observed, a notion which was the: very foundation of the belief in an objecw



tive description of the natural world, is no longer tenable and that
instead the observer: is seen as inextricably involved with the object
off his observations; physics has thus become-—if it was not always sO=-

the study of human conséiousness in interaction with nature:

The human observer constitutes: the final link in the chain of’
observational processes, and the properties of any atomic object
can only bBe understood in terms of the object's interaction with
the observer. This means: that the classical ideal of an objective
description of nature is no longer valid. The Cartesian partition
between the I and the world, between the observer and the: observed
carmot be made when dealing with atomic matter. In atomic physics,
we: can never speak: about nature' without, at the same time, speaking
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about ourselves,

It cannot be overemphasized that Ekel8f's view of classical antiquity
makes no pretention of being in any way a ieérned view of that_particular
cultural complex: In a letter to SjYberg concerning M8lna, Ekel&f stresses
the fact that his "view of antiquity" '(;syn,pg‘antiken)f nig =mw7 own personal.
one and not a. learned view" (Hr minA'uféaﬁiiuv; inte nggon 14rd syn).177

A similar emphasis: i's given in another letter to the same addressee; here

EKel8f defends hi's right to an idiosynecratic conception of antiquity: o

As far as my studies dg.dntiquity arewconcerned,'theyiare{ of
course, odd, unsystematic and based on;ggrﬁéééé; not on any
scientific foundation, , ., ,* Of antiquity, wh%éh:reachésfus only in
the form of fragments and whispers, it is important to have
either 1) a personal view, 2) a stratigraphic view such as the

outstanding American archeologists; otherwise one has none at
178
all,

Similarly, in a letter to:Bonniers regarding his Petronius translations

(tolkningar: free translations), Ekel8f justifies his personal, nonacademic
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approach to antiquity By pointing to the extreme difficulty involved in

reconstructing past historical reality:

There are other sides of P. [Petroniué] and of classical antiq-
uity as a whole which are more interesting, but they demand a
moral open-mindedness, or rather a psychiatric-clinical interest
which I can't account for either. Toljéggvthe authority upon
oneself is not for me, when so mach of what we "know" about: the
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classical man is nothing but pure speculation, it seems to me.

The lack of a learned or academic knowledge of a past period of history
or culture: does not of course preclude an essential, intuitive understanding
of the subject in question, for as T. S. Eliot has stated on the subject of

Shakespeare: "Shakespeare acquired more essential history from Pluterch than
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most men could from the whole British Museum, In a similar direction runs

the remark of Samuel Johnson on Shakespeare: "There is a vigilance of obser-

vation and accuracy of distinction which books and precepts camnot confer. . -

."181 In the same wayy Lessing can maintain in his Haﬁﬁurgische Dramaturgie

that Shakespeare intuitively grasped more: of thevessence of the Greek: concep-
tion of drama than Racine and Cornmeille with their rationalist bias and their
overemphasis on the externals of drama, on a rigidly applied observance of‘
the thrge unitigs for examplé, could ever hope to graspe.

EkelB8f's depreciation of the official writers of the classical period
such as: Cicero and Liwvius, whom he makes the butt of his criticismvof
Swedish Latin education, claiming that it is still dominateéd by Ciceronian
ideals and all %eo:schol&stic,jaz’goes hand in hand with his enthusiasm for
Petronius; a copy of whose works in the "Loeb Classical Library" edition he
claims: to: have carried with him on all his travels.183 It is the documen-
tary quality off the fragments of Petronius, their almost archeological value,

that Ekel8f appreciates and contrasts favourably to the more official genres
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such as the idyll: "To a great extent these fragments often have the
character of ffiti, an ephemeral character which nonetheless doesn't:
prevent them from putting us in far more direct contact with the everyday
life of classical antiquity than many-a carefully elaborated idyll.”" (Dessa
fragment har ofta i h8ig grad en karaktir avr>nﬁffi£i; en efemfr kKaraktir,

som likv¥l inte hindrar dem att sitta oss i en vida direktare f8rbindelse

med antikt vardagsliv &n mgngen omsorgsfullt utarbetad idyll.)184 It:is
Ekel8f's stress on the popular aspects of antique culture and daily life,

on what one couid call--using Ekel8f's own term as applied to his; interest

in less officially recognizedi cultural manifestations: such as cookbooks:and -
diaries-~the "antiaesthetic" aspects of that particular cultural complex

as the means of penetration, accéss or identification available to the

20th century observer which is here significant.185 Theodor Adorno has

given an excellent insight into the problem of tradition and culture when

he maintains. that a "true" relationship to tradition, at least for the
unavoidably "sentimental" writer, i.e. the writer who no lenger possesses:
that unreflected attitude to tradition which is the real sign of an immédiate:
contact with the past, is.one which perhaps necessarily focuses on those
neglected "shadow" aspects: of the cultural past instead of on the great
cultural artifacts erected as examples of "timeless" art by public cultural

institutions:

Wo die Idiosynkrasie gegen Vergangenes sich automatisiert hat, wie
Tbsen oder Wedekind gegentlber, str#ubt sie sich gegen das in solchen
Autoren, was unerledigt blieb, geschichtlich nicht sich entfaltete
oder, wie die Emanzipation der Frau, bloss briichig. In derlei
Idiosynkrasien stbsst man auf das wahrhafte Thema der Besimmung

auf Tradition, das am Weg liegen Gebliebene, Vernachlissigte,

Besiegte, das unter dem Namen des Veraltens sich zusammenfasst.

105



Dort sucht. das Lebendige der Tradition Zuflucht, nicht im
Bestand von Werken, die da der Zeiit trotzen sollen. Dem
souverdnen Uberblick des Historismus, in dem der Aberglaube
ans Unvergingliche und die eifrige Angst vorm Altmodischen
fatal sich verschrinken, entgeht es,. Nach dem Lelrendigen derx
Werke ist in ihrem Inneren zu suchen; nach Schichten, die in

fritheren Phasen verdeckt waren und erst sich manifestieren,

wenn andere absterben und abfailen.186

In the programme for a fruitful history educa#ion which he presents
at the end of his:essay "V8r traditionslBshet," EkelBf: cites thejpreseﬁtation
of the sexual mores of the past as one of the means by which a real sense of
the past can be conveyed. Ingrid Ekel8f has: confirmed Ekel8f's partioular
fascination for erotica, for "det saftigaste awv antik:sedehisforié;" From
a more?specific\poinﬁioﬁfview, EkelBf's opposition to what he considers. to
be the: falsification of history in the style of Winckélmann manifesis itself
frequently in a criticism of the puritenical treatment of classical erotica
in modern: cultural institutions. He writes thds in a draft for an article
on the theme of Latin education (capsule 'K' 'Kommentarer', "After the Latin
debate" [Efter latindebatten] ): "The faléifi‘éati‘on of: hi’é;tofy. The fallaw
ciousness of our conceptions of 'classical' antiguity, ditto of Christianity
etc, Bthical norms and blinkersvwith which our image of the classical world
has. been oversimplified and even falsified." (Hismoriefbffalskningen. Fel-
aktigheten i véra begrepp om den 'klassiska' antiken, d:o om krisfendomen
etc. Moralbud och skygglappar med vilka:vgr klassiska bild f8renklats: och
rent av lbgna$ssner;) In the same way in a notebook entry dealing with his

impressions on rereading Heidenstam's novel Hans Alienus, he criticizes the

latter's prudish treatment of classical antiquity:

Reread my youth's'Hahé Aiienus but ohly cursorily. As Strindberg

said: a symphony of bombast., Yet it contains a lot, despite the
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gick elements. . » » But: as far as: Greece, Rome: etc. are
concerned, he holds: on to Winckélmamn's: point of view. And

the Vatican fig leaves: are neatly in place.18

Anyone who is familiar with the Victorianism of standard classical diction-
aries: canmot fail to recognize the validity of EkelBf's criticism.188 Eke~
18f's: attitude towardss the: erotic, towards human sexuality, ig best charac-
terized, @s are so many other aspects of his: thought, as a Balancing between
twoaex%remesa189 Tn a notebook entry (notebook AW 1964) on the topic: sexu-
ality-religion, for example, lLe expresses: hiss belief that Eros-~-in the global
sense in which Freud used the: term-~lies. Behind mankind‘'s religious represen=-

tations, i.e. that religion is a sublimation or: projection of Eros:

Religiosity is therefore> a: projection, flower or fruit, what
with a boring term is called sublimation.

Below that and as a prevequisite there is the: humus, the: growing
power, the instincts, lust. ‘
He: who denies the: sexual doesn't stand nature's: test when it

comes to the inherently divine. )
He becomes a theologian, a: dogmatist, a fanatice
He who overemphasizes the: sexual also has a. sterility within

himself,

This same idea of religion as a sublimation or projection of human desires
is taken up by Ekel8f in an unpublished Petronius: commentary with special
reference to Petronius! line "sed sibi quisque facit" and to his fragment

XXVII:

"Tt was fear which first invented the: gods of the: world"--the:
poet touches here on a well-known notion in the history of reli-
gion--but now everyone is Busy fabricating gods to satisfy their
own needs, gods which one can put the: blame on or with which one

can exnusezoneself.19o



This: well-known t:&in of thought goes back: principally to the philos-
ophy of Iudwig Feuerbach, whose influence on such writers as: Gottfried
Keller and Jens Peter Jacobsen is well-documented. Feuerbach taught that
even theology was a product of the human spirit and that God was nothing
but the essence of man, reified and made absolute, perceived and honoured
by man as an independent being. Central to Feuerbath's thought was the:

belief that such a projection of human desires onto an ultimate being, such

a schism between the here and the beyond, diverted man from the here and now

and was thus pernicicus&a191 The influence of Feuerbach's thought in this
respect on that of Mamx is thus fairly obvious. Ekel8f could have become
acquainted with Feuerbach's thought: closer to home through J. P. Jacobsen's
superb novel Niels Lyhne, for which the German materialist's views on reli=
gion played a: decisive role.

One can observe Ekel#f's position between the extremes of a denial of
sexuality-an overemphasis on sexuality in his defence of Petronius against
the charge of being a mere pornographer; on the one hand he is ecritical of
the Victorian attitude which has falsely placed Petronius on the Index and

falsified him, while on the other hand he: is eager to stress Petronius!

moral qualitiéss

Unfortunatély Petronius has been put into: the shade--this has
occurred as a result of propaganda with slow but sure effects:
which has placed him on the Index, denied him anys ethical moti-

vations, imputed’ to him an empty, superficial and meaningless

elegance which he doesn't have, and made him into the pornographer
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which He is not according to cultural-historical criteria.
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The Antisesthetic and "Over-refinement!s Homesickness for Naiveté";

The:?oetic Document and the "Gesamtkunstwerk!

T an unpublished piece of prose dealing with the concept of history,
EkelBf's: insistence on the value of the concrete, the documentary as an
alternative to the distortions of the official representation of history

with its tendency to idealize and romanticize becomes evident:

109

- The Nordie Museum with all its knickknacks of patriotic curiosities

is a relic off Oscarian mead-horn falsification. Build a kitchen
from the 1700's and let people sit down in it, Make a salon--and
not just one with nothing but raritiesr and showpieces--and equip
it with a sound back@round of ghostlike, half lethargic chitchat.
Let the credible: relic work, as an illustration, as one: that is
really lifelike. Let the visitor sample the salty food and that
which is nearly rancid, the hard-to-chew bread (tﬁo batches a
yeér).193

Ekel8f's claim that a sense of the past can best be transmitted via the
commonplace, concrete details of a particular period can hardly be dissoci-

ated from his own peréonai taste for certain "naive" cultural manifestations

as diaries, travel journals,'cookbokaeanduAlmgvistié.Spélliﬁgfprimerf@mﬁtx—

stavningslira), all those marginally aesthetic or “antiaesthetic" cultural
artifacts which EkelBf is able to conceive off as poetic. That EkelBf had

a highly developed sense of the poetic value of the document issperhaps‘best
exemplified by the following statement in a notebook dated "1941" (capsule
1Sent pg jorden'): "I have Been a poet and regard poems: above all as docu=-
ments and documents as poetic." (Jag har ju varit poet och anser poem fram-
f8r allt som dokument och dokument som poeﬁiéka.)194

It is perhaps one of' the paradoxes of modern Swedish }iterature that

two such cerebral writers as Lars Gyllensten and Gunnar Ekel8f have both
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Yeen drawn towards the marginally aesthetic and that both have become:
masters of "strunt" (rubbish); both are representative of what one could
call, using:Ekel8f's: own formulation, "over-refipementfs homesickness for:
naivete" (8verkulturens hemléngtan till nairvitetgnj§1*95 EkelBf has written
about his %aste: for "anti-art" in the essay "Banalitetens framsida” (Banal-

ity's Obverse) in Blandade kort, where he cites Proust as one of his prede-

cessors in this vein. It is certainly not difficult to find passages in
Proust which illustrate the: author-narrator's surfeit with regard to overly
cultivated art forms. Both for Proust and for EkelBf it is the emotional
investment underlying the popular consumer's appropriation of such trivial
art forms which lends them a certain dignity and validity, not the object

per se; the emphasis is thus rather sociological and peychqlogical than
strictly aesthetic, Appropriately enough, it istdith S&dergran's inclina-
tion for certain forms of popular art: which EkelBf takes note of when in an
essay on her life and art he associates her taste: for cheap art reproductions:

in illustrated magazines with the poem "Ingenting;" a direct quote from which

he has placed near the end of'EﬁﬁﬁBihé;Eiégik(58, T706=T11):

In SBdergran's room in Raivola simple art reproductions taken from
cheap Cliristmas magazines or weeklies were pasted up on the bulging
wallpaper. In other instances too SBdergran has shown a certain
predilection for what one could call commonplaces: in the: visual
world of the time, and Titian's painting;was in a sense one of then
even if it was only a work of the: time from the point of view of
the reproduction. This is no weakness on her part, for she often
uses these frequently humble, popular illustrations to the' theme

of mankind's timeless Sunday dream of paradise, the dream of
"boundless bliss,” in order to contrast them with other images

of the shabbiness of daily human conditions and of the hopeless~-
ness. of mankind's struggle. "A bluer sky and a wall with roses

or a palm tree and a Balmier wind" from "Nothing" is completely
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in keeping with the ideal of decoration and illustration held

at the time, such as it can be found represented in restaurant
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dining rooms or short story magazines.

Central to Both Ekel8f!s: estimation of the documentary and of less
elitist forms of art is his phenomenological approach to art altogether and
his awareness of the fact: that the distinection betweén "art" and "non-art"
is merely one of cultural conventions and not an absolute and objectivé

quality of the objects in question. This becomes most obvious in an essay

in Blandade Kort:

We shouldn't forget that what we regard as literary art is only
based on a convention which is constantly being revised. « + «
And he who is carried along by thils anonymous: element which some
call the feeling for life and others. personality--be he a writer
or a reader, a gardener or a fisherman--he is free like the
Japanese to see beautiful art.in a stome which ‘the séa has
sculpturedi or poetry in the offers of”a flower catalogue. It

is only the art-Philistines who believe that art necessarili

has to be something which is done according; to the academic -
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TuleS. o o

Thiils same scute awareness of the fact that "art" is not only to be identi=
fied with those dead cultural artifacts whiich the cultural institutions have
erected as such but that it can be any matural object for: which we are capa-
Yle of summoning up the lyricism necessary.to be able to see it as art can

be encountered in another commentary in Ekel8f's hand:

There are extremely beautiful things which no one has ever presen-
ted as art and which for that reason have been regarded for the
most part as curiosities, for example machines: in which thirty
years ago no one would have thought of seeing any beauty. A thing
becomesaé vwork of art" only when someone thinks of confronting it,

of going to meet it with the desire to understand it as such, of



summoning up a certain lyricism in order to see the beauty

in it., Highly cultivated nations such as the Chinese and
Japanese have :realized this: long:before us.. The last Chinese-
emperor had a large collection of curiously shaped natural
objects. In Japan people paid large sums for beautiful pebble-
stones. '

The sculptor Brancusi is one of those who at the present time
is attempting to create similar art. His endéavourssare completely
justifieds It would in fact be completely justifiable if a: beam-
tiful snow~-covered mountain or a beautiful ocean beach were to
fetch just as good a price as a Michelangelo or a Raphael or
whatever they are called. As: far as that goes, they (the former)
should fetch a higher price. With time Norway will become-an
extremely valuable land. Let us be thankful that we live in an
age where we can still enjoy such aesthetic values as good as

free of charge.198

Although it is also possible: to read it as a kind of epiphany in the style
of Zen or of the secular "mystics" Proust and_Joyce, EkelBf's poem "Souvenir
du Mariage de la Suede aux Pays de Chine" (a section of "ben gamle super-
karglren" [The 0ld Supercargﬁ] in the collection.Nﬁﬁ ééf&ianﬂ can also be
read as an exemplification of the above aesthetic attitude: the act of ~
drawing water from $w0@different'springsffs given'whe dignity ef art. Like
the Oriental poets who experienced the profound truth of the gesture of
drawing water from a spring or the: Zem Buddhist satori which occurs while
performing; the most trivial gestures of everyday life and is an epiphany
resulting from an immediate contact with things, the poet here also undergoes
a mystical epiphany. It is perhaps npt without significance that Ekel8f in
a poem entitled "Vattenprov" (Water Tests) in Om hBsten can identify the-art

of poetry with the drawing of water from a spring:



Then I said to myself:

The only poets. I care: about

are those who: with nervous- hands

carefully carry

a: bowl full of blood

into which a drop of milk: has fallen

or a bowl full of milk

intoe: which a drop of blood has fallen . + »
Now I have seen, now I want to see

the: tight: grip on a brimful bowl

of spring water.

An entry in EkelBf's early Cahier I from the“Sehf.pg jorden period shows:

that the poet's interest in the "antiaesthetic" or marginally aesthetic, im
less; elitiist forms of art was in no way a later development in hils aesthetic
views, evem though it may have gained in emphasis; as in all other respects
one: must insist here on the continuity which characterizes EkelBf's author-

ship:

Of: thie art which we have become accustomed to call romantic, I
have: come: more: and more to like: the simple, that which has lost itss
éclat and bBecome banal. That which is: called bad taste has. some=
thing endlessly moving: and beautiful about it, since it has: lost
all pretentions of being art. I've become tired of everything
which is presented as the last word in art.. . .’Eoriaidsgp5§~[éi€]
Christ is movingly ‘beautiful on the wall of a simple-room with
easy chairs and a sewing machine. Coloured illustrations from

The Joy of Christmas. Jules Verne, Marryat, detective novels..., -

199

That this same aesthetics of the antiaesthetic did not lack: its relevance

for En M8Ina-Elegi is shown by a note in one of the drafts to the poem

whiich reads (folder 'j'): "Trelawny detective novels / Wallenberg /

Marryat Cooper / Woodehouse'[sig],Juies;VerneP (Trelawny: detektivromaner /

13
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Wallenberg / Marryat Cooper / Woodehouse Jules: Verne).

Héw closely EkelBf associated his attrattion to the: marginally aesthetic,
among other things to letter, memoir, diary and travel journal writers such
as Bernhard von Beskow, Ewa Lewin, Madame de Séﬁigné—-to>name only a few of
those who have contributed to the éollage of quotations which is En M8lna-
Elegi--, to:his conception of history and as an element theredf ﬁﬁs opposition
towtheitraditional scholastic treatment of history as a study of battles and
dates, "causality" and great men, becomes apparent from statements such as

the following:

The dead and their experiénces, the universally human and every-
day, are our memory, seen historically(.]

What do T care about dates or the boots: of the Swedish kings?

Thus I turn to: what has been writfen in books of letters, memoirs

and diaries: by simple, ordinary people, to- their everyday life or

Sunday.zoo

Like many other poems in the open-form, the Elegy reads like: an assem-
blage of apparently raﬁdomiy selected elements, elements chosen almosi more
for their documentary value than for any other reason. The result is a kind
of eclectic, documentary "Gesamtkunstwerk."201 Two early commentarieslindi-
cate: that EkelSf at an early stage of his: development had a positive appraisal
of the: idea of a "Gesamtkunstwerk," or "universalkonst" (universal art form) -
"blandad konst" (mixed art form) in his own terminology. This "universal-
konst" founded on a free movement between the various normally distinct art

forms is seen as analogous to the flux: of life itself, to the interconnected=-

ness of all things:

In daily life everything has of course associations with every-
thing else; everything is connected. Not only sounds have: associ-
ations with sounds, thoughts with thoughis: in that case the uni=-

verse would be shattered into an endless number of categories[J



This-repudia;«'l;ion on b}ihciple of mixed art forms which nowa-
days appears to be in good taste is odd. I can accept that
from a practical point of view in most cases, but,.. every
emotional experience in life is nonetheless .practically
conditioned by this free movement between the art forms. An
artist whose soul is closed to one of them must very likely
have some: defect as an artist and the person who is only capa-
ble of one thing unavoidably turns into an Arnold Ljungdal.

But even if for practical reasons the art forms are prohibited
from coming together and fusing in a single one;, éctiéaii ’

they nonetheless do so on our inner stages « » .202

It is in the essay "Konsten och livet" that Ekel8f's interest in the idea

of a "universalkonst" obtains it most systematic fc;rmulation; here Ekellf
views: the insistence: on the purity of the individual art form, on its: isola-
tion from any other art forms, as proof of the sclerosis of form which charac-
terizes art once 1t loses contact with life, with "1ivsinnehg.11," and becomes
aestheticism. EkelBf's positive evalua.ti’on of "universalkonst," of which

he sees: Rimbaud~-the: Rimbaud of' the: "Lettre du voyant" who had ﬁitten: "Cette
langue sera de 1'4me pour 1'Ame, résumant tout, parfums, sons, couleurs

o o ."203--3.-8 one of the first advocetes, is motivated by his belief that
onlys such a movement between the art forms cam enable ar$. to maintain its
contact with: the source of life and to sustain a productive interplay of

form and content. It is such a mixture of the art forms in "universalkonst!

which allows art to retain a necessary "konkretion" (concreteness):

On. the: other hand concreteness is reponsible. for. perspective in
painting, for the programme, i.e., the literary stamp, in misice
On the whole all concrete art strives to fuse with other art to
produce in the richest combination something:which borders on the
universal art form.

Thils universal art form which has been a dream since time
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immemorial and has perhaps. attained its utopia-~-cutside of
literature--in the opera, aims at becoming a: simulianeous
symphonic mixture of all sensory, emétional and intellectual
delights. In other words it resembles to a. bewildering extent
life such as every man desires. it should. be; life freed from the
greyness and monotony of daily existencej life in all its for-
bidden wealth of feelings, instincts, possibilities, dreams;
life in freedom, filled with all that which conventions and

the sterilized humanity which goes under the name of morality,
the state and religion have suppressed, banished to the night
and to silence. In this very fantastic utopia: the universal
art form, the goal of art's evolution can be dreamt of: its identi-
fication with life.204

Because of its Rimbaldian idealism one may view Ekel8f's programmatic
exposition of his: views on the "Gesamtkungtwerk" in the abo;e passage wifh
a certain amount of scepticism, but even what has: to be a later commentary
in EkelBf's hand demonstrates: the poet!s interéaxlin; if’ not entirely unmixed -
feélihgsitowards, that particular artiétic utopia. Here EkelBf's scepticism
towards the notion of a "Gesamtkunstwerk" is certainly more pronounced tut
it seemss to Be based more on a realization of the impracticability of such
an art form given the overspecialization of the particular artist working in

a particular medium than on & compilete refusal of the notion per ses

Art is something whole and indivisible. I believe for example
that the: reason why there: are so many insignificant composers is
that they hawve an undeveloped taste as regards painting and liter-
ature. They are: too specialized, they are "Fachidioten." How '
often can't one tell this by looking at their choice of romance
texts (not even to speak of the treatment) and what can one say
about that Scheusal of a "Gesamtkunsiwerk," the romantic operae.
The same is true of painters, who often have a childish if not
a spiteful attitude towards "iterature," towards that which they

think is literature. The same is true of poets who are 80



unmusical that they for example transpose the» sonnet form to
languages whose natural melody it doesn't suit. Or who in the
tinkling of rhymes see the one and only bliss. There is:no
question of there ever being a "Gesamtkunstwerk." But one would
like to seé works which have been made: by artists who have a
versatile sensibility and whiich would be received by a public
with an all-round cultures But for God's sake spare us from

the outset such terms as "Cesamtkiinstler." To be an artist with
versatility of sensibility does not mean that one should be able
to: compose, be able to paint in order to Ye aﬁ.é to: writes On the

other hand one ought to be able to express: oneself with versatility

205

within onets limited medium.

The interest in the: documentary, in the: poeti"c value of the documentary
lies behind Ekeldf's quote from the epigraphist C. M. Kaufmann in the note
which closess the Elegy: "'Die Inschriften sind nicht Denkm{ler der Literatur,
sonderm des: Lebens!'" Just as he has chosen to retain "the often grotesque
spelling and syntax" (dén ofta groteska stavmingen och syntaxen) of the
vulgar Latin texts: in the Latin section of the: poem, EkelBf has conserved
Swedenborgt's 18th century spelling and syntax in his two 1ong direct quotes
firom the létter's Derbbken. In both cases it is a definite concern: for
the documentary authenticity of the subject. matter in question--in defiance
of all eventual charges of preciosity--which has: motivated the author's
choice of text. The use of on the one hand a highly demotic Latin tei‘b,
on the other hand of a Swedish text which even in Per Erik Wahlund's
modernization from 1964 poses: considerable difficulties for the uﬁi;.niﬁiate‘d
reader, since it possesses: a grammar which is often more parata‘ct'ic than

hypotactic, is of.course well designed .to provoke' the protests' of “the critics

insistent on complete: intelligibility. .It seems: to: be Ekel8f's almost archeo~

logical concern: for the integrity of the text from the past, the text whose

archaic spelling and syntax is a guarantee of its:authenticity, which has



motivated the author's "preciosity." EkelBf's archeological emphasis on
the documentary value of the original spelling and syntax becomes evident
in his critique of Per Erik Wahlund's unfortunate: modernization of Sweden-

borg's text in a review written for BLM‘(1953):

In the first place he | Wahlund| has felt himself: called upon
to normalize Swedenborg's "barbaric spelling and punctuation.”
It may well be barbaric or primitive, but in my opinion to do
so is to deprive the original of a certain amount of its charm,
a: charm characteristic of the: period, and, without any comparison
in other respects, that is a. procedure of the same sort as when
the: Vatican curators took their old chaps and without grasping
the antique skin treatment which certain marble statues must have
had at one: time polished them'121pé presumably wearing them down

0

several essential millimetres.

Helen: Gardner in her criticism of Eliot's Four Quartets has taken exception

to Eliot's use of the archaic spelling and syntax in his quote from Thomas

Elyot's The Governour in the first section of East Coker:

The dancing figures round the: bonfire are described in words taken

from Sir Thomas Elytt's The Governour, where- he praises dancing

as a type of matrimony. The archaic spelling calls attention to
the quotation, which, though apt in a poem dealing with the poet'ss
207 .

ancestor's, seems to me a little precious.
The passage in question reads:

The association of man and woman

In daunsinge, signifying matrimonie--
A dignified and commodiois sacrament.
Two. and two, necessarye coniunction,
Holding eche other by the hand or arm

Which betokeneth. concorde.

1o
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One: finds it rather hard to subscribe to: Gardnerts appraisal of the

Elyot. quote: in coridemning the use of thie: quote aswaﬁfected;;tﬁeworixic
seems4€bee engaging: in a* kind of precibsity of her own, while ignoring
that almost documentary, archeological element of fééfisé'which:marks s0
many; modern poems, Nor did Ekel8f find the: passage "precious," for in a
letter off 6 May 1941 to Georg Svensson of Bﬁnniersaregarding trapslamion
problems connected with his translation of East ébkéivinto Swedish he indi=-
cates hﬁssintentibn of” rendering the archaic EngliShrwﬁth 17th or 18th century
Swedish: "I shall replace the Chaucer spelling in section I with 17th-18th
century Swedish, the only possibility, since: earlier usage would lead to
incomprehensibility." (Chaucer-stavningen i I ersitter jag med svenskt 16-
1700-tal, den enda mBjliga, dgAtidigare Sprgkbruk skulle f8ra till obegrip-

208 The: result of Ekel8f's translation endeavours is his: curiously

lighet.)

"Swedenborgian" but rather effective rendering:

f8rbundet mellan man och kvinna

ij Dantz, will s#ija wthi. Hionelag--
et tHckeligit och wrdigit Sacrament.
Tv8 och tvg, een allom nBdhig: Paar-Lek
aff Makar, hand i hand och arm i arm,
hwilkett beteknar Eeni’ghe--t.zo9

The Problem of Unity: The Elegy as an Open-Form

The publication: of large portions of Eh‘M81ha-Elégivﬁn various: Swedish

literary journals over:a: period ofl many years;, Ekell8fi's: established reputa-
tion in Sweden as an artist of first importance and the: author's: own commen-
taries: to the: already published fragments: of the poem as well as his exposi-

tion of plans: for its: contimuation must all have contributed. to what has



been called by one critic the "legend" of MBlna. Thus: the: Swedish poet

and critic Karl Vennberg could write on the day before the offiéial issue

of the poem: "It's: not every week that a critic is given the task of writing
about a poetry collection which has already become: a legend." (Det intriffar
inte varje vecka: att en kritiker st#lls inf¥r uppgiften att skriva: om: en
diktsamling som redan har hunnit bli en legend.)21o> Given the: excessive
expectations of Swedish readers and critics, it was perhaps imevitable that
many should experience the poem in its "definitive" form, that is: with not

a great deal of material beyond what had already been issued as fragments: in
various journals, as somewhat of an anticlimam, Artur Lundkvist's generally

negative appraisell off the work: in Stockholms-Tidningen is representative of.

this latter attitude:

Already in the early 40's Gummar Ekel8f published fragiients of A
MBlna Elegy. But only now is this work available, if not comple-

ted: at least turned over to its: readers. . o o In the process; it
deprives itself of some: of the legendary halo which came 4o sur-
round ite o o » But I doubt: that this poem contains the great

experience which waSvexpected.211

At the end of his diisparaging review, Lundkvist laments the fragmentariness

of the Elegy, its lack: ofl composition and unity:

A MBlns. Elegy -gives: the impression off being & great poenm. in its
conception and aims but fails in the execution. It grasps: for
magic but loses itself in fragmentariness, in a casualness which
disperses rather than-liberating. The symbolism peeps out mocking-
ly only to disappear. Ekeldf is unable to raise his process: off
petrification, his sense of living death up: to azuniﬁied vision.

The result. i's something broken, a poetry in ruins:, .-, ,212

It is curious to note: that T. S. Eliot should employ the same term "rmins"

120



to characterize the fragmentary, open structure: of his own poem The Waste
Land (1ihe:430): "These fragments I have shored against my ruins.”" That
one may attribute the open structure: of Ekel8f's poem to a: mere: insufficien-
cys of the artist, ass Lundkvist suggested, is disproven by such factors as
the intentional associastiveness which EkelBf viewed as one of the effects--
effects on the reader--which he was: trying tovachiewe, )

Sverker Ek: in his: important essay on En MUlna-Elégi.(see bibliography)
has: stressed the fact that EkelBf found in his "musical conception: of poet: ﬁ
(musikaliska uppfattningen av dikt) the aesthetic solution to the: problem of
how to: lend the "compositionless" open-form nonetheless a certain struc-
ture.213 Thils view seems indeed to be confirmed to a certain extent by a
more generali assertion made by Ekelbf in a note in his notebook E (from the:
early 30'3): "Word-music:/ which gives the meaningless poem / a meaning /
regularity." (Ordmusiken / som ger den:meningsl8sa dikten / en mening /
regelbundenheten.) One cannot, however, subscribe completely to Ek's solu-
tion of the problem of unity in the Elegy by recurrence to*the traditional
but nonetheless rather dubious concept of "musical structure," for it is,

as Ekbert Faas: has maintained in respect to the open-form: of The Waste Land,

& kind of emergency exit for those critics who are unwilling or incapable
of confronting the open structure on its own terms:and fall back on the:
traditional concept of "organic unity," of which the idea of musical struc-
ture: seems to be & convenient but inadequate appendix,

That Ek:is still dominated by the desire to uncover some kind of "organ;
iic unity" behind the apparent chaos of the open structure which is En MBlina
Elegi iis further evidenced by the fact that he resorts to the equally dubious
thesis whereby the poem's lyrical "I" (jag) despite all the contingency and
complexity which characterizes it would constitute the unifying; principle of

the poem; a bit in the same fashion as Eliot in his notes to the poem has:
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recourse to Tiresias as the focel point of The Waste Land. Ek writes

im this respect: "The: ego's nucleus, which at the same time listens passively
and participates actively, turns:out to be the organic unity which is present
in the accidental and momentary. Despite its amorphic outlines it is the
unifying principle of the poem!s structure." (Jagets kirna, pa en gong
passivt lyssnande och aktivt medverkande, blir den organiska enhet som fimns
ii det slumpmissiga: och tillf#lliga. Dem blir trots sitt amorfa grunddrag
den 8vergripande principen i diktens uppbyggnad.)214 If we understand by
"organic unity" a unifying principle which is concretely anchored in the:
determinate: code or system of signs which is the poem or text, then we have
to admit that this "I" as:Ek defines it:is in no way materially given; it is
rather the result--one of an infinite mumber of equally valid reader respon=-
gses--of the interplay between the objective stimulus of the poem: and the
purely open structure of one particular reader's subjectivity. If we accept
Ek!'s argumentation, we are: confronted with an:unavoidable contradiction: if
the unity off thes work is, as: Ekeclaims, "organic," it has to be anchored in
the concrete fact which is: the text, i.e. there has: to be a verifiable, con-
crete orientation, represented by the signs of the text, which allows the
reader to> establish or reconstruct the: consistency of_the work despite its
apparent amorphousness; at the same time, however, Ek's analysis presupposes:
that the reader approach the "I" of the: poem as a kind of fictional charac-
ter orr Ekel8fian alter ego and £hat hie be able to:accept and eventually
overcome the inconsistencies of the: poem: at least by referring them all to
this central "I." But the latter implies a sort of phenomenology of the:
reader's role whiich seems to overburden the activity of the reader ahd unders
mine the idea of an "organic unity." The supposed explanation is thus self=-
contradictory. Of course the act of reading can be nothing else besides just

such a more or less contingent interplay between the objectively given signs
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of the text and the reader's subjectivity, for as even such a formalist
critiic as: Cleanth Brooks with his: emphasis on.the text as artifact has to
admit: "Moreover, the formalist critic knows as well as anyone that liter-
ary. works are merely potential until they are:read--that is, that they

are: recreated in the minds of actual readers, who vary enormously in their
capabilities, their interesats, ﬁheir prejudices, their i’deas."z15 Hugh
Kenner in'an essay on Eliot makes: a remark concerning the latter's Pruf-
rock which seems to have some relevance to: the problem under discussion and
could well serve as a rebuttal of all attempts to establish the unity of the:!
poem through: recourse to the notion that the poem's "I"--Fe there such a

thing-~can be viewed-as a kind of fictional charaéter:

J. Alfred Prufrock is a name plus:a Voice., Hé isn't a "character"
cut out of the rest of the universe and equipped with a history
and a little necessary context, like the speaker of a Browning
monologue. We have no information about him whatever. « « . Nor
is he an Everyman, surrounded by poetic effects: the range of
"treatment" is excessive. Everyman's mind doesn't teem with allu~
sions to Hesiod, Hamlet, Lazarus, Falstaff, entomology, eschatology,
John the Baptist, mermaids., What Prufrock is, is the name of a
possible zone of consciousness where. these materialls can maintain
a vague congruity; no more than that; certainly not a person. You
are not in allowing their intermodulations to echo in youxr mind,
deepening your apprehension of an imagined character, such as Ham-
let, or discerning his boundaries; Prufrock is strangely boundless;
one doesn't affirm at a given point with certainty, '"Here is where,
his knowledge would have stopped," or "These are subtleties to
which he: would not have aspired.” Like the thing you look at when
you raise your eyes from this page, he is the center of a.field of
consciousness, rather yours than his: a focussing of the reader's
attention, in a world'made-up not of cows and“stones but of litew-
ary "effects" and memories: prompted by words.21



On the other hand the refusal of the notion of "organic unity" with

respect to En M8lna-Elegi does not imply the other extreme of complete

formlessness or chaos. As Umberto Eco has made clear in his book on the

open-form Opera aperta, there is a sense in which every work. of literary

art is onﬁthe‘one hand "open," on the other hand structured and closed.
Every: work of art possesses what Eco calls its own "field of suggestive~

ness" (campo di suggestiviﬁh) and no matter how traditional and anchored

in a stable world view it may be (La Divina Commedia being the: ideal example),
it. still possesses: a certain openness in that it always Ieaves room for an
infinite: number of repetitions of the cqntinually varying process of consump-
tion or "fruition" (fruizione) as Eco designates it: "Openness is therefore,
from this point of view, the dondition of every aesthetic fruition and every
enjoyable/Lfruibile] form as far as it is endowed with aesthetic ¥alue is
topen,' It is so, as we have seen, even when the artist aims at ancuneguiv-
ocal and unambiguous commmnication." (L'apertura: quindi e, sotto questo
aspetto, la céondizione di,ognf,fruizione estetica e ogni forma. fruibile in
quanto: dotata di valore estetico e "aperta". Lo\e, come si.e visto, anche
quando l'artista mira. a una commnicazione univoca e non ambigua.f17‘ﬁk©ﬂ&w
same time, a completely structureless work of art is inconceivable and a
contradiction in terms, since disorder only siggifiéélagainsx & background
of order. There is, to continue the summary of Eco's thought, a threshold
beyond which disorder or chaos ceases: to be "informative" and artistic. In
other words, there is a: necessary suggestiveness inherent in any true: work
of art so long as: it is not the most banal example of completely referential -
prose, and yet every suggestiveness is an "oriented suggestiveness" (sugges~
tione orientata). Thus every work: has aspects of openness and closure and
the terms "open-form" and "closed form" are Ffelative and not absolute: con-

cepts.
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Another aspect of the problem of unity in the Elegy can be: insisted
upon: the problem of EkelBf's supposedly evolving conception of the: poem
ovef fhe é} years during which he workéd on it., Ek stresses the fact that
the first and oldest parts of the poem are essentially lyrical in quality:
and more openly rhetorical, whereas the sections composed later on have a
more documentary, epic and associative quality: "One seems to observe a dis-
placement from pure lyric poetry towards an epic Odyssey, which is entirely
in keeping with the previously cited change from lyrical fiction to the liter-
ary 'document.'" (Men tycker siig kunna iaktta en fBrskﬁutning:frgn central -
lyrik till episk: odyssé, som ligger helt i linje  med den redan pgpekade
f8rdndringen frén lyrisk fiktion till litterirt "dokumenﬁ".)218

Pir HellstrBm in his dissertation on Ekélbf;ss"Strouﬂtes poetry"
(Strountesdiktning) mentions briefly the problem.of unity of composition

in En MBlna-Elegi. His emphasiis is on Ekel8f's: revision of his aesthetic

views towards a poetics of the: "antiaesthetic" during the 50's and the impact
thet this revision had on the  "work in progess!" En M8lna-Elegi: the interest
in musically drchestrated4works in the grand format gave place to an interest
in the less polished, the puwposefully incomplete, fragmentary and associa-
tive-suggestive. The result of thils development in the poet's aesthetics
was, according to HellstrBm, the rupture between the: essentiallys lyrical
quality of the: poem's beginning and the merely associative, documentary
character of the last sections to: be completed, in particular such elements
as the use of vulgar Latin graffiti. HellstrBm stresses the: chaotic effect
that this revised conception of art had on the structure of the: poem as a

whole:

The difficulties which EkelBf had in completing A M8lna Elegy
can very well be thought to be due to the form: in which the great
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poem had been: conceived and which was now experienced as inappro-
priate or out-of-date. The richly orchestrated and many-sided
composiition gave way to a poetry of the unpolished and purely
suggestives, o o o

The fragmentary and chaotic impression that A Mblha Elegy

makes appears in this light to be unavoidable. During the decades
during which the poem came: into being, EkelB8f came to revise his
views on art. In the published version the: two methods of compo-
sition which the poet struggled with during the lengthy period of
composition clash with emch other. In this respect the Elegy is
an unusually telling testimonial to the changes in his; conception

219

of art.

In. view off Ekel8f's: very early interest in such aspects of poetry as the
"charm of the indistinct" and his refusal of an all too strict and academic

approach to the problem of unity (witness his defence of The Red Room against
220
)s

the: charge of having no unity it ils only with reservations that one can
accept Hellstr¥m's view that EkelBf's aesthetic views underwent a radical
revision and that the result of thils revision can be seen in the "chaotic"

effect which En M8lna-Elegi makes, Hellstrbm's insistence on the importance

of unity as an artistic criterion is all the more surprising coming from a
critic who has demonstrated an acute awareness of those very same aspects of
EkelBf's aesthetics which motivated hiis use of the*open-form.221

The obsession of contemporary academic criticism with the problem of
unity seems to be an attitude least likely to give an adequate representa-
tion of the essence of modern open-form poetry such as Eliot's The Waste

Land, Ezra Pound's Cantos, William Carlos Williams' Paterson or Gunnar Eke-

18f's En MB8Ina-Elegi. With his formalist critic's credo off 1951, Cleanth

Brooks can serve as an example of the critic who: demonstrates an excessive
concern: for problems of unity when he: writes "That the primary concern of

criticism ils with the problem of' unity--the kind of whole which the literary
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work forms: or fails to form, and the relation of the various parts to each:

other in buildingupvthisawhole'."z22 This concept of "organic unity," as

the Princeton Encyclopedia of Poetry and Poetics indicates, goes: back: as

far as Plato's dialogue Phaedrus, where Socrates develops the concept in

his: discussion of the ideal discou:nse:zz3

Well, there is one point at least which I think you will admit,
namely that any discourse  ought. to: Be constructed like a living:
creature, with its: own: body, as:it were; it must not lack: either
head or feet; it must have: a middle and extremities so compesed

as to. suit each other and the whole work.224

Socrates speaks further of bringing "a: dispersed plurality under a single
form, seeing it all together."225
The incapacity of such a: concept as "organic unity" to deal effectively
with certain literary forms, all the ﬁay from classical Greco-Roman litera-
ture itself to Montaigne's ggggig, is obwious. Hugo Friedrich in his criti-'
cal masterpiece Montaigne: has described the rise of the open-form in Renais-
sance literature of the 15th century (Rabelais, Erasmus, Montaigne).226
There is a long metapoetic: passage: in the essay "De la vanité" (Livre: III,
Chapitre IX) where Montaigne explains and justifies his conscious and delib-
erate cultivation of "disorder" as a means of necessitating the active partic-

ipation of the reader; in a sense he is here justifyingrhis use of the open-

form:

J'entends que la matiere se distingue soy-mesmes. Elle montre
assez: ou elle se change, ou elle conclud, ou elle commence, ou elle
se reprend, sans l'entrelasser de parolles de liaison et de coustre
introduictes pour le service des oreilles foibles et nonchallantes,
et sans mé gloser moy-mesme, Qui est celuy qui n'ayme mieux -

n'estre pas leu que de l'estre en dormant ou en fuyant? ¢ « »



Puisque je ne puis arrester l'attention du lecteur par le
pois, "manco male" s!il advient que je l'arreste par mon

embrouilleuree o« o .227

Egbert Faas has summarized the: inadequacy of criticism dominated by the

concept of unity or holism tw deal wﬁthtwdrké in the open-form:

.Die-akademische Literaturkritik: hat, von wenigen Ausnahmen
abgesehen, diese Lehre noch nicht zu ziehen vermocht. Was sich
zumindest aus unserer Warte als unzweifelhaft offene Strukiur
erweist, wird von ihr entweder in das: Prokrustesbett einer veral-
teten Vorstellung von der Einheit des Dichtwerks zu zwingen ver-

sucht oder nach:dem gleichen Prinzip als strukturlos abgetan.228

Faas goes on to cite the criticism of The Waste land as an example off the

limitations of holistic interpretation:

Die Sekundlrliteratur: zum Waste Land bietet nur zahlreichere Bei-
spiele desselben gegenwartsfernen Unverstands. So bezeichnen die ,
meisten Kritiker das: Gedicht entweder--wie Eliot selbst--als struk-
turlos, oder sie entdecken: derin eine mehr oder weniger fragwlirdige
Einheit des Themas oder Aufbaus, archetypisch-mythologischer.,pat-
terns", der Aussageperspektive oder: musikalischer Strukturen. Ob
die: Holismusvorstellung iberhaupt auf das: Gedicht: anwendbar ist,
wird mur in den wenigsten Fillen gefragt. Und selbst, wo: z.B. bei
I. A, Richards derlei. Zweifel laut werden, filhren diese nicht zu
dem Versuch, das. Gedicht ausserhalb der fast unsere gesamte Litera-
turkritik beherrg;henden Vorstellung von der Einheit des Dicht-

9

werks zu deuten.

In: support of Faas' conclusions with respect to The Waste lLand as an open-

form poem, one: can cite the excellent essay of Wolfgang Iser which deals
" with Eliot's poem. Iser convincingly demonstrates how the readerts cone-
sciousness or "Reflexion" in its attempts to establish the consistency or

unity of the poem eventually comes to totally contradictory conclusions: and
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ultimately is: forced to: deny that the poem possesses: unity in any tradi-

tional. sense:

Wirde es der Reflexion gelingen, die in den Hinweisen versteckten
Zusammenhiingen zu einer umfassendem Integration zu bringen, so wire
eine solche Dichtung nichts weiter als ein Ritsel flir Kiindige und
Gelehrte. Die Eliotkommentare lassen tatsichlich manchmal diesen
Eindruck aufkommen., Es wird eine Konsistenz zwischen allen aus-
gearbeiteten MBglichkeiten hergestellt, die das erzeugte.Gesamt-
bild bisweilen als h8chst abstrus erscheinen 14sst. « « « Die von
der Reflexion erfahrenen Konsistenzbrtiche erscheinen als: Auffor-
derung zu unentwegter Suche, in deren Verlauf alle Anspielungen
auf ihre zusammenhangsbildende Funktion befragt werden. Die da-
durch freigesetzte Produktivitdt erfihrt aber alle von ihr artiku-
lierten Entwlirfe, das Ganze in eine duirchgingige Zusammenhang zu

bringen als eine Fiktion.230
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"There: is: mo: subject in which we  must proceed with more eaution than im
tracing: the history off the: arts: and sciences; lest we: assign. causess which
never existed and reduce: what iss merely contingent to stable: and umiversail

principless" (Dawid Hume)

" Influence: scholarship should e re-examined altogether; the: inclination
towards: this: causality mania reduced. The relatively minor importance of
literary inflluences compared with other things:in the: way off impulses which
life has: to offer," (Gunnar Ekeldf)

- b o N PR .. 5 . .
"Je n'aime guere: le: mot influence, qui. ne designe qu'une ignorance ou une

hypothese." (Paul. Valéry)



The Problem of Influence: Ekel8f, Eliot and "le Démon: de 1'analogie’
The: Concept -of Influence and the Questionability of Influence Studiess

The problem of literary influence has been: one of the central concerns
of' comparative: literature: and of comparative literary studies since their
conception in the: 19th century. Thus Paul Vam Tieghem cam speak: of '"cette
notiom d'influence: quil est au coeur méme: des: etudes de littérature com-

n231 Just how closely: the concept of influence, implying as it

parees « o o
doess notions of causality, is:related to positivism and the scientiflic,
philosophical and epistemological concerns of the: 19th century is: not some-
thing which need concerm us here, VBut the: awareness of the: concept of influ-
ence: as it is employed in modern usage, that is: as the particular indebted=
hess of” a particular writer to another insofar as: hils reading or study ofl
his: predecessor: has: affected organically his own creative process and possi=
bly But not necessarily left residue: of this state: of hawving been affected
in the form of specific formal or ideal aspects of his own: work which are
reminiscent: off that of his predecessor; is undoubtedly a characteristically
recent development in Western man's view of the literary process and one

which has: to be related to the modern, post-Romantic obsession with "origi-

nality," for as Ronald Primeau has written:

As: long as originality was not the primary criterion of aesthetic
value, the: pervasive linearity of literary inflluence: was newer: a
real threat to the imitator. Because classical imitation was: &
species of discipline: for the purpose of lia‘deraetion; the writer
experienced little of the confiinement that later came to: be associ-

232

ated with staying too close to one's influences.

131



Ekel8f himself hms expressed an awareness of the inhibiting, limiting effeet

which: the: post-Romantic preoccupation with""originality" has: hiad on the artist

when in a rewview of Erik Lihdegren'&sS#iter (Suites) he gives: a very positiwe
evaluation of'the3latter'sapoetic:préctice?and of his: incorporation of the:

whole poetic tradition:

But T believe: that it is in that direction that one has: to look

for the key to that form of poetry of which it is here a question,.
As a means of expression for experience it employs:not only a
personall language determined by influences and by its own formal
endeavours; it wants to employ poetry as a whole, as:a canon. This
in its turn represents: a revival of pre-romantic ideals: or: rather
of pre-romantic practice. It was romanticism that a tout prix
wanted to be itself. Before that one drew much more on common

233

sources,

" Recent examinations of the concept of "influence" and of the philosophi-
cal, epistemological, psychological and methodological problems and difficul-

ties which studies in influence pose: have, if nothing else, rewealed the:

inescapable complexity of all attempts to verify if an influence has actually

occurred, A resl influence may be the: result of contact with apparently sec-
ondary works of art rather than with those of the undisputed masxeré. The
influence may have: exerted itself largely on the--for the students of influ-
ence--shaky ground of the influenced artist's psyche and through: a process

of displacement left little: or no verifiable: traces; conversely, supposed
textual similarities: or overlappings: between: the works of two artists who

are assumed® to stand in a causal relationship with each other may be purely
contingent coincidences or parallelisms, more the product. of the "Zeitgeist"
tham of one artist's: effect on another, The danger in the latter case is of

course that the critic or scholar may attribute: an' influence where he should
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have beem content with his: own. private associations.

The moral problems.of literary indebtedness are, at least in the
moderm context, just as obvious: and difficult to avoid: if one writer has
"influenced" another, the: critic-scholar who  establishes the influence
willingly or unwillingly contributes to the: belief that the: later, influ-
enced writer is in.some sense less original or inmovative, that he:owes a
debt to: hils usually more famous: predecessor’ which he: has to repay or acknowl-
edge: or in extreme cases; that he:is even guilty of having appropriated an
artistic method, a pamticuiar style or technique for his: own use without
properly acknowledging the debt. Frequently, ifl the: critic himself does not
draw such explicit conclusions, his readers, steeped as they are: in the post=-
Romantic concern for originality, may well draw such conclusions. themselves
merely on the basis of the critic's having established an analogy or simi=-
larity between the two artists in question. GYran Herme:rén in his book

Influence in Art and Li.t.erad:ﬁre‘, which: is the: first and only systematic study

off the epistemological, logical and philosophical difficulties: posed by
studies off influence, has stresséd the- dangers: coupled with such a moralistic

view: of infilluence:

The: moral of this [Shakespea—xre-"s borrowings: from previous: writ’ers]
ig; that one should have a less moralistic view of influence; it
need not be a fault or a: sign. of weakness to be influenced by

others; and this, in turn, would be: to challenge: the basically
234

Romantic conception of originality as:the supreme: value: in arte.

Given the: often vague application of the term, it seems advisable: to:
reserve  the concept of "influence" for those particular modifications which
the work of one particular writer or artist. has undergone due to his: having:

had: contact with the work of a previous writer or artist. Influence in the
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sense of literary fortune or of the reception of a particular writer in say
a foreign country, for example: the reception of' T+ S. Elio#:in the: Sweden

of the 30's and 40's, poses problems which are of a more: generally socio-
logical or historical nature and thus belongs, strictly speaking, more to

the domain of literary history or even the sociology of literature than: to
that of literary criticism in the narrow sense of the: term, of whiich: infllu-
ence studies may be considered to be a subordinate: category, although obvie
ously the positive reception of a given writer in a given milieu and at a
given time may have been conducive: to: that effect which one calls "influ-
ence" in the strict sense, i.e. the effect both artistic and psychological

of the work of one writer-artist on another. It is equally possible, however,
that such @ positive reception insofar as it created a common ground of assoe-
ciation among a certain group of readers and critics may have encouraged: the
advancement of false claims of influence with respect to that particular
writer who was in the limelight and a lesser known indigenous: writer. .This
could well have been the: case with T. S. Eliot and Gunnar Ekel8f during the
30's and 40's when theequeséion of inflluence was first brought.up.

In accordance witthermerén's>exposition of the: problems of influence,
it is perhaps: necessary to make a: distinction between: artistic and non-
artistic influence and between psychological and artistiq-literary influ-
ence. A non-artistic influence would be: of the type "EkelBf's travels in
Greece, Italy and Turkey"; am artistic one on the'othér haﬁdAhis studies: of
Sufic literature (Ibn al- 'Arab® for example)., As far as the distinction
between artistic and psychological influence is concerned, any artistic
influence necessarily implies: that a psychological influence has taken place,
whereas the converse is: not necessarily true: a strong psychological influ-

ence on an artist may have left little or no visible trace, no visible influ-



ence on the technical-artistic aspects. of his: work. Further, one can
distinguish between the: external conditions for determining whether an
influence has: taken place and the internal conditions: for the same. The
external conditions: include such conditions: as: the: "temporal requirement"
(Hermereén) (X cannot have influenced Y unless Y follows: X) and the "require-
ment of contact" (Hermerén) (X carmot have influenced Y with respect to a
particular artistic aspect a unless Y was familiar with X with respect to
a). The external conditions for influence thus.reflect the history of
the influenced writer's-artist's contact with a previous writer or artist
and the scholar or student of influence in his attempt to determine: whethexr:
or not such conditions have: been fulfilled can content himself at this level
with questions of chronology ("Did the first draft of poem Y created by poet
B come into existence before he made the acquaintance of poem X by poet A,
The internal requirements:; or conditions of influence, on the other hénd,
refer to those particular formal, technical or artistic similarities between
two literary or artistic works, similarities which seem to substantiate the
fact th&$ one of the: two works: in question has been influenced by the other:
for example, the use of the quotation-allusion technique in EkelBf's En
Mﬁlna-Elegi may be taken as proof of the fact thait the poem hasrﬁeén inflﬁ-
enced in this respect by T. S. Eliot's use of a similar technique in The
Waste: Land. In this context it is, however, important to distinguish te-
tween sigﬁificant or relevant similarities and irrelevant ones. The former
speak: in favour of the attribution of influencg, providing any reader under
"normal" conditions: would become aware of them; irrelevant or ingignificant
similarities are: those which result from the fact that two writers partici-
pate in the same artistic convention, use the same source: or work: in the

same medium. The relevant similarities, on the ocetitrary, are sufficiently
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precise, that is tell one enough about the artistic specificity orr individu-
ality of the two works considered to fﬁnction as an index of possible influ-
ence. That both Ekel8f and Eliot have: written long poems in free verse or
that both make use of an allusion-quotation technique are: not in themselves
sufficiently precise similarities to be used as the: basis of claims: of influ-
ence, since innumerable other modern poets.such as Pound have also used the
same techniques. Only the internal conditions: for influence, that is; the
domain of relevant artistic: similarities, place the critic in the domain of
literary criticism strictly speaking, whose main}task.is;the‘Qdescription,
analysis and interpretation of works of art"zss; the study of.the external
conditions:; belongs more to the arem of litefary history. -

The greatest mistake of those critics attempting to establish the influ-
ence of one: writer on another is to attribute an influence where there is a
mere¥temporal succession and nonexclusive simildrities. As;Hermerén and -
other theoreticians of influence have pointed out, however, 'there can be

"236 Under=

influence without similarity and similarity without influencé.
standing ex nihilo seems indeed to be: & human impossibility; if seems' as: if
we can only understand a thing in terms of what we have already encountered,
in terms: of our previous; experience> with things. To grasp<what‘Joyce in
lesseéﬁcails the: "whatness" of a thing, in other words what gives it its
individuality and makes: it entirely distinct from other things, is:reserved
for those exclusive: moments of epiphany where one is able to set aside all
teleological thinking, all subordination of one's thought and perception to
one!s will., It.is perhaps something of the 1at£er "disinterested" grasp of

things which Rilke has achieved--or at least attempted. to achieve--in the

Neue Gedichtes Understanding is usually identified, however, with the

uncovering of identical structures: or gimilarities, Thus Hans: Ruin can
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speak of’ "what an enormous: role the search for analogies, identical struc-
fures, similar situations: and contexts plays: in all areas of culture"
(vilken enorm: roll uppletandet av motsvarigheter, identiska: strukturer,
liknande: situstioner och sammanhang spelar inom alla kulturgebit) and can
conclude: "There exists a need to tie together, grow together, generalize
which makes itself felt everywhere." (Det ges: ett behov att binda samman,
vxa ihop, f8rallminlige, som allestides gr sig gﬁllandes)257 In an

interesting commentary in his Cahier I, EkelSf himself has pointed to the

but if you see the sun shining, you immediately feel joy and
delight. That is indeed true: but if you were to imagine a newly
created human being old enough to have complete command of his:
senses but entirély without experience. He certainly would not
feel any joy at the fact that the sun was: shining the: first time:
he saw it[q Why? Because there is:no sensory impression which
givess you a feeling if you haven't previously experienced it. If
you see a thing which does not resemble anything else, which does;
not remind yow of anything you have seen previously, neither with
‘respect to its form, colour, smell or taste, what kind 6f feelings
would you feel if you saw it. Nothing if not perhaps a. feeling of
surprise at not feeling anything, at your emotional experience not
telling you: "Here ybu have this thing and that thing, that is
beautiful, that is ugly, that is dangerous: etc. etc.ba But if
that thing stung you or burned you, you would certainly never

238

again see it without a feeling of fear.

In his book Literature as System Claudio Cuillén makes an interesting

distinction between two modes of critical apprehension. The first he: calls
"assimilation," the second "accommodation." "Agsimilation," he writes,
"takes placé whenever the individual incorporates the data. of experience

into a previous logical framework,ﬁ239 ‘He writes further of this "assimila-



tive" mode of thought: "Most critics (or wrmiters: functioning as: critics)
view a new work: 'through' a system: they perceive, judge and decide, for
better or forr worse, within the coordinates of an available: critical -

n240 In a note he further defines the distinction between "asssimi-

scheme,
lation" and "accommodation": "Assimilation alone brings no effective: knéwl-

edge of the subject and is countered constantly by accommodation, throughn

which the subject actively participates: in the refinement of cognitive

schemes'."24"11

The great majority of influence studies; not even to speak:

of the more offhand statements about influence, would thus;, it would seem,
operate: well within the sphere of "assimilation" and only marginally and in
the: Best of cases: can one label them as examples of "accommodation" in
Guillen's sense, that is as significant contributions to a refinement of our
understanding of a particular writer or a particular artist on his: own termss.
From a general point of view this; is- indeed the predicament of most academic:
literary crittcism, that, to use Rolénd Barthes' term, it is: fundamentally
"analogical' rather than accommodative or produétivea In a criticism of’ the
"influence" mania of academic criticism in a commentary dated 1963,‘Eke16f'
uses the similar terms "receptive! and "productive" (corresponding. to =~ -
Guillén's "assimilative" and "accommodative! respeétively) to define the:

limitations of scholars: obsessed by problems of influence: and similarity:

For professors the following:;seems to be the case: their agsoci-
ationss are receptive, not productive (as writers: believe theirs
are, in doing which many are wrong and some are right). They
(the: professors: and those who will Become such) sit and read and
say to themselves: well I'1l be damned! That I recognize from
this or that French, English, German proto-type, or: well I'll be
damned! That person has: read about the» Oedipus complex or Yin
and Yeng., If they went out into life instead, the problem of

influence would not appear any more curious than that my stepfather
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Smith made things hard for me or than that my mother Jones:

and her lover Murray caused me to be torn between principles.242

A further reservation to be: held against the concept of influence and
against studies in influence has to do with the larger problem of causality:
mere temporal succession is: of’ course no indication or proof of a causal
relationshipyexisting between two elements involved in the succession, just
@s little as the uncovering of a supposed causal relationship does not neces-
sarily provide the key to: the: inner workings of either the thing; "caused" or:
the thing which "causes." Yet such false assumptions in all their banality
seem to be operatives in many a criticts: concern with influence. It is per-
haps Friedrich Nietzsche who has: provided the most fhorough modern critique
of the entire notion of causality, of the illusion of causality of which the
notion off "influence" may be viewed as a subdivision. Hé writes, for exam-
ple: "-Aus einer notwendigen Reihenfolge von Zustinden folgt giggﬁ.deren
Kausal-Verhfltniss . « « Es gibt weder: Ursachen, noch Wirkungen."243 In

another passage he writes:

Es gibt nicht, wie Kant meint, einen Kausalitits-Simm. Man wundert
sich, man ist beunruhigt, man will etwas Bekanntes, woran man sich
tialten kanm. « « o Sobald im Neuen uns etwas Altes aufgezeichnet
wird, s1nd wir beruhlgt. Der angebllche:Kausalltats-lnstlnkt ist

nur d1e Furcht vor dem Ungewohnten und der Versuch, in ihm etwas:

Bekanntes zu entdecken,--ein Suchen nlcht nach Ursachen, sondern
nach Békanntem.244

At the same time supposedl causality does not necessarily provide knowledge

of the things: involved in the: causal chain: "Aus seinen Ursachen 1Hsst sich
ein Ding nicht erraten, d.h. ein Ding=seinen Wirkungen. Die' Kemntnis der
Ursachen eines: Dinges gibt keine: Kenntnis seiner Wirkungen, d.h., keine Kennt-

nis d’es;Dinges."245 In = sense: the establishment of causality in many ..
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cages--and influence studies are a. good example--can from the point of view
of understanding the inner workings of  the élements in the causal chain be
a mere tautology comparable to the» mediaeval concept of” the "virtue" (the
reason why a particular drug or plant has a: purgative effect is that it pos-
esses "1a vertu purgative™). .Theﬁlate'19th‘centuryﬁscepticismltowarés :

the idéaiof causality affected the Nietzsche disciple Hermann Hesse, who in

the opening passage from his short travel journal.Dié”Nﬁihbérgér Reise (1927)

can conclude:

Grinde, so scheint mir, sind immer unklar, Kausalitidt findet im
Leben nirgends: statt, nur im Denken. Der vollkommen vergeistigte,
der Natur ganz und gar entwachsene Mensch zwar miisste fHhig sein,
in seinem Leben eine: lHickenlose Kausalitdt zu erkennen, und wire
berechtigt, die seinem Bewusstsein zugtinglichen Ursachen und An-
triebe . fiir die einzigen zu halten, denn er bestlinde ja ganz und
gar nur aus Bewusstsein. Doch habe ich einen solchen Menschen
oder einen solchen Gott noch niemals angetroffen, und bei uns

anderen Menschen erlaube ich mir, gegen alle Begrindungen eines
246

Tuns: oder Geschehens skeptisch zu sein.

Yet another reservation has to be held agminst the notion of" literary
influence and this is: that it tends to ignoré the transcendent element which
characterizes any gremt artist, his ability to- transcend or surpass the
material conditions of his environment, including his: influences, and to
reinterpret the borrowings:from his: predecessors on his own terms. In his
important essay "The Aesthetics of Literary Influence," Claudio Guillén has
warned against the extremes of viewing the: creative process either as; a mere
mechanical transposition of values: already present, let us. say in the form
of a particular artistic tradition or of a set of conventions; or as.a com-
pletely transcendent act of creation; neither of these extreme schemes; pro-

vides an adequate representation of the creative act as it is practiced by



the gifted artist:

Artistic: creation, according to this view, may be found some-
where bBetween two poles: the: process of transfer and reorgani-
zation mentioned above; and on the other end, the:religious
concept of absolute creation. Bbth notions are incompatible

with the peculiar nature of art. The former appears: to be based
on an unsatisfactory biological analogy. « « « Creation is a term
particularly adaptable to art insofar as: one excludes from it both

the extreme of creatio ex nihilo and the supposition that the: crea-

tive process: represents: a passage from one thing: to another within
the same order of reality (the same "unity," that is to say) with-

out a contrast, an effort, and a change of kiﬁd}247

Guillén's concept of displacement has an obvious applicability to the
problems of literary influence, which has to be seen not as a mechanical
transfer of elements from the writer who influences to the writer who is:
influenced (an unwritten assumption which appears: to underlie many a study
of influence), but rather as a psy#hological effect on the genetic process
which brings about: the new work of the: influenced writer, a psychological
impulse of which the critic or scholar may well uncover no textual traces:
whatsoever in the  new: work, and this by virtue: of the process of displacement
through which the: influenced writer assimilates, transforms and overcomes the:
original "genetic' incitation" (Guillén). Needless to say the process of dis-
placemént becomes even more extreme, to the extent of becoming virtually-
unanalyzable from the:scholar's point of wview, when the' influencing artist
and the influenced artist are working in two distinet artistic media, for
example the:film: and the literary text. The difficulties: conmected with
establishing the: contours: of an influence across the lines: of difféieht
media, say from painting to literature, are for the critie or scholar virtu-

ally insurmountable: and the: critics who: have studied the influences: on Eke=-

14
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18f may’ thus be excused somewhat for not having delved into some of the
non-literary influences which the Swede underwent, in particular such
things as: the moderm art of the: 20's  in Paris and the music: oft Stravinsky
(Both influences whiich: Ekel8f mentions: as having bBeen significant i‘mpulsem
behind his: earlys work in the: essay "S}jﬂivsyn"[Pe—rs.onal’ Obsenvation] ); the
fact remasins, however, that this: negligence is: more: convenient tham justi-

fiable, flor as EkelBf has written:

Tt is a complete and deplorable misconception that only liter-
ature, or: mainly: literature, cam infilluence literature. One can
say that thils i's'an unintelligent misconception. A poet can learn
so-called strictness of form in music, if anywhere, and why not-in
architecture, at leaast certain kinds: of architecture. What he -~
can learn firom painting: is: completely :'L‘nca‘l‘cpla‘B‘lee, for painting is

jtself = schooling in how one perceives, sees lifeand the: phenom-
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ens, which surround one.

According; to- Guillén the "fallacy of similarity" whereby the positivist
critic uncovers parallelisms, echoes or textual s.:imiia.rities between a work
Y created by B2and a work X created by B's predecessor A and thus infers an
influence of A on B is:an exemplifiication of the falsity of” the mechanistic
concept of transfer which most critics. have inherited from the 19th century.
For unless such echoes, parallelisms: and textual similarities, which of'ten
reside more in the: private associations: of’ the critic than in the artistic
horizon of either of the two artists involved, can be shown to have had &
decisiwve effect on the: genetic process resulting in work Y--and the diffi-
culties involwed in determining this: are: frequently insurmountable--, they
can hardly be put forward as:proofs of influence.

Despite: all the: above reservations: which would seem' to restrict the:

value or feasibility of influence studies in art and literature, the fact
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remdiins: that the: latter contime to flourish and that critics, even
prominent ones, contimue to make an offten: unreflected use of the concept

oft inflluence: in the belief that it somehow allows the student of litera-
ture and art to penetrate the functioning of the creative process. The
greatest danger facing academic: criticism is: what I have called the "fallacy
off similaxrity," whereby supposed similarities of technique, versification,
themes and the like are advenced, together with more or less: convincing:
proof’ of an influenced wiriter having;had contact in one: form or another with |
a previous.influencing writer, ass proofs of’ claims: of influence. Where there
are mere homoloZies at work, analogies are: drawn and from these analogies an
historical-causal dependence of one writer on another. The: establishment:
and substantiation of claims of influence is, however, not only a formal
problem: it is also, as: we: have seen, a psychological one as well as an his-
torical one., An awareness of the historical situation in which the two
writers function for whom an hypothesis: of influence is: to Be examined is

an absolute: necessity for the: scholar who wishes: to avoid the:' pitfall of
attributing "influence" where one is dezling merely with the contact of two
writers: with @ similar convention (say the use of the collage: or mosaic of
quotations in modern poetry from Pound and Eliot to William Carlos Williams:
and Gunnar Ekel8f), tradition or historical situation. In the: latter case
obwiously one has: to do» not with influence but rather with what Ekel8f in

an unpublished commentary on the problem of influence has ¢alled "parallel
phenomens, owing to @ similar situation, preconditions: and other things"
(parallellfBreteelser, beroende pg.': liknande situation, f8ruts#ttningar eller
anna'-t).249 The danger is of courseiheightened in the case of academic criti-
cism with its: largely analogical and assimilative bias. The critic or schol~
ar who is cautious and aware: of the difficulty of proving claims; of influence:

refrains altogether from drawing conclusions:as: to influence on the  basis of:
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mere similarities or homologies; a case: in point is Conradin Perner, who

in his: doctoral dissertation Gunnar EkelBfs Nacht am Horizont und seine

between EkelBf's early work and the work of Mallarmé, , cautiously refuses
to commit himself to: conclusions: about influence and chooses: to satisfy
himself with a synchronic rather than diachronic treatment of the relation-

ship between the two authors, concluding: "Dé.bei. ‘soll di"e Frage: nach einem

mBglichen Einfluss: von Mallarmé auf EkelBf beiseite géla:séén wérden, ihre:

Beantwortung; scheint uns nebensfchlich und wlrde uns sicher nicht weiter-
fihren, kbnnte uns im Gegenteil in h¥chst zweifelhafte, unsichere Fahrwasser:

lenken, n250

The: Farjesg.ng-—Four: Quartets Debate

The h:i;?s'tory of Gunnar Ekel8f's much disputed "Eliot-beroende" (Eliot
dependency or indebtedness) in Swédish academic a.nd critical circies provides
one with an ideal case history and reveals some of the dangers: and limita-
tions comnected with claims of "influence" in literature. The subject of
the: Nobel Prize: winner Eliot's supposed influence on the--at least on the
international 1eve1--re1ativély obscure EkelBf has: aroused considerable
debate in Sweden, a debate which ranges: from Anders: Osterling's: first very
cautious: intimation of a possible comnection between the: two ﬁiters in his:

1932 review of Sent pg jorden in the Svenska Dagbladet to Kjell Espmark's

important defence of Ekel8f's originality in an article in Bonniers LitterHra

Magasin of 1959 entitled "Ekelbf och Eliot" (Ekel8f and Eliot), an article
for which Ekel®f personally thanked the author-critic in a subsequent letter
to: the editor of the same year, to a more recent claim that despite: all pro-

tests: 1;0 the contrary EkelBf may have nonetheless been influenced significantly
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by Eliot in Karl Erik Lagerl8f's review: of Marie Louise Rammefalk's puli=

lished doctoral dissertation Tre 1lirédiktare., Studier i Harry Mamiinsons,

Gunnar Eke1Bfs och Karl Vemnbergs lyrik (Three Didactic Poets. Studies in the

Poetry of Harry Martinson, Gunnaerkelﬁfﬁ&nd Karl Vennberg). Outside of Eke=
18f's: important defence: of his: own artistic integrity and Qriginalityragainsm
the: charge of being an Eliot apprentice: in the essay “"Sjdlvsyn" in Blandade:
gééi, there are  mumerous: lengthy unpublished commentaries: in Ekelaﬁ's own

hand among the papers: in the: Gunnar Ekel8f qollection, Uppsala Univérsity'
Library (capsule 'K' 'Kommentarer'), dealing with the: concept off influence

and influence studies, that is:with EkelBf's own highly critical attitude
towards this particular critical nexus, and with his: own perSOnal and artistic
relationship with T% S. Eliot. The history of  Ekel8f's Eliot indeBtedneés has,
of course, to Be examined both from the: perspective of Swedish critical debate
and commentary on the subject (the external aspect of the problem) and from
the> viewpoint of the Swedish poet's contacts. with and reception of the writings
and personality of Eliot (thewintérnal aspect).

What is remarkable about the claims of Swedish critics to the: effect
that. Ekel8f was influenced by the great Anglo-American poet Eliot is their
frequent vagueness, cautiousness: and noncommital quality, all of which quali-
ties seem to point at one and the: same time: to ailacktof_methodological
'ciérity and to an unconfessed, intuitives and latent awareness of what. Herme-
rén calls the "normative implications" of claims of inflluence, namely of what
Gi1illén summarizes in the statement: "To ascertain an influence is to make
a value judgment, not to: measure a fact."251 The first claims of this influ-
ence arcse, as is well-known, in connection with the pulilication of Ekelbfils
Fﬁrjesgnggin 1941, which was held to haves Been significantly influence&.byj

Eliot's Four Quartets, portions: of which Ekel8f was: engaged in: translating

during the period in which the former poetry collection came into: being. It

was: chiéfily the abstract, intellectual style of both poetry collections
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which was: taken to Be: an index of influence; this denuded, depersonalized
and intellectual-analytical style with its apparent lack of traditional
"Iyrical" effects was:held to bBe something typically Eliotian and at the
time a suprisingly "new" feature in Ekel8f's: style: following upon the
lyrical, Rimbaldian effusions; and debaucheries of the 30's. which Ekel8f

was later to disavow and humourously maintain that they should be embroi-
dered on cushionss for old ladies, &ince he> had no intention of allowing: them
to Be reprinted,

Both Espmark in hiils subtly rea;sonedi_E._:I_M_’ article of 1959 and EkelBf him-
gelf in an unpublished commentary hawve emphasized the: fact that once: one
critic had, however cautiously, established the: claim of’ inf luence with
respect to Eliot: and Ekel8f and had "set the:«»ball rolling" so to speak,
subsequent critics, following in the footsteps: of their pr.edecessor( s), felt
more: secure: in putting forward similar claimss and had only refer to a: prewi-
ouss; authority: "It is interesting to study the: shift in interpretation which
later followed., With each repe.‘liiﬁ'on one grew more confident of one's asser-
tions." (Det #r intressant att studera den glidning i uppfattningen, N som
senare: f8ljde, F8r varje gg.ng pgsatg,endena upprepades, blew man sikrare p(a).::.

252

sin sak.) In EkelBf's own formulation this phenomenon of one critiefs:

parroting of another is:described thus:

Eliot: the assertion has bBeen repeated incessantly, most often I
suppose taken: over from other previous critics, as though by means
of' such a repetition one wanted to avoid having to give: positive.
proof. Thus when later critiics: wanted to lend authority to and
indicate: the: source of the: claim, they could simply refer to thiss
or that earlier good name, Rumours about a ghost can also survive

253

By reference to a reliable person,

A good example of such an unreflected taking over of a previous: critic's
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claim comes from the otherwise perceptive Carl Fehrman, who writes in 1957

In“FegngSdhg Ekel8f's: poetry has taken on an analytical, often
abstract, intellectualistic tone. For the style in these reflec-
tive poems He: hHas: undoubtedly gained an impulse from Eliot's later
poetry, which he also translated during'the?yearszafters1940; The
observation was made already vy Erlk Lindegren in his: well-informed
and well-argued EkelBf essay in Time: [Tlden. Swedish Journai] 254

In the: Lindegren: essay to whiich Fehrman referé to substantiate  hi's: own strong
cladim of influence ("undoubtedly"), Lindegren had written of EkelBf's Firje-
sgng, pointing; to its: more barren, prosaic: and abstract style in contrast to

the "Nordic-romantic" poetry collections: of the 30's such as: Dedikation:

Ferry: Song is; marked entirely by the struggle of one "who wants:a

meaning"; it is to a large extent a wrestling with problems,za

radical coming-to-terms with one's self, at once more: objective

and abstract than hiss previous. poetry; one inevitably comes: to

think of the: later Eliot. But the problems are entirely EkelBf's:
255

OWlle o o o

There is: a-possible reference- to Lindegren's phrasing of ‘& claim of influence

in the following; commentary of Ekel8f onmtﬁe topic. of influence:

If in reading me: for example, one "comes;tb think of" for exam-
ple Eliot's diction and his:hidden or undisguised quotes, this: is
then at once anﬂ"inﬂluénce." In reality it is the reader's associ-
ation. For if he had looked carefully, given himself the trouble
of distinguishing the: content and import, then he couldn't very
well have come: to think of Eliot--other than par contraste, as an
antipode,

Thus: it happens: under the: sign of’ indolence. That which -
presented itself as an association to: the reader iz ofiten 1mputed
to: the: writer as an influence, while in reality it is a question

of the reader's welcoming those comparisons which the: nature and
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level of his: reading experience offerr him. On the basis off
that to draw any conclusionswhatsoever as to the correspondences

between my reading experience and his is, to say the: least,

256

rash.

Lindegren's formulation of the relationshiptEiiot—Ekel&f is on the
whole, however, still cautious: there: is: an admission of the fact that the
sssociation of Ekel8f with Eliot, of the abstract style of FirjesSng with

that of Eliot's Four Quartets: may lie more in the personal associations of

the eritic than in the: category of those impulses whiich have influenced the
writer ("one inevitably comes to think of"). Needless to say the association

of the “abstract style" of Firjesing with that of Four Quartets in itself

furnishes precious little proof of the causal relationship known as influ-
ence; it is a mere textual similarity and the: critic's conclusions are all
too impressionistic, take too little account. of the specifiéity of the works
in question to be a valid basis for claims of influence.' Further, Espmark
in his BIM essay of 1959 pointed out that the: so-called "abstract style' of
F&rjééghé ig; far from being something; new in Ekelaf's‘production and can be

followed all the: way back to Séﬁ£‘éghjorden and its;naked intellectualism and

concern for epistemqlogical questions, a' concern which becomes most obvious
to the reader of EkelBfi's: Cahier I from the same period. There is perhaps.
greater intellectual honesty involved in admitting that one's personal reader
associations are precisely that rather than sttempting to pass them off as:
general reactions of the "normal" reader or trying to found claims of influ-
ence on the basis of them. As example of the first alterna&ive is Knut
Jsensson, who in an interesting letter passage: associates Eke}bf's ability
to: "prose poetry" with that of Eliot, without drawing or: scarcely intimating

any conclusions as: to influence:
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Your- last poem in BIM was exceptionally fine. Eery but inter-
esting and as always composed with great taste. I came to think
of Baudelaire--that skald whom I've long thought yow are the most
related with--and remembered his: special. aesthetic finesse: to
prose poetry. Eliot has had the same idem, namely that the pur-
est poetry, true poetry, should have am element of prose, which
of course meanss nothing else but that. it should lack hollow phras-

es, Already Tegnér--tovspeak'in review style-~-recommended putting

257

a piece: of "graniite" inte poetry.

Bengt Holmgvist, who on the contrary in his 1947 article on Ekglﬁf in Eﬁé
Argus (The'NéwvAngus) ﬁsaout on the errand of demonstrating; Ekel8f's: indebi=
edness to Eliot, is far more categorical in his-discussion of this aspect of’
the poetry of EkelBff and Eliot: "In reality Gunnar Ekellf in Feggx Sbng hass
realized as far as is at all possiblewthe Eliotian idea of an 'unpoetical
poetry.'" (I sj¥lva verket har Gumnar Ekelbﬁ?f.'Fﬂrjesgng! sg.lgng¢ det
Bverhuvudtaget 4r mBjiigt:fBrverkTiga% den eliofska idén 6m en 'opoetisk
poesi‘.)258

One of’ the first majqr ceritics to point %o an influence of Eliot on
Ekel8f's FhrjesSng was the: poet and critic Artur Lundkvist in his 1941 BIM
review of the poem. After having stressed the new tone  which: characterizes:
Farjésgﬁnghen it is: compared: with Ekel8f's earlier poetry collections, i.e.
its more analytical than purely lyrical quality, Lundkvist concludes that
there can bYe little doubt ("gimost cerﬁain") that in significant respects

Eliot was an important influence on EkelBf:

Hence it is almost certain that Ekel8f's present master has to

be Eliot, the later Eliot from and including: -Ash-Wednesday.

Something: in the: psychological situation of the two poets seems
gimilar: the self-ransacking resignatiion, the agonizing lack oft

belief, the stubborn search: for: truth which with masterful lyrical
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technique transforms; confession into poetic profession. Even

the technique, the: versification and theémode of expression iItself
remind one frequently off Eliot: the sententiously incisive, the
paradoxically antithetical, the: almost ritualistic retakes: and
suggestive repetitions, somewhat marked by automatism and at the
same time treacherously nuanced. (Not even the Greek quotation

is lacking:) But it is nonetheless not primarily a question off
dependence but rather of emancipation: Eliot has helped him with
emancipation and it ils an emancipation firom intentions and configu-
rations which Ekel8f did not feel to be entirely his own., The
result. has been a strictly distilled, intellectual poetry which
with its saline taste and its: crystalline consistency makes: a.

259

great deal of other poetry appear formal and conventional.

With all due consideration for the demands: of a literary review, demands
which most often lead to a more: rhetoriical than analytical exposition off
impressions; a close examination of’ Iundkvist's evidence: for hiss strong
claim of influence reveals: that his detailed account of the various aspects
of a: possible inflluence is largely impressionistie and not necessarily borne
out. by the facts. As far as Lundkvist's emphasiS'on Ekel8f's; acquaintance

wiith: the: works of BEliot Beginning: with Ash-Wednesday: (1930) sy concerned,

there are indications that EkelBf's knowledge: of’ this and the subsequent:
work. of Eliot at least duningzthe;peribd of conception oﬁTFarjesgng was, If
not nonexistent, att least marginal. There is of” course the possibility that

hie had Become acquainted with Ash-Wednesday through Erik Lindegren's trans-

lation of the poem, which appeared in the- journal Preséns (The Present) in
1938.260 Om the other hand in an unpublished though retrospective "influ-
ence" commentary, Ekel8f has indicated roughly the Eliot edition which formed

the: basis: of his Eliot studies:

.- Now &nd’ $hen duringfthe=30'ss[40's?: Ingrid Ekel8f's: marginal
note] I of course read Eliot, that which I had, which stopped
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before: Ash-Wéd‘nesday. T read it then in a nostalgic mood, partial-

ly with the: old world which was: then coming to an end in mind, par-

tially, ascsaid before, out off sympathy for England during: the:
blitz. 261
The most obwviously impressionistic- aspect of ‘Iundkvist's: review and of’

the: expo'siit'dion of the: similarities which he sees as proof’ of influence is his
insistence on such vague "existentialist" qualities: as resignation and lack
ofi belief, but even his: remarks: on the: technical aspects of EkelBf's: and
Eliot's: work: give: only the illusion of Being precise and well-founded: the:
"paradoxically a‘,ntithe-ti'cal" or the: movement beyond rigid dualities: runs all
the way through Ekel8fi*s production and can hardly be seen as a product of
the: influence of Eliot; the use of such "musical" forms as repetition is

characteristic: of the poet's: earliest collection Sent pg% jorden, which in

addition gives: the: effect of being marked By a kind of hypnotic automatism,
an automatism which I think Lundkvist mi&takenIy qualifies as: something
"typically Eliotian." Although' I can find no example of EkelBf's; use of

the Greek: quotation prior to Féiresg,n ‘,' Latin quotations mark. even his earli-

est poetry collections and a Latin quote opens: Sent pg jorden: ‘''sequor imperi-

um, magne Cupido, tuum." Our:conclusion s that none of Lundkvistls state-

ments can Be seen as substantial and precise enough proof’ to: warrant the

belief that Ekel8f in FirjesSng was significantly influenced by T. S. Eliot.
The: obstinacy with which subsequent critics contimued to assume, imply

or. openly conclude an influence oft Eliot's: Foﬁit; Quartets on Ekel8f's Fdrje-

_§§.z_1g once the: first groundwork: of such an hypothesis was laid is indeed
remarkable and provides a good but: extremelyddamaging example of ther largely
nassimilative! or "receptive" character of traditional literary criticism
and literary histories. As eg,rly ass 1944 th_e: "gpectre" of Eliot's supposed.

influence on Ekel8f's composition of” ‘F‘é{rj"e-égng was so well-established that
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an academic: critic: sueh as Richard Steffen could write in his Swensk

litteraturhiistoria f8r den hbgre eléﬁeﬁtwmdefvishihgen (Swedish Literary

History for Higher Elementary Educaztlon)- "In his Iatest collection _ellj,z
Song ,(1941) he [Ekeltjﬁ:J is: clearly influenced by thez English modernis®, the:
paré;doxical and ironic Catholiec T. S. Eliot, whom he has also translated
into Swedish." (I sin senaste samling Pirjesing (1941) #r han tydligt paver-
kad aw den engelske modernisten, den paradoxale: ‘och ironiske katoliken T. Se -

262 Even a summary examination of

Eliot, som han ocksg tolkat pg) svenskaw.)
some of the comments on F&rjesgng in literary histories and the like shows
that the: appearance: of the: name of Eliot in that connection is: almost a

given, As late as 1966 Erik Hjalmar Linder in the: fourth edition of his

Ny illustrerad svenskaIitteraturhi’s:tofia (New Illustrated Swedish Literary

History), repeating Lindegren's and Fehrman's belief in an influence of

Eliot's "analyslyrik" (analytical poetry) Four Quartets. on the style, tone

and even content of Firjessn V’, writes: of” the latter.poetry collection:

The poetry now attempts: to be clear, dry, truth-searching, intel-
lectually analytical; it attempts to show the falsity and coarse-
ness’ of our ordinary judgments: of reality. It appears: to be T,

S. Eliot's: analytical poetry and nihilism which .capture Ekel8f, -
at the: same time' that younger poets. also bYegin to cultivate the .

26
same style; but: Ekel8f claims to: have read Eliot: only afterwards. 263

Once again one has: to: conclude that such impressionistic statements: off com-
parison as Linder engages: in can scarcely be used as adequate proofs of an
influence. His: reference to Eliot'!'s supposed nihilism ("inti‘ghetskansla"),
not even to mention the: factt that, Vas Cleanth Brooks in an essay on The
Waste Land points out, Eliot denied ever having conceived the early poetry;
with such nihilistic intentionss as: critics have oftem imputed to him, iss

hardly specific enough, for the reference to the: term has' become almost a
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complete cliché with reSpect to the modern period and canmot Te seen as
any more applicable: to Eliot: than to numerous other wriiters: such as:Célineg
Sartre, Camus or Benn.

The examples: which can Be given of' the: "ghost" of Eliot¥s inflluence on
EkelBf are legion and supply a depressing exemplification of'one critic's
unreflected adaptation of previous. critics' claims oft influence, It:is of
course above all the: literary histories, héving:beenzwritten as they usually
are: with considerable time limitations and to meet the: demands of an editor
and of a more or less: uninitiated reading public, that are guilty of a more

assimilative than accommodative: examination and exposition of the  facts,

in the 20th Century thus reads as: a mere repetition of previbuS'c:itics'

unexamined: claims: of” an influence of’ Eliot on the: analytical style of‘Eﬁgﬁg-
sing: "Im Pirjesdng (1941) he‘[EkelaﬁJ broke with his; earlier surrealism and
also with his nature romanticism rooted in reality, coming nearer to the:
intellectual, analytical poetry oﬂ?EliOt;"264 This time the academic critic
draws no definite conclusions. as: to the possible influence of Eliot on Ekeld8f
but one can rest. assured that the mere drawing of” the: analogy will be suffi-
cient: to label EkelBf as an Eliot epigone once and for all in the eyes' of the
average Anglo-Saxon reader. A further example of the workings: of '"le démon
de 1'analogie” (%o use Roland Barthes' term as applied’ to analogical, academ-
iec criticism and drawn from the title of a prose poem by Mallarmé) is the:

following statement in Hjalmar Alving!s~-Gudmar Hasselberg's: Svensk: littera-

turhistoria (Swedish: Literary History) concerning Férjesghg: "Ekel8f's:

analytical style reminds: one of Eliot's Four. Quartets." (Ekel8fs analyserande

stil erinrar om EIiOtstourfQuartets;)265 Here the comparison Eliot-EkelB8f

i's, couched in even more cautious termss than in the previous: statement by

Taels and is represented, more or less explicitly; as being the personal
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association of the: critic ("reminds one"), but: the observer familiar with

the entire hieiory'of the:debaﬂe‘regarding"the:influence of Eliot on Ekel8f
has; o trouble: in observing the- same process of assimilation at work as in

all the previous "critical" statements. The same observatipn can be’made wiﬁh
respect to the relatively recent statement by Sven Hakon Rossel in his

literary history Skandinavische Literatur 1870-1970: 1Pty jesdng! (Pihrenlied)

1941) bezeichnet eine neue Phase. Man kann auf die Verbindung zﬁr frihen

orientalischen Dichtung und Philosophie, zur indischen Muasik hinweiSen, aber

auch T. S. Eliot hat won dieser Phase an viel fHr: Ekel8fs Stil bedeutet."266
A final example may serve to complete thfs'lisﬁiné of the critical

claims: of ani influence of Eliot: om Ekel8f with respect to F&rjesgng. It is

taken from Alrik Gustafson's A History oft Swedisk Literature (1961). Gustaf-

son is: rather definiter about thes influence of Eliot on Ekel8f and even goes:
so: far as to claim that EkelBf was guilty of’a kind of "mauvaise floi" in
that hefﬁlearnéd from T. S. Eliot and others mofe'than‘he is: willing to
admit."267 Once again it is: the: analytical emphasis or tone of‘Farjesggg
'mﬁHmMM$m@wﬂmof&S.M%ﬁmdﬁﬂﬂwaawiﬂwﬁﬁMﬂw
ence; Gustafson does: not mention EkelBf's: 1941 collection in the following:
passage but elsewhere: in the entry on Ekel&ffhe refers: to the "severe ana=-

lytical intellectualism of the poems in Farjesgng":268‘

In general, however, one can discern in his poetry a gradual
shift away from the amorphous: surrealistic drift of image and
symbol characteristic of his early verse toward the more: disci-
plined form and spareeihtellectualiSm‘(partly’influenced'by Te Se

Eliot) of his poetic maturity. He rendered into Swedish as early
as. 1941 Eliot's "East Coker" from the Four Qnartets.269

Espmark in his:BtMiessay of 1959 has emphasized the importance of an

historical reconstruction of EkelBf's contact with Pour Quartets. during the
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periiod of” Fétrjesgg_g"s« conception, a contact which can have included both
reading and translafion; This is obviously the most basic level of the
interference phenomenon which goes under the name of "influence" but a
study of thils aspect is nonetheless essential and unavoidable, fo_r with_out
contact there can be no influence. The fact that Ekel8f translated some of

Four Quartetss (East Cokér in its: entirety, sections of Little Gidding and

The Dry Salvages) has of course been used as one of the most substantial

proofs of an. influence having taken place by such critics as: Bengt Holmgvist,
Carl Fehrman, Richard Steffen and Alrik Gustafson. Espmark writes in this

comnection:

Ekel8f's: translation work. has: doubtless constituted one of the
strongest pieces. of evidence in the influence affair, The: trans-
lation of East Coker was; published in BIM only a few months: before:
Ferry Song appeared and it has undoubtedly contributed to creating
preconceived idems. One encounters an example of the fact that a
certain significance has indeed been attributed in this context to
the translation work in the case of Bengt Holmqvist in his Ekel8f
essay in The New:. Argus 1947. Fehrman also seems: to have the same
opinion, when in Ferry Song's abstract, intellectual style he
traces: an influence "from Eliot's later poetry, which he (Ekel8f)
translated during the years after 1940..." If one can show that

the most essential poems.in Ferry Song were written before EkelBf

began his: work on East Coker, the matter assumes in part a new -

aspects 2710

As far as EkelBf's: translation work having been put to hiss charge is; con-
cerned, once it ﬁs a question of the critics trying to substantiate their
claims of influence, one can cite Ekel8f's. own formulation: T am also at
a. disadvantage by the fact that I tranélé,ted Eliot." (Det 1ié’ger mig ocksa
i fatet att jag Yversatt Eliot.)2!!

As a retrospective commentary on the problem of influence in a letter
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off EkelBf to Leif SjBberg shows, the:former's reading of Four Quartets

took place for the first time=on1y once he‘had been sent some of the poems
from Eliot's collection, the sending of which he took as: an authorization

or commigsion to translate:

During the years 38-40-41 I read Eliot, more odt: of sympathy for
his retrospective disposition [Eliot's traditionalisma and for
England during the blitz than out of real spifitual.affinity, for
his; theologizing conservatism is entirely alien to me. I did not,
however, read any of the Quartets until I got the commission to
translate East Coker, of which a. few copies had beem flown here
through: the blockade in the legendary secret mosquito planes
(isn't that what they were called, built out of wood and veneer).
Espmark's exposition of the so-called influence affair in BIM of
October 59 (do you have it? it is important) is. for the most part
correct. At the time I only had access to the Eliot of the poems

in the first, smaller "collected" edition which goes:up to the

year? No essays.272

In another letter of the same year to SjBberg, Ekel8f again emphasizes: the
fact that he,Qid”not translate Eliot until he was commissioned to do so by
Bonniers during the Second World War: "I had-never translated Bliot until
a direct commission came during the war." (Jag har aldrig Bversatt Eliot
f8rrlin direkt bestdllning kom under kmiget.)2! >

With all due regard for the possibility of certain inaccuracies resul-
ting from the retrospective vantage point of Ekel8f in his "influence"
commentaries as.well as for a certain "anxiety of infiuence" (Harold Bloom)
from EkelBf's gide, there is no reason whatsoever to question the: validity
of his claim not to have: translated Eliot until commissioned to do so by

Bonniers, nor is there reason to assume he had read Eliot's Four Quartets

or even parts of it before: his. work on the translations in the spring
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of 1941, Eliot's Burnt Norton is the only one of the four Quartets which

Ekellf is 1ikeljr to have read prior to Bonniers' request for a translation
of East Coker., Burnt Norton had appeared in boék form in the Collected

Poems 1909-1935 as early as 1936.274 Yét there is no teason to assume Eke~

18f's familiarity with this particular edition. A note for a "five-week
plan for books" (fem-veckorsplan f. blcker) in EkelBf's motebook N (1939-
1940, perhaps even earlier) reads in fact: "Eliot's p(;ems: new, more com-
plete" (Eliots; poems: ny, fullstﬂndiga.re:—). Fur.?thér:I have already cited
Ekel8f's indiecation that the edifi‘on to which he had'acces’s during roughly

the. sarhe period did not even include Ash-Wednesday (19%30). Even if EkelBf

had been familiar with Burmt Norton, however, it is rather his presumed

knowledge: of East Coker which crities have placed on the balance against him
when they have sought to "prove" his having been. influenced by Eliot in
F&rjesggo « As.for BEast Coker, a separate and limited edition appeared in

sﬁpplement form in The Néw: English Weekly Easter Number of 1940; & second

limited edition appeared in the same journal shortly before: 13 June 1940.
The first official Faber edition of this particular Quartet appeared on 12
September 1940..275 Due to the: blockade of England by Nazi. Germany, it is
highly unlikely that EkelBf could have: been acquainted with even the. latter
edition, even more: so since: the mumber of copies printed was: 1imiteds
Following ESpmark"s reconstruction of the EkelBf-BIM contacts on the
subject of a translatién of East Coker, it was: on 22 April 1941 that the
BiM editor Georg Svensson wrote: to Ekélbf, who at the time was: staying in
Dorotea (Lappland), suggesting that he: take upon himself the task of trans-
lating the poem. On the 25th of April the poem was sent to Ekel8f by BIM
and on the 18th of May Ekeldf sent in his: translation to that jour-nal.276

Pursuing further Espmark's reconstrmction of EkelBf's life _a.nd work. during
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work: on the translation of” Eaét Cok'er. could have had any effect on the :'s,vtyler
or other aspects of Fétrz'j.esgﬁ'g- and that simply for reasons: qf chronology. In
an enquiry "Eliots betydelse f8r mig" (Eliot's Significance for Me) in which
several other Swedish poets participated and which was published in Rblsf.er i
Radio (Voices in Radio) in 1948, EkelBf stressed the: fact that his first real
penetration into the work: of the Anglo-American poet took: place as a result
of his work on the translations of Eliot. done: for Bonniers in the: early 40's:
"But I can't say I ever penetrated deeper: into hiss world until I myself Began
to: translate." (Men: jag kan inte: siga att jag ng;gonsi‘n kom djupare in i hans:
virld forrdn jag sjilv bbrjade: !5verséintta.w.)277 4

As: Espmark has. pointed out, the: fact that Ekeldf’ translated East Cbker
during roughly the same period as when Faraesg:ng was conceived cammot; be -
givem any particular weight as: am index of the influence of Eliot on that
collection for the: simple remson that several significant poems: in that coli=-
lection had already been published separately in various journals prior to
their emission: in Book form as: part: of Fﬂ:raesg,ng, a practice in which. Ekel8f
habitually engaged and which makes the: eé;ta-blishment of the chronology of
his: production often difficult. -F‘"élhz:]‘véég,:t;gl'appeared in the bookshops on 25
September 1941 but "Tag och skriv" had already appeared_ ‘in the: March number
of BIM of° that same year.278 "Bufori" (Euphqria) had bBeen published in BIM
in 1939 and several other poems such as: "Ecce Homo," '"Melancholia," "O heliga

dsa" (0 Holy Death) and "Frjesang" had all been pu'blished‘ in Ord och Bild
279

well before EkelBf's study of Ea.sst boke:r began.
An: important letter dated Dorotea 23 April. 1941 from EkelBf’ to Bonniers:
in response' to the letter of 22 April: from Bonniers: to Ekelt&f’ cited above:

indicates, if attention is: giwen to its: wording, that Ekel8f could have had
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no prior knowledge of East Coker before he began his work on the transla-
tion of the poem; it ils, if nothing else, a strong piece of evidence against

the: theory that Four Quartets could have beem a: decisive influence: on Firje-

o]
sang:

T shall gladly, very gladly undertake the translatlon to the extent

that the: poem is: translatable. Slnce*I have not seen 1t, 1t is you

know to a certain degree buylng a pig in a poke [my stress] and I

have only ordinary dictionaries. But re possible variorum readings
T can of course perhaps.confer with you in proofe « o o

At last now after a. dreadful amount of" work my poetyy collection
i's nearing its; completion and turns: out being divided into: two: on
the one: hand thirty or: so poems, on the other hand a ITonger Waste=-
Land pdem whiich deals: with time, identity and the pursuit of the
paste I thought of trying possibly to have that published sepsa=-
rately, since: in a widely spaced layout it would fill a small Eook-
let, in other words only a plaquette. + « o

I am waiting excitedly for Ellot'280

In a letter dated several days: later (27 Aprid 1941, that is only a few days

after the request from Bonniers to: take on the translation of East Cokef) and

addressed to Kaj Bonnier, EkelBf wrote:

I am sending the poetry collection the day after tomorrow, only
first T want to make a.copy. So many new perspectives opened up in
the course of the work. The material turned out being divided into
two parts, on the one: hand thirty or so poems, on the: other hand a
longer WasteLand poem, which possibly could be published: separate~
ly since  in a widely spaced layout it would £ill a small booklets.

The latter is not yet quite finished. . . .281

There can be no doubt that the: "Waste Land" poem in question in none

other than En.MUlna;Elegi. The question as to which of his other poetry

collections: in statu nascendi EkelBf is: here referring is somewha:t unclear,




but the question seems almost irrelevant in the light of the fact that
F&rjesgng and Non serviam, the only poetry collections: which could come
into consideration at this point in Ekel8f's production, had, as already
indicated, a roughly "simultaneous genesiég as the following passage from

a letter of 13 July 1941 from Gunnar Ekel8f to Gerard Bonnier makes: evident:

I have: to begin, however, by mentioning that this poem E"Séme—v
thrake"], like the two: other enclosed fragments, is included in
a new poetry collection which I am working on along with gg;;x7
Song and which is more than half finished, so that I believe that
T will Be able to have it finished by spring. It will consist of
a very long poem (approxs 30 to 40 quartos), A M8lna Elegy, in
which T like Eliot in The Waste land after the First World War

attempt among other thihgs:to draw a line under the mood of the

previous: years: and sum up. In addition it contains many other
things of a more personal nature, divided among a mumber of relat-
&d-Sections, which can each be read on its own. Bosides: the
elegy'tﬁe éollection would contain--and finish with--a number of’
"Preludes," introductions: to something new, of which. "Samothrake?
is: one, It will be a number of war peems or rather poems of strug-

gle.282

This particular letter of 13 July ends with the: following remark indicative
of EkelBf!'s: apparent practice of negotiating the publication of a new poetry
collection with Kaj Bonnier, whereby a portion of the preliminary manuscript
was. turned over at the time of a first preliminary agreement between: Bonniers
and Ekel8f3 the: description of the contract process.seems to fit perfectly

the: character of the two letters of 23 April and 27 April 1941 cited above:

Actually it is with Kaj that I am used to making the: contracts
for my’ poetry collections but I did not know whether: he was not
this summer too: out in the: archipelago [skﬁrggrd: Stockholm's:
archipelago] and I thus: took the liberty of writing to you on .

the subject at the same time: that I wrote: regarding "Horizon" . « « »
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With my other poetry collections: I have before-done it in
such a way that I submitted a small portion of them at the time
of a preliminary agreement. The title of  this poetry collection
would tentatively be "A M8lna Elegy and 13 Preludes."

A further indication of the: irrelevance of a distinction between Firje-

sgng, Non serviam and En M8lna-Elegi at least as far as the two letters above

and the question of influence are: concerned--the: letters being taken as: more
or less definite evidence of Ekel8f's in no way having been: influenced in

Fﬁrjesgng by Eliot's: Four Quartets for the simple reason that the "require-

ment of contact" (Hermerén) was not fulfilled--is: given by a plan or "dispo-
sition" (already cited in Part I of this study) among the: MBlna papers. It

bears: the: heading "Farjesgng" and reads: ass follows:

Group I:
I-IV,Y(The=Drowned), (Totentanz), (The Idealists), Polyphemus,
(The Ferns), Odes 1-2, (Anyone at all), Cripples, Iuri,
(The Chopin Prelude), (Snowflakesﬁ.

Group IT (transition) a) The: Blade of Grass, Hecate (ev.l), Moon-poem,

(Reading?) b) A Saga, (Perspectives), (Rimbaud), Gandh&ramed,
White Eagle, The: Tempest, Daphnls‘I-III, (Bal des lits bls.),

(Lorrain), Amor:a. Psyche, Sung

Group III: Melancholia, White Night, (Nameless), Not People (?), In the
LMetropdlls'(°),
Peace-(”), Earth (9), The Unborn, M8lna Elegy (The one on
l_pe terrace)

I I, 11, III, 1Iv, Snowflakes), Polyphemas; The Drowned, The Fallen, Turi,
Cripples, The Idealists, Odes, Anyone at all

But not ﬂ"or'People?ze3

From this: general plan it is possible to. observe how closely the genesis of
the three poetry collections is interrelated. "Gripples" and "In the Capi-

tal" must be related to two poems: in the: section "Examples! (Exempel) of
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F&rjesgng. "Sung" and "Gandhiramed" are two of the: "&études! (etyder) of

the same coliection. The notation 5Rimbaud" can, oficourse; refer to none
other than the '"variation" "I konventionernas skogar" (In the Conventions!
Woods) of that collection; the latter poem is an almost word-for-word trans-

lation off certain parts of a section "Délires II" in Rimbaud's Uné saison en

enfer. '"Polyphemus! must be a: reference to thé §oem which bégins "0 holy
death!" (O heliga dBd!), one of the sections ofi "Kategorier" (Categories)

in Firiesang. "Lorrain," QThe Idealists," and "The Chopin Prelude" on the
other hand correspond to the: poems: "Claude Lorrain," "Till_idealisternaP

(To the Tdealists) and "Jarrama"_of the 1945 collecfion Nﬁﬁ”sé¥§iéﬁ; it

thus seems highly likely that Ekel8f in the two letters of April 1941 could
have been referring to just such a poetry collection as is indicated in this
general plan and that in turn indicates: that he sent in a significant if not
entirely finished portion of ?a£5é§ghg-fbmebnniers' assessment for the pur-
poses of publication only a few days: past the date ﬁhen he was requested to
take on the- task of translating East Cokef; Consequently even if the wording
of the: above-mentioned letters to Bonniers: of 23 and 27 April were not enough
to indicate hiis' lack of familiarity with Eééfubﬁkéi.pnior to work on the
translation, the circumstances: of his having sent in a large portion of a
preliminary mamuscript at such a time makes: it exceedinglyuwunlikely that

Four Quartets or East Coker in particular could have had any influence on

Farjesgﬁg,

Clartd and Ekeldf's First Contacts with Eliot's Work

The history of Ekel8f's contact with Eliot, if one is to beliewve an

unpublished commentaryf"Ekélaf v. Eliot" in EkelBf's hand, dates back to the
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early 30's and the Clarte group centred around Erik Mesterton and Karin
Boye and the literary journal Sgékffﬁﬁ-(Spectrum) in which EkelBf was a
contributor. EkelBf describes this early'contact with_the~work of Eliot
via: Mesterton and Boye in a retrospective: review in terms: designed to indi-

cate hi's having been merely a "distracted" observer of the Boye-Mesterton

group's Eliot enthusiasm:

In Paris in 1929-30 I heard of Eliot but. had not read hlm. Then
and 1n 1931 1n Stockholm most of what was to PYecome: Late on Earth
1932, also LoE 1262, was. conceived. In 1931 through Clarté I got

%o know Mesterton, who then (among other things) was involved in

a period of Eliot studies. He showed me a number of things which
aroused my astonishment mostly because of the: value he attached
to it (ex. "Eyes: thattfirst I saw in tears"). He éxpressed his
great enthusiasm at for example "Prufrock" andl dwelt a great deal
and learnedly on details, for example: "A pair of ragged claws,"
etc. That seemed to me to be a strangé way of reading poetry with
a microscope. In the dlscu351ons between Karin Boye and him re

details; in The: Waste Land, discussions: at which I happenéd to be:

present (there were many others), I can truthfully say that I was
a distracted listener. Nor did I ofi course: come into the pic=

ture.284

Another unpublished commentary in much the same tone also helps to illumi-
nate: the: biographical background of Fkel8f's first contact with Eliot during

the Spekirum.period:

If one winds.up the ehds:of. the threads:at hand, one would proba-
bly land at Osterling, who wroter about my' very first book that I
had landed far inside ''the waste 1and" or the llke. He in his

turn presumed an 1nf1uence because The Waste Land a. few: months:

before: had appeared in SEektrum, in whiich journal he kmew that
T was involved etc. I only saw. the translation at the make-up

in which I participated as a layout man. How in the: space of
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these few months could anything have worn off on Lééé'dh‘Eérth[?}

Why of course, I knew Mesterton and Karin Boye and the poem had
been available for a long time in English. They [Bbyey Mester-
toé] did not particularly consult me the unknown quantity in their
work., I was not particularly interested in Eliot and found their
discussions: back and forth of the minutest detail a. bit precious.
And besides! Once again the same question: what is there of E
[Eliogl in Late on Earth[f]fNﬁlla! Not even a typographical

dot.2 ‘

In the essay "SjHlvsyn" EkelBf also emphasizes that it was: through Mesterton
. rather than through personal initiative or discovery that his: first contact

with the Anglo<American modernist Eliot took place:

I first got to know Eliot through Mesterton, at the  earliest in
1930 or 1931 and completely French-oriented as I was then he did
not say much to me. I did not get any" contacts « » o In the
sprlng of 1932 I read the Boye-Mesterton translation of The: Waste
Land with am interest in the: details, yet hardly in the» whole.,

Late on Earth was: then already finished. ¢ o .286

According to Erik Hjalmar Linderis account in Fem decennier awv nitton-

hundratalet: (Five: Decades: of the 20th Century), Clarté was in' its: beginnirigs:.
a radical student group with a pacifist and socialist emphasis:which devel-
oped in Lund in 1922, T+ functioned as a flocus for two: radical interests:
marxism and psychoanalysis.287 As. far as the literary journ31.S§ék£rum is:
concerned, it was organized an& led by the two brothers: Riwkin, Jews who

had emlgrated from Russia, EkelBf gives: a rather 1mpres31on1stlc account.

of the Spekt venture in his: essay "Btt 30-talsBde" (A Destiny of the: 30's)

(Pnomenader och1utflykter), an essay whlch"descrlbes the destinys of one

Hgkansson, @ victim in the Spanish Civil War to whom the poem "Jarrama" in

Non serviam is dédicated.288 It was in the Spektrum circle that Ekel8f
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came in contact with what Brandell has called the "neologism" of the
period, i.e. the systematic opposition to all forms: of tradition, as

well as with psychoanalysis:

The enterprise was outwardly quite respectable and one could
really only say about the published products. that one: either:
shared or did not share the opinions: put forward in them, but it
gained its shady character through the: initiators, two Jews of
dubious business ethics. « « » ‘ '

Such was he [HSkansson] and such was the: milieu in which he--
as: it were out of idleness--spent most of his: time. I was there
many times when: there: were discussions of Russia, libido, Le Cor-
busier etc. They were revolutionary discussions: insofar as their
point of departure was. that the most completely traditionless
state was the ideal state and that such a: traditionless: state:
was a conceivable future possibility. All moods or notions which
could not be dissolved into purely intellectual. components were
scornfully dismissed, All manifestations: of life were looked on
as functions, all personal characteristics were interpreted and
given an obscene, ridiculous or base meaning., NoO one: has been so

misused as "Father Freud."2o7

"Prufrock," Promenader och utflykter and Ekel8f's Eliot Contacts during the

War Yearss Eliot, Petronius:and the.Theme of Impotence

At least from a superficial point of view EkelBf's: prose collection of -
1941-1947 Promenader och utflykter bears the most traces of his interest in
Eliot during fhé wér years;‘ The quotation from the: opening of "Prufrock"
("Let us go then, you and I, / When the evening is spread out against the

Sky « « o ") which serves as: a motto for Promenader, Smaprose. (Walks. Little

Prose Pieces); the title of one of the "noveller" of this collection "Vad

8skan sade" (What the Thunder Said), drawn of course from The Waste Land;
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and finally the title of another "novell" "Gerontion," taken from the poem
off Eliot by the same name: all these testify to Ekeldfﬁsainterest in Elio¥
during the 40's, It is difficult if not impossible, however, to determine:
in just what measure: these Eliot reminiscences: are- the result of an entirely
personal, positive interest in Eliot or rather- the consequence’of a rather
less personally motivated interest in Eliot coinciding with the work on the

Eliot translations, translations:which were: published in such journails: as

BIM and Konstrevy (A?t Review) as well as in the collected edition of' T. S.
Eliot's Dikter (Poems), translated by Ekel8f and Ronald Bottrall and pub-
lished by Bonniers: in 1942, The latter collection appearsito have been
commissioned by Bonniers to: honour: the arrival off the goodwill ambassador
Eliot in Sweden in that same year 1942, as EkelBf indicates in an "enquete"

in R8ster i Radio:

But I cannot say that I ever penetrated deeper into his:[Eliot'sﬂ
world until I myself began to translate. It has often been done
under confused and difficult circumstances: and I am not always:
satisfied: with the result: in thils: manmer the Collected Poems

publishedi in 1942 (in collaboration with:Ronald Bottrall) came

about under the strain of incredible: time limitations due to
Eliot's impending:arrival in Sweden by "flying carpet," and the

translations which I contributed (with the exception of East

290

Coker) can be seen as scamped work.

In: the: context of the: translations whiich: Ekel8f published in his: owm name:
and which were: of the: works: of authors thmﬁhélﬁagarded as: his; "elective
affinities! (from the Chinese»poetsaénd Petronius: to  H8lderlin, Samuel Butler
and James Joyce), it iss perhaps not without significance that there‘is a .
notable: lacunm: T. S. Eliot: (iff one exéludes the: volume commissioned by
Bommiers).

Ekel8f¥s contacts; with Knut Jaensson and Tora (Dahl) Jaensson, that
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Iiterary couple who seem to have bee_n so decisive an influence behind many
a Swedish literary figure, Erik Lindegren for one, during the war years
must have been designed to encourage am interest in Eliot, mach as the
contact with Boye and Mesterton had done in the: Spektrum years, But to
what extent the interest in the American poet's work was something to which
Ekel8f would in any case have come of his: own—accond is hard to determine,:
Tora. Jaensson in any case gives an enthusiastic account of several lectures
and readings which Eliot apparently gave during the same lecture=-goodwill

tour which prompted the Ekel8f-Bottrall volume of Eliot translations:

Kmt has: heard two lectures by Eliot and I heard only the last one,
the one on Shakespeare. Then we heard him read poems and it was
something one had never heard before, It was melodious and rhyth-
mical like music. He read Bui'nt an'ton‘ with convincing intensity,
like a missa solemnis. . « « Hé must hear his poems as a composer

2N

hears his musical compositions.

Coimp. te tem of the possible distortioms brought about by the retrospec-
tive vantage point and by EkelBf's desire to defend his: own artistic integ-
rity against the onslaughts of the students of "influence," one can cite
His emphasis in an unpublished commentary on the polemical intentions:

behind the inclusion of all the above-mentioned Eliot borrowings in Pro-

menader och utflykter:

In: this mood of sympathy [of ‘tihe‘ war years I put a quote: from
"Peufrock" at the beginning of Walks [Promenader] s which contains:
retrospective, autobiographical sketches. I also called a cause-
rie "What the Thunder Said." But what the girls sang whom I then
met while cycling was an indecent song with the word "fuck" as a
rhyme word. In a flash I caught the melody and this.word. And
thiis is a 4polemic. against an Eliot who has been set and who has:

set himself on a pedestal, not a loan., The same is. true
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of the prose piece "Gerontion" in ExﬁﬁiéibﬁéA[Uffijkié?J. There
the polemic is aimed at the confinement of an enfeebled Sweden
during the War, with reflerence to: Eliotian impotence such as: it,
when it is a: matter of natural functions, has found expression

292

in almost all of hils poems,

In his chapter on the: 40's in Sweden entitled "Méllan det likgiltiga och

det omBjliga" (Between the: Indifferent: and the Impossible) in Fem decennier

av nittonhundratalet, Erik Hjalmar Linder has given an adequate description

of the sense of impotency occasioned in Sweden by the Second World War and
the "dilemms: of neutrality" (Linder), which forced Swedish artists to: sanc-
tion tacitly a moral situation which they knew to be r.epnehensible;293
Thils sense of paralysis and impotency is the domiﬁating tone of En
MBlna-Elegi with its; theme of "dem aldrig bbrjade resan' (thé journeyfwhﬁch

i's: never begun) and. is summasrized in the lines &f the 1942 Ars fragment of”

the poem:

The: wheels: spin and sﬁin,

the: fools stand there and grin
at ewery station,

while the train goes further
without arriving at milder zones,

without going anywhere . «

But. in addition to this theme of  the thwérted escape, of the escape revealing
itself as an illusion or impossiBility, which clearly corresponds: to: what
Ekelﬂf‘fn the: passage above calls "the confinement of an enfeebled Sweden
during: the War" (den svenska orkeslBsa instingdheten under kriget), his -
polemics: against Swedish impotency also takes on a more: specifically erotic
or sexual emphasgis, Thussthefapparently_triviai "Sexual Ditty" (deberg)

of the Elegy (pp. 32.35-37) with its tone of Bellman and Birger Sjbberg has:



the: lines "At six / he gets a complex" (35, 379-380);294 Sj8berg'a~
Rukeyser's translation misses: the point entirely when it trahslatés this
merely; as: "Then at sixc/ more complex tricks." Ekel8f's: emphasis on and
polemics against "Eliotian impotence" (den eliotska impotensen) becomes
apparent in his obituary notice: for T. S. Eliot, originally written for

Dagens Nyheter off 5 January 1965 and then reprinted in the posthumous volume

of essays: Ligge patience. EkelBf writes there of Prufrock: and Eliot:

Prufrock is there in hiss curious; retired anonymity, and he formu-
lates what in part must have been Eliot's own situation: he has;
heard the mermaids sing to:each other, but he does not think they
will call him., The fact remains that he  has heard them and that
already is a kind of call, not necessarily to one who is erotically

passive but to one who is erotically dispirited.295

The 1liness in Eliot's "Prufrock” to which EkelSf refers invhis criticism of

the former's sexual. defeatism are: "I have heard the mermaids singing, each
to each. / I do not think that they will sing to«me;"29§ Tn an unpublished
"influence" commentary Ekel8f takes:up' this motiﬂ?of‘thg sirens to indicate

hiss refusal to identify with Eliot's puritanism and defeatism:

"I grow:old, I grow old /'I shall wear the: bottom of my trousers
rolled": I can never make such defeatism my own. Ifah a sanguine
person and an oppositionist even now (against the: so-called welfare
sociéﬁy%§7 I think, I even know that the mermaids have sung just

for me.

T wonder whether it is without significance in this: context that Ekeldf in

his "Waste: Land" poem Eﬁ‘ﬁﬁiﬁé;ﬁiégi'includessa reproduction of the "Tyramo"

Odysseus and the: sirens on a heathen sarcophagus,. taken from Kaufmann's book

Altchristliche Epigraphik (p. 9 of the poem)so20
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Although to point it out may Be somewhat extraneous to the purposes
of literary criticism, which, as critics such as Frye and Brooks would have
us believe, is not to evaluate and judge but "merely" to constate, Ekel8f's
largely emotional reaction against and repudiation of Eliot's puritanism

with regard to all vital functions is not an isolated phenoﬁenon. A study

of Pound's deletions: from a draft to the "Fire Sermon” in‘Tﬁé:wéﬁie'Laﬁ&; a

draft which, following on the distracted sexmal encountei of the "young man

carbuncular" with the: bored typist in her second-rate lodgings, reads:

Bestows one final kiss,

And gropes: his way, finding the stairs:unlit;
And at the: corner’ where the stable is,

Delays only to urinate, and spit;?g?‘:

reveals even Pound's awareness of Eliot's almost perverse puritanism, since:
the great mentor amd adviser has commenéed in the*margig in his usual laconic
but penetrating:way: "probaly [sic] over the mark," Even such an important

critic of The Waste Land as F. R. Leavis has written categorically: "Sex here

is sterile, breeding not life and fulfillment but disgust, accidia and unan~

swerable QuestionSQ"aoo Egbert Faas in a chapter on The Waste Land in his

book on the open-form has summarized this aspect of Eliot's constitution as

it reveals: itself in the drafts and in Pound's editing:

Die Urfassung desselben Abschnitts gleicht einer unfreiwilligen
Parodie der hier zum Ausdruck kommenden Geisteshaltung. Selbst
Ezra Pound, gewiss kein Anh#nger D. H. Lawrences: in Fragen der
Sexualitdt, muss seine Geduld auf eine harte Probe gestellt gesehen
haben. « « o Derselbe Puritanismus, der in solchen Versen immer
wieder ein unfreiwilliges Bekenntnis seines krankhaften VerhHlt-
nisses zum Kreatlirlichen ablegt, verbot dem:Dichter jede Form

bewugster Bekenntnishaftigkeit in der Lyrik.{}o1



FEkel8f in several instances has indicated his lack of sympathy for
what he believes to be Eliot's defeatism, a defeatism which manifests itself
in the sexual sphere in the form of erotic dispiritedness and an aversion to
vital bodily functioné. In his characterization of the Swedish 40's or "40-
tal," Erik Hjalmar Linder speaks of a "trots allt" (in spite of everything)
attitude as being characteristic of the period and sees this attitude symbol-

ized in Camus' Le mythe: de Sisyphe, whose hero or antihero is forced "to act

in complete awareness of the fact that the act does no good." (att handla i

)302

fullt medvetande om att handlingen inte gbr nytta. Some%hing analogous
to this attitude seems to be present in Ekel8f's poem from the 40's "Samo-
thrake" as examined earlier. The passivity of’a Prufrock and the reactionary
values expressed in Eliot's cultural criticism are quite foreign to an Eke-
18f who during the prewar years: can write: "O, even now in these deddly times,
/ something is still certain: that he alone / who serves life shall survive,"
(0 4venr mu, i dessa dBdens tider, / star énd%,nggot;fast: att den allena, /
som tjlnar livets sak, skall Bverleva.)303 Interestingly enough, in the
previously mentioned unpublished Petronius commentary, in which a comparison
between Eliot and Petronius is clearly implied if not explicitly expressed,
EkelBf views the theme of impotency in the: Roman satirist's novel The: Satyri-

com: as an anticipatory paradigm of postwar (post World War I) impotency amd

disillusionment:

He [Trimalchio] belongs to our time. And so do the others too,
above all the three characters who take charge of the plot of

The Satyricon: Encolpius, Ascyltos and Giiton, for their, especially

Encolpii, destiny seems to be: Priapos' curse, the erotic irregular-
ity and homelessness which was one of the characteristics of the
postwar years and which haunted most of the: best and most serious:

novels, short stories and poems of the 20's and 30'Sb304
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As Kindlers Literaturlexikon points out in its entry on The-Satyricon, the

motif of impotency is indeed central to the plot of the novel:

Als: leitmotivisches Band, die die einzelnen Episoden verkntipft,
fungiert die hartnlickige Ungnade: des phallischen Gottes Priapos,
die Encolpius wegen eines: Kultfrevels leichtsinnig auf sich ge-
zogen hat., Immer wieder erleben wir unseren ,Helden" in verzwei-
felten Situatibnen akuter Impotenz, und deren. verzweifelste be=-
schwBrt gar ein flirchterliches: Lynchgericht herauf, an dem sich
das gesamté Gesinde der Heérrin [pircé] beteiligt. Erst aufrichtige
Reue und Gellibde vermBgen den Gott am Ende des Fr;g?ents zu bewe-

gen, die kompromittierende Strafe zurlickzunehmen.

En MBlna-Elegi, The Waste: Land and the Cumaean Sibyl:

Common Sources in Petroniuss

If our emphasis has shifted away from a comparison of Eliot's Four
Quartets and EkelBf's Farjesgng with a view to examining the poséibility*of
an influence hawving occurred thereefowards a confrontation of Eliot's The
Waste: Land with En MBlna-Elegi, such a shift in emphasis is justifiéd for
several reasons. To begin with, Ekel8f's "influence" commentaries: read
like: a defence of his artistic integrity and originality against the charge

of influence on all fronts, not just with respect to Four Quartets: and Firje-

sgng; and he himself makes: such a shift frequently in the commentaries, where:

it is just as much a question of The Waste Land and En M8lna-Elegi. Secondly,

numerous critics have: taken up the possibility of such an influence, usually
of course with reference to the use of the open-form and the: quotation=-
allusion technique., Thirdly, the: homologies present between the two works
are so apparent that if anywhere in EkelBf's production the hypothesis

of an Eliot influence appears to be at all justified it is here., I have



already cited Ekel8f's own labelling of thef Elegy as a "Waste Land" poem

in the letters of Api‘il 1941 and thet alone should make’»‘a.-n examination of
the: two poems with a view to uncowering possible influences unavoidable,

not even to mention the fact that Eliot is cited several times in the M8lna
mamuscriptse A letter of Ekel8f to: Kmut and _Toras, Jaensson of” 10-11 May 1942
also points: to what is &%t least. a-superfiéial - "morphologic‘al?' ‘ j.ni"luence‘ of
Eliot: on En MBlna-Elegi: "The M8lna Elegy will no doubt be something which
will have a taste: of the new; a dramatic poem with stage directions; a bit
& la Coleridge: “The Ancient Mariner,” a bit 2 la Eliot, mostly & la myself."
(Men M81na-Elegin blir nog ng.got som kommer att lukta. nytt; ett dramatiskt
poen med scengnvisningar, litet = la: Coleridge: "The Ancient Mariner", litet
3 1a Eliot, mest a la mig sjdlv.) 306 . |

Petronius is present in both,Thé; "Wa:sfe ‘L"é.nd in the form of’ an intro-

ductory motto referring to the Cumaean Sibyl and in En Mdlna-Eleg:L. In the:
latter work the "stage direction" applied to Bhuois _(_p. 34) whi’c;h reads
"(recocta vino / trementibus labéllis) " gnd which Ekel8f employs in.a kind
of ironic inversion of the idyll of thé: loving old coui)le Baucis: and Phile=-
mdn whose hospitality to Herme‘é' and Zeus: was later rewarded by the gods'

(a mythological tale which has its: place: in both Ovid's: Metamorphoses and
Goethe's Faust II) is originally one of the fragments ‘of Petronius (XXI).
In .translaztion it reads:in context: "An old woman soaked_ in wine, /A
trembling on her 111):-1."307 The expression "Madeia perimadeia" which is:
'used on page 36 of the Elegy in Greek Qharacters is also drawn from Petronius
(C g m.ma chionis, 52,9)e In the Elegy it is presumably sung by a chorus
(';O@éé';) as 1nthe original context in Petronius. The meaning of the term
has been:mach disputed by classical scholars. Martin Smith in his edition

of’ the- Cehaa, comments: on the lines thus: "various interpretations and conjec=
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tures have been put forward. Ribbeck and later de Lorenzi « . . have
suggested that the: text [of Petronius] originally contained the names

Médea and Perimede, possibly used as a magic incantation in some mime." 308

Another reference work defines the expression as "cordax cantilens, w309
i.e, as the song or chant of a "cordax," a "cordax" being "der unzfichtige
Tanz der att. attischen] Konbdie."310 The: fragment of the Elegy entitled
"Pompejansk scen" (Pompeian Scene) which EkelBf published in the journal
Prisma' in 1949 reads like a tGestaltung! of just such a "cordax" or
obscene dance and begins with the 1ine's‘"Madeia.!A / Perimadeia!"

There can be little doubt that EkelBf conceived the: Elegy with its:
more associative than organically unified structure on ".‘t'he model of a '"Meni-
ppean satire," "that is to say a mixture of prose and verse, all the wa:y from
obscene revue songs: to epic .fragments." (d’. v. 8., en blandning av prosa och
vers, alltifrin obscena kupletter till episka fra;gment‘.')Bﬁ Although there

are no extant models of the: genre, Petronius' T-he‘ Sétﬁicdn is often associ-'

ated with it, The introduction to the Penguin translation of Petronius!

work associates Menippean satire with "looseness of strmcture, toleranoé of”
digressions; opportunities: for veﬂ.rasiﬂima.'cicm’.’"312 A plan to M8lna has the
significant notation: "Menippean" (Menippeisk). Although: it w&ﬁid be absurd
to view mere looseness of structure as the only or chief generic condition
of this Iiterary art form, about which only conjectures as: to its precise
nature are: possible, the applicability of the term "Menippean" to the associ-
ative, open-form quality of Ekeldf 3 Eh M&lna Eleg ' seems apparent. |

One particular textual similarity between T. S, Eliot!s: The Waste Land

and En M8lna-Elegi which cgy.ld be used, but I think mistakénly, in support
off claims of influence is the role of the Cumaean Sibyl in both worksg, Eliot

draws on Petronius and the Greek words of the Sibyl "I want te:.dié" im - '
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response to the question "Sibyl, what do you want?" for the epigraph of

his long, more connotative than denotétive poem The Waste Land, but if

Hugh Kenner's reconstruction of the genesiis of the poem is correct--and

there seems little reason to question it in.v_iew of the d.raf_ts to the poem
edited by Valerie Eliot, which support his view--Eliot's: use of the Peﬁro-
nius quotation came as an afterthought, for Poﬁnd ;'nagéed about the Conrad

epigraph [from The: Heant of Darkness] until a better one was discovered in

Petronius," 313 If anything then the involvement with Petronius seems: to

have been less an organic part of the genesis:of The Wés.ste. 'La.nd than of

that of the Elegy. FEkelBf's interest in Petronius was continuous: ’from hiss
very first readings of the Roman satirist while at: " gyumas ium" and in a
commentary to SjBberg of 12 October 1963 he is: careful to underline the
fact that he did not come to Petronius' use of- the: Cumaean. Sibyl viaElloto
"The ref. [reference] to Petre [Pet‘r_onius] I got from a (bad) Sw, [Swedish]
trans. of Cena (not from E's: [Eliot's] quote: about the:e‘SiByl), found some-
where, God only kmows where" ,,[Ref.' ti11 Petr. fick jag av en (aB1ig) sv.
Bvers. av Cena (inte av E:s citat om Sibyllan), hittad nSgonstans, guvet
va-r.] 314

There is an extended commentary of Ekeldf on the Sibyl. of Cumae in a
draft of an article ‘Neapel betyder" (Naples Means) which he appgrently
published in Da-gghs-:: Nxhefer in 1954 or 1955 following an extended vigit to:

the region of Naples during the winter of’ 1954-1955: 515

Cumae wai the oldest colony of the Greeks in Ttaly (?) and the:
mother oity of Naples itself, For a long time the Cumaean Sibyl
played the same role in the western lLatin world that the oracle
in Delphi played forr the eastern.. Among the common people this
horror-filled veneration continued to survive even after the oracle
became silent during the first reign of the: Caesars, indeed far

into Christiam times, since the: Sibyl, just am Vergil too, was



assumed to have prophesied Christ and the Last Judgment and thus
became half canonized although she: belonged to heathendom., The
mediaeval Dies irae . . . bears witness to this.-

And of the five Sibyls which Michelangelo painted in the Sis-
tine Chapel there is only one which has a profound, personally.
experienced physiognomy,'the Cumaean. The others:' are: only quite
ordinary models. But in the Cumaean Sibyl M. has portrayed a-
popular Roman ancestress, an old stern and fierce: shrew who
reigns over a whole backyard full of children and grandchildren
by virtue of her dominating voice and volubility present every-
where in the echo space between the leaning and crumbling court-
yard walls., Vergil depicts her indeed roaring and tempestuous in
her frenzy and it is probably this depiétion, but also a dominant
popular model, whiich he [Michelangelo] went by. She has been
endowed with a book--that is the so=-called Sibylline Bbvoks--a later
Christian falsification. According to V. [Vérgil]_shevscratche&.
her words: on leavess and let them fly and it was therta;féof the

questioner to put these words together into a meaning.

P4r Hellstrbm associates the Cumaean Sibyl and her habit of writing her
317

oracles on leaves with the poem: "Ex Ponto" in Strountes, which contains:
the lines "And you are to be a mutshell for destiny / and as an unwritten
maple-leaf cast on the shore / drying there in the:sand" (Och du skall bli
som ett Bdets nBtskal / och someett oskrivet lBnriblad uppkastat pa strand
torkande dfir i. sanden), and although it is not»entirely possible to rule
out the association of the Cumaean Sibyl with these particular lines, it
lies much &loser to hand to associate the‘figure of the Sibyl wiith the
opening lines of the Elegy: "I write on a leaf” of the past.‘/ September
snows down: in red leaves." (Jag skriver pa ett blad i det fBrgangna. /
September snBar ned i r8ds: 18v. 9,.2-3) Im this respect Leif SjBberg's-
Muriel. Rukeyser's English translation "I write on a pageKQf the past"“appears

inadequate, since it loses entirely the  association and overlooks: the: double

meaning of the: Swedish "blad" (leaf of a tree, leaf of a page), a doulile
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meaning which is preserved in most western European languages (Blatt-
IBla.tt, feuille-feuille, foglia-foglio, leaf-ledf, hoja=hoja).

Ekelbf's literal use of the term: "H5lad" in this opening line can
be viewed as an.example of what Emerson has: called "fossil poétry": the:
poet etymologizes: and takes a word at face value, thus discovering or
uncovering the: ancient roots: of what has become: & shopworn and trivial
word. In fact leaves were the very first writing materials and language
somehow has retained a: sense of this.

That fhe’z related words "hlad" and "18v" and their association with the:

Cumzean Sibyl had their significance: in the' genesis of En:MGlha-*—Elegi‘. is

supported by several notes in the manuscripts of the poem: One series of’
notes (folder 'c') has: the notation "18v/'; another detailed plan for "A
dream-elegys M81lna" (Em drbm-elegi, M8lna) (folder 'j'), along with the
name of thie main character in Petronius' novel (Enc[:}l.’faius), has; the nota-
:bion "Cumaean Sibyl" (Cumanska sibyllanj. An important series of notes
(folder *'j') or more precisely stage directions for: the dra.maftm poem: M81na:
can be transcribed into English as follows {excluding the last fivfegiines

which are untranslatable in their genetic signifiicanse):

(MBlna jetty. Beyond the water the: S8dra Bergen off Fafing:
To' the right the: foliage of Djurg'grden. Above them:a glimpse of a
tower or two. One hears the ringing of the city's bells.
Johan Dureen sits on a bench under the trees a bit inland,
He is well muffled up, with hat, scarf round a few times around his
neck, ulster, his hands in his pockets, overshoess Hé watches: the
sun set. )
La durfe  Durden
Nufl#de L8f Undell NedlBf '
S ‘ Nend~
Philosophizing emotionally ~Edun Duen
- Wade: 318



Leif Sjbbverg has commepted on these notes?19 and indicated EkelbBf's
intention of giving his chief protagonist a name ("Duréen," with @hercham-
acteristic Swedish name suffix "-én" such as in Norén) which would refer
to Bergson's term for inner,vpsychologicai timg whilg a¢ the same time it
would be an anagram of his;own»name-GﬁnmartEkeibﬁ;fBéngt<Bandgren~h§s»for
his: part identified the term "rmufldde" as'being-Algot Ruhe's Swedish equiva-
lent for Bergson's term "la durée," but just as significant as the philo-
sophical background to these genetic meanderings of Ekel8f is the phonetic
juggling which has motivated such terms as "nufldde," "18f," "Ned18f" and
of course "Ekeldf" (not formally present here but certainly present in the
penumbra of the poetﬁssmind): with a few negligible exceptions these various
combinations of vowels and consonantslcan all be dgriﬁed‘from the letters of
the poet's own name, Thgt<Eke15f (Eke-18f: "Oak-leaves") was sensitive to
the sounds, the phonetics of his own name and enjoyed playing with them with
.a kind of mock seriousness: is testified to by the Dadaist or nonsense poem

"FagerBlunken" (the title untranslatable) in Opﬁélihcerfﬁm, all of the lines

or verses: of which, in a grotesque series of absurd stage directions fully
in accordance with the rules of syntax--if one can speak of such a thing
here~-but sehantically nonsensical, can be constructed using the letters

in "Fager8lunken*s" (Gunnar Ekelbf's)égwn,na@e. VIntfact suéﬁzword-naﬁe gamnes
can be followed all the way through EkelBf's life and an examination of Eke~
18f's "skolpojksdikter" (schoolboy verse) reveals that the name "Fursten

av Emgion" (The Prince off Emgion) which EkeIBffattached to: his alter ego

" in the "DIwan" trilogy can already be found there.Bzo Needless to say the:
critic %ho at%empts to reconstruct the apparently fortuitous workings off

a poet's mind, governed as they are: by entirely private or idiosyncratic
associations and reminiscences, is treading on dangerous ground, for as

Hugh Kenner has said: "In the: course of inventing a poetic structure any-
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thing in the pernumbra of thes poet's: attention may suggest & word: even a

page of the Classical Review looked at sideways." -

Like the oracles of the Cumaean Sibyl El_cewf's open-form poem @
MBlna-Elegi reads like a series of fragments; the reader of E_l;el&ﬁ"s poem
has the task of the visitor to the Cumaean oracle, who, in Ekelbf 's own
words had to "piece these words together into & meaning" (sammanfoge: dessa
ord till em mening), |

From a different point of view the association of framgments of the past
with leaves is also to be found in a stanza of a poem in .Jamesa Joyce's _Qh_g._m-
ber Music, a work'from which EkelBf translated selections for his volume:

Valfrisidskaper (Elective Affinities):

XXXIT
RAIN has fallen all the day.
O come among the laden trees.
The leaves lie thick upon the way

322

of memories.

One particular Ekel8f commentary stresses in a very convincing way the impor-
tance: of the motif of the leaves in MBlna; Ekel8f associa:t.es here the lyrical
"jag" (I) or "narr" (fool) of the opening lines: of the poem with the leaves

and emphasizes the more associative than linear structure: of the work:

Already on the jetty the problem of identity is important forxr
everything which follows. Who is it that is sitting there? I and
not I, or I and no longer I? Who: is: the fool? The geudy autumn
all around with the motley leaves., What are the autumn and the:
autumn leaves? Fragmentary memories, meaningful or only "such as
occur to one," which by God is just as meaningful., What is ‘this
ghost of an ego who is sitting there doing? You say that he is
ivrifing. Like hell, how would that be possible, He is a passively
experiencing medium which® lets "it" ‘happen, just as: the air lets
the leaves fluttér through it.323



Although certain striking textual resemblances do exist between The

Waste Land and En M8lna-Elegi with respect to: Petronius, the theme of impo-

tency and the figure of the Cumaean Sibyl, it appears more appropriate here
to speak of common sourceé than»of influence and‘it ip most un;ikely that
Eliot could have been a decisive influence"on Ekel8f with respect to the
iatin writer. Ekellf's own lifelong: interest in Petronius is testified to
by his numerous translations of the satirist, notably ﬁbrlgggland for his:

own volume Valfri#ndskaper, and By such statements: as: "Petronius, Baudelaire,

the: Upanishads etc. are: quoted in The: Waste Land; are they therefore: Eliot's:
property[?] I read them long before I knew that Eliot existed." (Petronius,
Baudelaire, Upanishaderna: etc. 4r citerade i The Waste Land, Hr de ddrfdr
Eliot¥svegendom., Jag laste‘demzlgngt innan Jag visste att Eliot fanns;)324
Further, as already.emphasized, Petronius appears to have played a more
decisive role in Ekeldf's authorship than in that of Eliot and while the:
emphasis which Eliot gives to Petronius in the selection of the particular

quotation at the beginning of Thevwaéte Lénd is, as: Hugh Kenner has made

clear, primarily negative and life-denying, that is something that one can

hardly say of the aspects of Petronius which EkelBf stresses.

Common Sources in The Tempest and Shakespearean Sea Symbolism;

Shakespeare, Joyce and Petronius as Influences on Ekeldf

One element which has been a significant factor in provoking and then

later supporting claims of influence with respect to Eliot and EkelBf has been

the use which Both poets have made: of Shakespeare's TherTéh- st, its Ariel's
song and the theme of death by water. In their treatment of Fﬂrjesggg Carl
Fehrman and Alrik Gustafson have all used the fact that Ekel8f at the begin-

ning of" the book version of the: work (in contrast to the form' in which it
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was reprinted in the edition of the collected poems of Ekel8f) has placed a
quote from Ariel's song "Those are pearls that were his eyes" (in the Swedish
version: Till dig, som stormen tagit, / vars 8gon nu 4r pHrlor), a.quote -

which Eliot also employs: in his own mosaic The Was:te ﬁand, as proof of an

influence having occurred. Bengt Holmq\fist in his Nxe_; Ar@; “s' article of

1947 is in this respect the most categor.ic_gl, even goi‘_x;g so far as tov maine
tain that by J;.ncorporavting such a quote Ekeld8f’ wés intentionally suggesting
his: owm: "tacksamhetsskuld" (debt of gratitude) to Eliot.525 Fehrman: is a
bit more cautious, viewing Eliot rather as: a transmitter of the Shakespearean
sea symbolism of The Tempest to an entire genération of poefs: “For EkelbBfis
generation the: poem [A::iel' s: 5ong] has gained new topicality through Eliot's

The Waste Land, where:a line from the poem is used as a leitmotiv: 'Those |

are pearls that were his eyes.'" (F8r EkelBfs generation har dikten £t
ny aktualitet genom Eliots The waste land, dar en rad i dikten anviints som
ledmotiv: Hans 8gon 4ro pirlor nu.)326 |

'lfha:t Ekel8f in any significant way could have béé;x'a ."_influenced" by .
Te Se Eliot with respect to Ariel's song and its a;ssociafion with the theme
of death by water is highly implausible. He himself has under_l_ined the: popu-
larity of the Shakespearean sea. symbolism and Ariel's song in a note attached

to:a translation of the song:

In ShaEéspearéﬂs.?zTh.é:Tém‘ pest I found the: following song (very
famous, often quoted in anthologies), sung by Ariel, for your 18th
century collection. If you were to take out your old surrealism
and wed it with your naturalistic-romantic gleanings into an under«
sea: landscape with marine backgrounds! and the old man disappearing

into the surroundings! 521

Furthermore as Reidar Ekner has polnted out in a previously cited note to

an article on "Panthoidens sgng," the theme of death by water as far as it
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was associated with Shakespeare and The.'i‘é'mﬁ“ st was common property during
_the 19th and 20th centuries, Malcolm Lowry in a short piece "Strange Com-
fort Afforded by the Profession" mentions the fact that a bit of Ariel's

328

song was even: inscribed onvShelley's gravestone, Examples of the use

in modern 19th and 20th century literature of the: "Shakespearean' r_notif

of death by water are: in addition no rare» occurrence, Rimbaud in one -of
his early poems developed the: theme ("Ophélie") and it apparently was very
a la mode among French Parnassian poets such as Banville, from whom it céuld
have been ‘transmitted to Rimbaud. 329 It was probably through Rimbaud that
Shakespeare's. theme or symbolism r.ea;chéd Georg Heym, who in 1910 wrote his
"Ophelia I-II."330 Another famous Rimbaud apprentice, Bertolt Brecht, in

his hesvily Rimbsud-inspired Hauspostille collection included a poem about

drowning entitled "Vom ertrunkenen Midchen," composed! in 1920:

Als ihr bleicher Leib im Wasser verfaulet war ‘
Geschah es: (sehr langsam), dass Gott sie allmihlich vergass

Erst ihr Gesicht, dann die: Hinde und dann zulétzt erst ihr Haar,.
331

Dann ward sie Aas in Flissen mit vielem Aas,

There is enough of The Tempest in En M8lna-Elegi to warrant the belief
that EkelBf's intérest in _the pla,y_ was firsfha.nd and not ngcesea.rily medis
ated by Eliot, It is above all the faerie scene of the Elegy (pp. 15-20)
which bears the mark:of The Tempgs ': "Phis section is based above all on
very actual impressions of -the': Sleeping Beauty castle which M8lna was, then
on Shakespeare."” (Avsnittet bygger frimst pS rena. vve'.t'kl'ighe1;553A.n’c:r-ryc}é.z~ frén
det P¥rnrosaslott som Mlna ﬂ,_ dtrnitst Pa Shakespeare?;)332 A note in Eke-
18f's annotated copy of the poem identifies the mill-gnome or #*den dir fule"
(that ugly one: there), which is the way in which the elf of ‘the poen ad-

dresses him, as Caliban, the savage, "monster" or “misshapen knave"
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of Shakésééaré's,play. When the blind window exclaims apropos the pro-
tagonist of the Elegy "-Men hur Kan Prospero / vara vid 1iv? och hir?
(20, 169-170), tﬁis is a word-for-word transposition of the Kin‘g of. Nép‘les
Alonso'e.exclamation_in Shakespeare's play (Act V, Scene I, 118-119):
"_But how should Prospero / Be living and be here?" - With ultimate fidel-
ity to Shakespeare's text, Ekel8f has even retginéd the hyphen of the
original,

As for The Tempest and its treatment of death by water, the interest
in that particular play and theme seems to have been "in the: a.a'.r." during the
first half of this century. As proof thereof one can cite a passage from |
the begiming of James: Jo;;rce's Ul s's'e‘s-, where the reader penetrateé into the“

consciousness of Stephen Dedalus, walking along the beach near Dublin:

The man that was drowned nine days ago off Maiden's rocke o o o
A drowning man. His human eyes scream to me out of the horror
of his deaths I. o o With him together down . . o I could not
save her. Waters: bitter.death: 1031:.333. ' '
e 0 6 0 06 0 6 6 6 s s 0 e s s s s s s e e e s s e s s s s e
Five fathoms out there. Full fathom five thy father lies. At
‘once he said, Found drowned, High water at Dublin bar. Driving
before it a loose drift of rubble, fanshoals of fishes, silly
shells. A corpse rising saltwhite: from the: undentow, bobbing land-
ward, a pace a pace a porpoise, There he is. Hook it quick. Sunk
though He be benesth the: watery floor. We have him., Easy ° .
NO%o o o o . ' :
A seachange this, brown eye; Bzaltblue; Seadeath, mildest of

all deatlis: knowm t0 mane. « o o

Joyce's novel was written between the years 1914 and 1921, published in part

serially in The Little Review from March 1918 to ‘Qct,o‘bver 1920, where Eliot

read it enthusiastically, and in full in 1922, the year in whi'eh<The Waste

Land was published. Eliot reviewed the book in The Dial of 1923. Ulysses
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and The Waste Land: two works which were created within a: few years of each

other, which demonstrate: a remarkable similarity with respect‘to the use of
or the interest in Shakeﬂpea;g's The»Tepgééf and yet only one of which is
assumed to have influenced Ekeldf with'resﬁectftofsﬁakeépeare; “OrliS'there
reason to assume that Joyce influenced Eliot in this particular regard, as
we can assume: that hé must have been sopewhat ofvan influence on Eliot's

use of the: "mythical method"? What appears to be valid for=Eliot-and Joyce=~
that one has to do here withlparallelisms brought about. by similar condifions
and a commonly shared cultural ambience--shogld Be seen as equaily appliéable
to Ekel8f and Eliot and their use of Shakespearean sea symbolism. Indeed
this: concept of the "ﬁarallelism" is one which EkelBf in several commentaries

wishes to see replace an overworked and falsifying emphasis on "influences"s

There are parallelisms. Two people in completely different places
can have the same experiénce and draw the same conclusions, for
example invent the same steam engine, for we humans are not so
different from each other but that this is possible. Everything

we do is a sort of extension of our senses and on these depend,

to a large extent, our "soul," our destiniess; and adventures and

our achievements [last three words:in Engiiéh} .- Not:-even time: pleys:
a decisive role; I mean by that that similar inventions best come

about in a living situation shared by both parties. 335

A second commentary in English similarly stresses. the greater significance

of the universally human as opposed to so-called "influences":

Man's situation is, at least for those who have a.view of the bot-

tom as well as of the height, very similar throughout the: world

and in all times and climes. Now, a similar situation or destiny

quite naturally breeds similar thoughts and solutions.A This fact

should be keptéin mind rather more than the possibility of influ-
33
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A final example of thils Ekel#fian elaboration of the: concept of cultural
"parallelisms," an elaboration based on a not necessarily profound or
urmusually perceptive awareness that the generally human is perhaps a more

decisive motor: of cultural phenomena than so-called "influences," runs:

Literature is in a certain respect one and indivisible, There:
is namely in our day (as in earlier periéds) what I would call a
poetical foreign legion. Develop. Often the: members do not know
each other, there are perhaps: a: thousand miles between them and
they have never heard each other's: names or read a line of each
other. But man does not deviate more from the category and man's
circumstances, moral, social and artistic, are not so different
but: that several contemporaries can have arrived: at similer, indeed
almost identical or downright identical formlations. Our emo=- -
tional life in certain universal situations gives: the same reponse
and our intellectual life furnishes the same solution. This is
the parallelism of a.rt.337

One may indeed with complete  justification ask. the: question as: to why
the: influence sticklers have never supposed the possibility of an influence:

of Joyce: on Ekel8f, Ekeldf has included a quote from Finne'gans Wake in En

MYlna-Elegi: "When the h, who the hu, how the hue, where the huer?" (57,
688-689) Joyce is mentioned several times: in mamuseript annotarhic;na" to
M8lnas folder 'j' has, for example, the note: " + o &« Peer'Gynt. Encolpius.
Tiresias. S. Dedalus." While the previously cited unpublished _Petroniuss

commentary mentions: T. S. Eliot and hiis: The: Waste La-ndv in comnmection with

Petronius, cites the significance of Eliot's; having chosen a motto from
Petronius: for his own poem and points: out the similarity between a Petronius,
an Eliot néither of whom eschewed a:representation of "d;Le Nachtseite: des
Lebens," it is just as: much Baudelaire and Joyce whom Ekelbf has in mind

when he analyzes the anticipatory modernity of" Petronius! great "stadse=
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roman" (urban novel) The Satyricon, “ou le.spectre en plein jour raceroche

338

le passant" and .where the main:character Encolpius experiénces something
analogous to existential Angst in the loneliness of the city: "He [Petro-
nius] was of course not the first urban poet in history. But the first

for whom the big city is a person--a kind of' collective--like Dublin for:
Joyce»" (Han var vil inte der_l frste storstadsdiktaren i hist. Men den
f8rste hos vilken +%a*stadenﬂ r en @@--ett slags kollektiv--som Dublin
hos Joyce.)339 A note in Ekel¥f's notebook T (f942) indicates three .g/reaet
interests of Ekel8f during a period during which he can be assumed to have
been steeped in work on MBlna: “Shakespeare, Joyce, Petr. [Pet'roni‘us inten-
)340"

sity of interest," (Shakespeare, Joyce, Petr. intensitet i intresset.

The omission of Eliot's: name is significant,
Ekel8f, Eliot and Swedenborg: Neoplatonism and the: Cyclical World View:

Further themes or motifs the presence of which in the work of Ekeldf

and Eliot could conceivably be used in support of the view: that Eliot signif-

metempsychosis and of the cyclical nature of life, The significant passage

in The Waste Land is. (section I, lines: 69-75):

There I saw one: I knew, and stoppedi him, erying: 'Stetson!
"You who were with me in the: ships at Mylae!

'That corpse: you planted last year in your garden,

'Has: it begun to sprout? Will it bloom this year?

'0r has: the sudden frost disturbed its bed?

'0 keep the: Dog: far hence, that's friend to men,

'Or with his nails he'll dig it up again! . « !

As for: the Elegy it would not be entirely out of order to view the trans-



formations: undergone by its main protagonist as a series of reincarnations.
The theme of the: natural cycles, of life conceived cyclically, dominates

most conspicuously the "La Brinvilliers" section of the: poem (49, 538-553):

No, let me be cast into the sea

without cammonball, without bammer

slowly disintegrate integrate

No, just be: burnt to ashes:

and cast into the sea

That way shall I drown also in the air

The smoke shall have carried me over garders
The lightest element of me rest in the stratosphére
The average part of me lie as mamure

in every man's: garden

while the heaviest shall sink to the bottom
and melt into the midpdint of all things
and the subtle part shall fly like spores

to kindle new life. Enfin c'en est fait,

La Brinvilliers est en 1l'air

de sorte que nous la respirons!

If to any one philosophical tradition, it seems best to trace Ekeldf's:
speculation in poetic: form on the: cyclical character of natural pﬂenémena
back: to Emanuel Swedenborg and the: Neoplatonists. In.Maftin Lamm's brilliant
account, we read that Swedenborg conceived of the soul orr“anima?”subsequent
tovphysical death as gomethipg which cerresppnds remarkably well with what
FkelBf" in this passage has: termed "the subtle part" (det subtila). In
Swedenbong‘szNeopiatonic cosmology thes borderline: between the spiritual and

the physical is fluid:

Thanks to-his. Neoplatonic outlook Swedenborg timis. still does mot have
to draw any distinet line between the spiritual and the material.
The body becomes for him only the envelope of: the: soul, the stuff

which only the intellect can separate from the form. It is by



virtue of  thils basic idea that Swedenborg in hils theological
system can to a: certain extent spiritualiize everything physi-

cal and embody everything spiritual.

Lamm writes further of’ the: spiritual as it survives: physical death in

Swedenborg's conception:

For the soul is the body's most subtle [my'stressﬂ substance; it
i's: therefore that we know with certainty that it is immortal, since
it cannot be destroyed by the coarser elements. It cannot rot,
perish by fire or air or in any other way. When the: body dies, it
frees itself from the latter's tissue and gathers: itself, even
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though some scattered pamrtiicles of it become lost.

The acuteness and almost oppressiveness with which the presence of the

dead and their deeds and misdeeds make themselves felt in En MBlna-Elegi

finds its most adequate and exemplary expression in the quote from Heraclitus
("I die their lives, they live my dewmth." [gag d8r deras liv, de lever min
d&d{]), where the chiastic formulation represents perfectly that symbiosis
of the dead and the living characteristic of Ekel8f's world view. This

same symbiosis is also effectively represented in the: quote: from Madame de
Sévigné's letter which reads: "La: Brinvilliers est en l'air / de sorte que:
nous la respironsi”

That EkelBf's attitude towards the dead--towards his. dead, i.e. his own
personal ancestors--can have a: negative component is evidenced by a poem
such as: "Ddden" (Death), published in the journal Perspektiv (Perspectives)
in 1956: "And if I look at my life it is:as if / I had been drawn incessant-
ly to that / which put my ancestors to shame . . ." (Och ser jag pg.mitt liv
4r det som om / jag dragits oupph8rligen till det / som kommit mina fBrfider

P skam s o o)
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In a draft to: the Elegy this negative element is even more accentuated:
"And Madame de Mont-Gentil's portrait / PPN The'siaxe:dealer's daughter,
to her you are related." (Och fru de Mont-Gentils portritt /".'. « Slaw-
handlardottern, med henne 4r du slﬁkt.)344 Characteristic of Swedenborg's
attitude towards the dead is a similar awareness of their presence in the:
living in the: form of a kind of "erbliche Belastung," which, however, does

not cancel out the possibility of free will in the descendents:

On us the late-born the weight of all the preceding generations'
repeated defections from the divine rests, not as an inescapable
original sin which predestines us to hell but as an hereditary
taint of evil inclinations. It is this: which is symbolized by
the fact that the souls: of the deceased influence all our thoughts
and feelings. God himself sees to it that the equilibrium between
the angels and the evil spirits is always maintained in our: inner

selves, so that it is our free will which decides the matter. Our

fall thus becomes just as self-inflicted as: that of the first man.345

A note in EkelBf's notebook E which apparently is a part of the first genmeral
conception of thé Elegy emphasizes the importance of '"the dead ﬁho live in
me" (de d8da som lever i mig): "Long time~poem or universal poem in which
'The: Drowned! is included. Should it deal Wwith the: dead? Solely." (Stor
tidsdikt el., universaldikt vari inggr De drunknade. Skail den handla. om
de d8da? Enbart.)346

Thé association of the idea of a symbiosis of the living and the dead
with the' cyclical conception of life is, needless to say, not an isolated
phenomenon in modern literature and need not necessarily be identified any
more with T. S. Eliot than with a: Joyce who in a: passage: of Ulysses: can write:
"God' becomes man becomes fish bBecomes barnacle goose becomes featherbed moun-

tain., Dead breaths I living breathe, tread dead dust, devour a urinous : '
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offal from all dead."547 As far és the influence of Swedenborg on Ekeldf

is concerned, it seems more reasonable to assume rather than the possibility
of an in£1uence the pre-existence of such conceptions as$ those outlined above
"in EkellBf's world view; in the cosmology of his compatriot Swedenborg he
could have: discovered simply a readyégadé‘fOrm for his own preexisting and
personal conceptions. BEspecially such Neoplatonic "Gedankengut" as: the idea
of a fluid boundary between the: spiritual and the material or the idea of
metempsychosis have been common property for centuries and as Hans Ruin has
stressed there is. no reason to assume an influence when a new writer makes

use of them, makes them his own:

What I wish to stress is only that one should not attach too much
importance to the outward adoption of ideas from various quarters.
e o « One: ought to distinguish between the: spiritual or vital
mske-up out of whieh a poem has: arisen and the external incite=-
ments which have brought about the poetic composition or the: ready-
made: intellectual forms: into- which the poet's experience empties

348

itselfe o o o

In & wording highly reminiscent of Ruin's, Ekeldf gives a subtle formulation
of the functioning of such intellectual-philosophical "Gemeingut" as: Neo=-
platonic conceptbions oi eyclical theories: of liffe insofar as the individual
author finds them adequate to his: own needs and appropristes them, when he
writes: with respect to his own appropriation of Swedenborg's m&crocbsmh

microcosm speculation:

Macrocosm-mierocosm. My closest correlative is Swedenborg, who
of course looks: at God as the: "homo maximus! in which we: are par-
ticles, But it would be just as incorrect to: say that I borrowed
the idea as: to say that it originally occurred to me. It only
seemed immediately acceptable when I came across it. Here: as: else-

where I belong to tradition.349'



Ekel8f's interest in the idea of metempsychosis is evidenced by sever-
al examples. In an unpublished poem in the author's notebook AU (1965) we

are led through a series of reincarnations as military men:

But!

Forgive a simple man

who has been in that war

in many .

wars againsi himself

o o o

The affairs at Valkiala

Austerlitz

where I fell under an .
Armenian general

stood up again

at Leipzig

orthodox

etec. my slain ancestors

live in me,.

" The poem: "Laokoen" in En naztt i Ota\éac also: testifies tor the poet!s ability
to undergo a series of reiﬁ;:amationé "Thus I went through diﬂfei'ent stagesa:
became a faun and a nymph and an old man and é,n old lady and a Hellenistiic
ruler and different gods and finally Laoco8n writhing under the choking
attacks of the snakes. ¢ « " (Sg gick ;ja’g.genom olika stadier: blev faun
and nymf och gubbe och gumma: och hellenistisk h#rskare och olika: gudar och
till sist Laokoon vridande mig under ormarnas kvivningsflrsBk. « « « )

The idea of metempsychosis is a standard constituent element in :“Pléaft;on-—
ie, Neoplatonic and Romantic thought and there: is 1it’t1é reason to believe
that Ekellf assimilated it more from Eliot or: Joyce than from any other

source. The significance of metempsychosis for Joyce's Ulysses has. been
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underlined By several critics, for example Richard Ellman and Hugh Kenner.
Kenner has stated that Ieopold Bloom ig Titerally Ulysses: and that by
treating one of his: two main protagonists in this way Joyce was taking the:
doctrines: of reincarnation of hiis:countryman W, B. Yeats literally and

350

pushing them to comic extremes. Kenner has also emphasized the role of
metempsychosis in cyclical theories of history such as that which Joyce
developed from his: Vico studiesi, In fact the: two appear to be inextricably
related as even: in the philosophy of the Pythagoreans where the transmigra=~
tion of souls and "die eﬁfge Wiederkehr des Gleichen" cénzhardlm’bezdisxin-
guished from each other., Cyclical theories: of history and the belief in
metempsychosis. are: means of ordering am otherwise chaotic history, "a way

of’ controlling, of ordering, of giving a shape and a significance to the
immense panorama of futility and anarchy which is contemporary history"--
which iss history in general;-to quote from Eliot's formulation of the effect
of the Joycean "mythical method" in his Dial review of Ulysses. Metempsy-
chosis as a part of a cyclical view of history is what Kenner has called a
"patterned energy," i.e. stasis: in the midst of an inexomrable flow, Or as
Ruih has formulated it: "This entire: notion of a series of metempsychoses:
which the soul undergoes: presupposess the: conception of something: identical
under all the varying forms.," (Héla denna. tanke om en seriésmetempsykoser,
dem sjilen underggr, frutsitter f8restiillningen on nggonting identiskt undér
alla de: vixlande formerna.)>?' Just how literally Ekel8f himself took the
doctrine  of reincarnation is: difficult to determine: but accustomed as weeaie
with our rational way of thinking: to. view the bBelief in such phenomena as the
mere quirks of a prelogical, superstitiousgfantasy, one could in conclusion
in defence of such a belief cite Schopenhauer, one of the: major thinkers to
introduce Eastern thought into the Western philosophical tradition: "Der
Glaube an Metempsychose stellt sich, wenn man auf seine allgemeine Verbreitung

sieht, dar als die natlirliche Uberzeugung des Menschen, sobald er, unbefangen,



irgend nachdenk
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One cam insiét. on snother aspect.of Neoplatonic 'thogght:.('pf which both

Swedenborg. and Stagnelius, Ekeldfian "elective affinities;," are examples

in Sweden) which has played a role in the: conception of Eﬁ MBlna.-Ele ",‘

albeit @ minor one and one which has left few traces in ‘the final book ver=

sion of the poem, and that is what Ruin and others have called the "déjz.-

vu" phenomenon. It is a phenomenon which is also inextricably related to

the idea of "sjdlavandring" or metempsychosisz

Through mental relaxation the imaginative process is promoted and
it cannot surprise us if in the traces of the imaginative process
that paradox emerges which is characteristic of the: "dé'ji-vu phe-
nomehon”: on the one hand the knowledge thmt that which we cons =
front has not been previously experienced by us, on the other hand

the smile of recognition within us, yes, the whispering: you have

seen that before! 553

The importance of the "déj;a,-vu phenoemenon" or "gtererinri.ngstanke" for the

conception of MYlna. is underlined by a marginal note to a series 61‘ annotas-

tions: or plan for the poem: "I{ seems to me that I have experienced this

before, Les tres riches heures du duc de Berry." (Mig synes att jag upplevt

detta: f8rr. Les trés riches heures du duc de Be:;-ry.)ss"' There can be little

doubt that in the penumbra of Ekel8f's mind the: 1ines of Strindberg's play

Ett dr8mspel were present when he made this note:

The
The
The
The
The
The
The

poet. It seems to me that I have experienced this before «..
daughter. Me too.

poet. Perhaps I've dreamt it?

danghter. Or wiitten it, perhaps?

poet. Or written it. '

daughter. Then you know what poetry is.

poet. Then I know what dreams are.

daughter. It seems: to me that we stood soméwhere else and

said these words before.
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The poet. Then you can quickly figure: out what reality is!
The daughter. Or dreams!
The: poet. On’poetry!355

A draft to a prose poem in Ekel8f's notebook G3(1931--)) provides another

example of‘hfs interest in theedéﬁh-vu phenomenon:

T come from the far-away land., There:I had a father and a mother.
Tt: seems: to me: 50 1ong @E0s o o o

It must have been the first time I came to earth. Everything
appeared so utterly strange, the roads always: led far away, my eyes
could not take notice of anything, I forgot everything for the:
sake of the: new, the past for the sake of the: future. Only now in
memory ies the past- like a home,

I vaguely remember other worlds, I kmow that it is other worlds
356

I rememBer., But that is seldom and so unclear. « o «

EkelBfian Animism and the Fascination with "Things"

If'thefe is: such a thing as a belief in metempsychosis: whereby the:
apparent particularity or individuality of the various: incarnations: is: can-
celled by their underlying, essential identity, there is also a kind of
e tempsychosis". which involves: the essential unity of- identity of animals; -
human beings and things: and which one: could call me#amorphoses or transfor-
mations. The prelogical identification off a: human being, for example, with
animals (e: totem for instance) or even "inanimate! objects is: characteristic
of the thought of so-called primitives amd children and is a standard compo=-
nent of fairy tales, The split between subject and object, between the self
and the external or outside world, that psychic distance characteristic of
the rational thought of the adult, has little of no applicability in such
experiential spheres as: that of the: "primitive? or the childe Indeed it is

possible to view Rimbaud's "Le Bateau ivre" as just such a prelogical identi-



fication as we find in the "partipation mystique" of the primitives and
of children, for the "je" of the poem, the lyrical persona, is not the:
drunken boat metaphorically speaking but rather litgrally, just as the
primitive in a religious rite: is literally the: moon. Ruin has stressed
this similarity between the: "participation mystique'" of the primitivé and
the metamorphoses of the fairy tale or "saga" and has maintained that it ..

rests on an underlying sense of the identity of all things:

We could also say: it is the same identification which underlies
the: transformations which in fairy tales suddenly strike both .. - .

living and dead things and which we find again in the romantics
when they have their flower or animal forms fall over: human

beings. or, the other way around, have human beings free themselves

357

from constraint into entirely different forms of existence.

While Ruin has emphasized that the poet in general with his ability
to lose himself in his images and become:one with them is a Protean creature:
par excellence,358 his observations have particular applicebility to En

MYlna-Elegi. Metamorfosér'where the fluid protagonist undergoes a series of

metamorphoses, A general plan to Mﬂlnaxeﬁphasizes this aspect of the poem
when it identifiess the Iyrical persona and the poet as "the Fprm-changer,“
"the Transforming One," "the Changing One," "the Pogt-TrﬁnsfefmatﬁénnArtist."
(Gestaltskiftaren, Gestaltskiftande, Den Sig F8rvandlande, Skalden F8rvand-
lingskonstniiren). In‘folder 'j' we also read the note: "the: metamorphosing
'Proteus" (den gestaltskiftande Proteus).

The fascination with "things" is a preoccupation which one can trace
all the way through Ekell8f's production, from his: early pgems=such as.
"blommorns: sover i fUnstret" (The Flowers Doze in the Window) in Sent 33
Jorden to. the more: comic: Lewis Carroll-H. C. Andersen-like animation of

things in En MblnaaElegi; The preoccupation is no .isolated occurrence in
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modern literature from Rilke's "Dinggedichte" torSartre's Lé Nﬁﬁééevand
Robbe-Grillet's novels. William Carlos Williams summarizes this modern
preoccupation.with:things in the "Author's Note" to his open~form poem
Pétéfébh when he writes: '"mo ideas but in things." What seems to unite
all these modern: efforts to penetrate things is an awareness of the inad-
equacy of a mode of observation which engages in the pathetic fallacy or
is teleological from a human point of view. The concentration in a poem
such as "blommorna sover i f8nstret" (to give a title to this untitled poem)
is cleariy on the "whatness" of things and on the epistemological questions
which the very impenetrability afid isolation of things from the: comfortable,
secure, utilitarian and teleological world of human language elicit.
Characte?istic of Ekel8f's attitude towards things from the very earli=-
est years is a kind of animism or pantheism, his awareness that things are
alive but perhaps living at a different rhythm than human beings. As éarly
as 1926 in a letter home to his mother Valborg Hahr (formerly Valborg Ekeldf),
he calls himself "I, the pantheist and syncretist." (jeg, panteisten och syn-
kretisten.)359 Perhaps the clearest expression of EkelBf's animism is given

in one of the "THnkedikter" (Reflective Poems) in Opus incertum:

The belief in an organic precedence
a mystery between skin and skull

a crucial point of creation--

how that has: made us limited!

Life has many methods
from the firmament's fermentation
to the tarnt's

and to the human brew's
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What should I believe

but that the stone also lives
as it has changed

even though its day is long

Let us not underrate: life
Let us not underestimate life

by making it inté a privilege
360

only for us.

‘In.a draft to "Ett vildmarkskSseri" (A Wilderness Causerie), which was to
become: the: essay “Zoologiska trﬂdggrdar" (Zoological Gardems) in Pi‘oirena.der,
this Ekel8fian animism once again becomes apparent: "The awfulness of the

fact that the concept 'thing' ever arose! See life in everything, venerate:

everything! The animistic conception superior to the rationalistic. Poet=-.

ry's to pragmatism's. Stagnelius' 'The Sigh of Creation.'" (Det hemske i
att begreppet ting ng.gonsin uppkommit! Se liv i allt, vaida allt! Den
animistiska uppfatiningen BverlHgsen gentemot den rationalistiska. Poesiens
gentemot pragmatismens, Stagnelius kreaturens: smckan.)361

Ek‘eiﬂf'ss own animism, his lack of belief in "an organic precedence /
@ mystery between skin and skull / a crucial point of creation” (ett ore:
ganiskt f8rsteg / ett mysterium mellan hud och d8dskalle / en skapelsens
springande punkt), seems to underline his admirstion for a writer such as

Hi; C. Andersen, who has succeeded in retaining contact with the primitive's

or childts animistie¢, prelogical view of the world and its objects:

H C..[Andersen| mirrored himself in things. « o .

Evéiy thing has symbolic: value or rather: every thing_,’:i:i’é‘ also
a symbol, even when need arises the most simple ones,

H, C. Andersen was a remarkable: scrap:sculptors He could get
the simplest things: to liwe and speak and he did not even need
to: weld or solder. The darning needle had certain views of her
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own through her own eye.. What she was:most afraid of .and what
irritated her the most, what she even threatened the world around
her with half hysterically, was that she should break. She had
no real security in the presence of the maid'slfingers and the
coarse materials, perhaps even leather footwear, inte which she
was used to being stuck. She was: conscious: of being of bad steel,
cheap, common, Nonetheless destined for a demanding, all too de-
manding task. In Andersen this artifact tells us all this and the
other dead things or “soulless" small animals.also tell us a lot.
o o o

The fact is that Andersen's art rests on a. deep magical founda=-
tion. He is a magician like the child or the savage. He conjures
life into the simple object, without any aids. . He does not have
to: run in electricity [elaktricitet: see note]. Who said that art
has to be mobile; It is the artist who has to conjure up: potential

mobility., He who built: the Parthenon was also a magiéian.362

In the capsule 'Tidiga manuskript! there is another commentary in which Eke-
18f expresses the view that it is-a fallacy to believe in a: schism between

the organic and the inorganic:

The theory that life has. existed from all eternity is not suffi-
cient, but rather we have to assume that everything is alive and
that there is no "dead" matter. That disposes: of the whole trou-
blesome question of life's origins. I therefeore do not believe in
a distinction such as that between organic and inorganic chemistry,
such that the one possesses something which the other lacks. Or
that it is a: product of something '[,‘ ?]a. link. in a chain with which
the other has nothing at all to do. But heither do I believe that
one can produce life in laboratories and that for purely technical
reasons., We find it entitely natural that inorganic life has ex-
istedi eternally but we cannot conceive of organic life's having

363

done S0s o o o



Im & draft to an unpublished poem in his notebook AB (1957-58), Ekel8f
also elaborates on his animistic phileosophy, this time from the point of

view of the humanness of things and more in the Oriéntal vein:

Title: Things:; and objects
trouvailles

where: things are unwrought nature
things human

Things are nature

finds on the beach

shaped: by the wind and
the water

Things are human

bear traces of the hand

which arranges or wears down -

Corresponding to EkelBf's conception of a fluid borderline between the
human and the "inanimate," between the "inorganic™" and the organic, is his
capacity for seeing the human in the subhuman (objects, animals) and cons:
versely for seeing human beings as objects. An example of the latter is

his description of "la Femme-Tronc' in his "novell" "En bizarr historia®

(A Bizarre Story) in Promenader och ﬁtfijktéi; One of the: two protagonists
of the story, an otherwise perfectly formed female who since she lacks,
apparently congenitally, all four limbs is the main attraction of a Parisian

circus, is portrayed in terms of & human still life:

There she sat, La Femme-Tronc, on a rickety pedestal with a lathed
base, nearly resembling the hatrack of a modiste, though sturdier.
She smiled at the spectators and there was something really cheer-
ful and engaging in her smile. The remarkable and captivating
thing about her did not actually seem teo: lie in the fact that she
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was: deformed but rather in the fact that she was despite every-
thing so well-made. She: was platinum blond and in her small,
pretty face she had blue, playful eyes and a very red mouth,

Her body was dressed in blue tights, deeply décolleté. The
lack: of arms and legs: seemed to Be completely atoned for' by

the perfect rounding of her contours, the shoulders: were: firm

and well-formed, the  rest of her Body emerged from under the:
tight-fitting tights to the same advantage, ondy her hip area’
had as: a result of continmual sitting become rather sturdily devel-
oped. That made her resemble: a pear where she sat, a beautiful
French pear, just as naturally armless and legless as ever a pear
can be, She: was a kind of living object, yes, just that: an object
--which one can put-place-lay on a chest of drawers, a table or

564

wherever one wants it. A living object.

If from one: extreme the reification of human beings is, as Bergson
claims in his: famous treatise Le Rire,‘éhe.souroe?of comedy, at the other
extreme the animation or "besjalanée" of’ things is another.%5 A PBiedermeier
sofa, a gable clock, an apple, a blind window and a window-mirror ("skvaller-

spegel") which talk as inma fairy tale of H. C. Andersen or as: in the works

of lewis Carroll: these are: the sources of the comic in En M8lna-Elegi. Eke-

18f's: interest in the anthropomorphizing of things is: indicated by two series
of notations, both of which seem to have considerable relevance as far as:

the farcical Lewis Carroll-like faerie of En MBlna-Elegi is concerned. One

of the general plans: to the Elegy has the: following note:

/ Tragic: meaningful nonsense / Carroll / eternity's cardboard Box

the human chess piepesﬂ conversation in the: underworld's

drawer-~The chess: pieces-~

Another note from the period 1938-1940 furnishes another example of’ Eke-

18f's: interest in the: idea’of a fairy tale-like animation of things:
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Projects Book of grotesques: Tale of Dﬁrer's:MéiahéboiiaQ Fly

for a day. All the way from melancholically strange prose poems

to pure Falstaffian scenes., Baroque development of Andersen's
fairy-tale technique, personification of impossible things, fairy-
tale tone., It is aﬂlAé.quesﬁion of tone: thé melancholically marvel-
ling observation of anything whatever and the possibility of human
action in it., Human-non-human., The comedy in the tragedy in every-
thing. Work according to the principle Tale about the very first
thing which occurs to one (a blanket, a deck of cgrds), put oneself

in the blanket's-the deck of cards' situation if it were human and
366

the human were fate,

Underlying all the metamorphoses and metempsychoses of Eﬁ MBlna-Eiggg
there is a sense of the fundamental essential identity of all things, be
they animate or “inanimate,” A note in folder 'a' to a draft of "La Brin-
villiers" section of the Elegy, a draft which significantly enough contéins
the two lines "How can I tell whether my soul will have a voice / in a tree,
in a flower, a blade of grass?" (vad vet jag om min sjil f8r rést / i ett
tridd, i en blomﬁa, ett gras?); has the mystical note: “obs Eliét 82 / tat
tvam asi" (NB. Eliot / tat £vam asi). The expression "tat tvam asi" (Theum
grt<that) from the Chandogya-Upanishad26;12Lhas~been.interpretédias;Signi-
fying the identity or final essence gnderlying all the apparently distinect

forms or manifestations of the world; it is

die in der Chandogya-Upanischad . « « von Uddalaka Aruni seinem
Sohn erteilte Belehrung, dass die unsichtbare Substanz: in dem Kern
der Frucht eines Feigenbaumes das Ursch8pferische ist, aus dem

der Baum erwuchs und auch alles andere hervorgegangen ist. Diese
letzte Essenz, aus der die Welt be;;;ht, ist auch mit dem Selbst

(atman) aller Lebewesen identisch.

A correlate of this oneness of things and beings as it manifests itself

in the Elegy is: the breakdown of the "unity of the personality" in the tradi-
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tional sense, the splintering of human identity, somewhat comparable to -~
the "personlighetsklyvning" (doubling of the personality) which is experi-

enced in dreams: and which Stritidberg effectively renders: in Ett dr8mspel;

the personality becomes a mere: "valplats" or battlefield for an endless
number:of‘elements vying with each other, The idea is: of course no isolated
one- in EkelBf's world view with its consistent conception of the personality
as a microcosﬁ, a universe in miniature. The "I" in this: context becomes a
mere arbiitrary fiction: "Every person's contenf of pebple and worlds, He who
experienced, experiences and reexperiénces this fszstill[ﬁ]not one but sever-
al in one, Calls himself I, that is only a psychic geogréphical attribute.”
(Varje minniskas innehgll av mimmiskor o. virldar. Den som upplevt, upplever
och g¢erupplever detta Hr 4n, icke en utan flera. i en. Kallar sig jag, det Hxr
bara ett psykiskt geografiskt attribut.) It is no accident that we read in
the: same series of notes (folder &j'): "Versaiilesﬁ mirror galleries" (Ver-
sailles syegelgalle:ier). A note in Cahier I (p. 60) reads: "It is like see=:
ing one's self in two mirrors facing each other. An endless éénies of selves,"
(Det.&r>som att se sig sjiv i tvgaspeglar som st® mitt emot yarandra. En
olindlig rad av sjilv.) This: image of the: "Self" seeing itself in endless
repetition in mirrors turned towards each éther; this theme of the infinite
mltiplicity of the Self, its Versailles sélves (Versaillespersoner) as it is
called in one manuscript note, also has: its: place in the Elegy in the lines

spoken by Mega Alexander (31, 337-342):

Thus I unlatch the latches and unbolt the doors.
Thus: in vain I step out of mirrors

into mirrors,

I myself see in endless mirror-series

how unalterably and far

I leer=-
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Thus: we have also the "I" of the poem addressing himself as "you.”
This capacity to stand outside the: Self is curiously akin to what another

mystic Henry David Thoreau writes in‘WQiAéhQ

With thinking we: may be beside ourselves in a sane sense. By
a conscious effort of the mind we' can stand aloof from actions and
their consequences; and all things, good and bad, go by us like a:
torrent. We are not wholly involved in Nature, I may be either
the driftwood in the: stream, or Indra in the sky looking down on
ite I may be affected by a theatrical exhibition; on the other
hand, I may not be affected by an actual event which appears to
affect me much more. I only know myself as a human entity; the
scene, 20 to speak, of thoughts: and refiléctions; and am sensible
of a certain doubleness by which I can stand as remote: from myself
as from another. However intense my experience, I am conscious of
the presence and criticism of a part of me, which, as it weie, is
not a part of me, but spectator, sharing no experience,;but.taking.
note of it; and that is no more I than you. When the play, it may
be the- tragedy, of life:is over, the spectator goes his way. It
was a kind of ficfion, a work of the imagination only, so far as:he

is-concerned;%8

The Rape-Abortion Motif; The Elegy as an Eliotian Postwar "Lewvnadssilimning"

Both Eliot's The: Waste: Land and Ekel8f's En MBlna—Eiegi contain rape~

abortion scenes either éxplicitly or in the“fcrmrof indirect discourse. In
the section "A Game of Chess" of Eliot's poem, the fluid voice of the poem,
who at this point appears to be a kind of proletarian housewife, reports her
friend Lil's attempt to abort a child, presumably the product of Albert's
temporary leave from the war front and more the result of his uﬁcontrollabley
insatiable breeding instincts or perhaps even his violation of Lil than of

any true "commmnion of souls® (lines 158-162):
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I can't help it, she said, pulling a long face,

It's them pills I took, to bring it off, she se&id,

(She's had five already, and nearly died of young George.)
The chemist said it would be all right, but I've never been

the same.

The implied or reported rape-abortion scene here is a kind of modern wartime,
ironically inverted version in all its trivi'ality of the rape of ‘Philomelaz.
by the Thracian king Tereus mentioned in the same section (lines 99-1“00):
"The change of Philomel, by the barbarous king / 80 rudely forced. o o o"
Ekelﬂf;s project of an aborj:ien-mpe scene, in other words of what wa.é
to become the "Kvarns@ng" (Mill Song) (ppe. 37-39-41) of the Elegy, was one of
his earlier conceptions: already in a published fragment of the opening of
the poem in BIM of 1946 hés. had provided for a contimuation of the poem's
begining, a "Gatusang" (Street Song) whose first lines were given in antic-
ipation as "Angst and contraceptives. / Angst and colocynth--=. ‘(_Xnge_‘st“ och
preventive / fngest och kelokvint---.)369 A draft to this same section (fol-
der 'j') indicates clearly that ke had Eliot in mind when he was at work on

the "Gatusing / Kvarnsfng":
Un peu a: [dans] la maniére de M, Eliot

Even time has its gardenss
a one-room flat in Slder [malm]
shower, book corner, a little happiness
and a little happiness
and contraceptives and gradually I;gerhaps]
- when nothing else helps hysteria’

The “"hysteria" and Angst of EkelBf's: draft are also clearly a part of Eliot's:

text The Waste land, flor in the section just mentioned one of the poem's

voices says: (line 111): %My nerves:are bad tonight.'" Another draft con-
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taining the beginnings_of a ﬁKvarnsgng" (folder 'aktuellt'!) seems also to
testify to Ekel8f's having had Eliot in mind, for in an otherwise Swedish

text there is a line in English:

Angst and contraceptives Those brown pills
Angst and eolocynth- -

While one cammot entirely rule out the poseibility that Eliot may haveé
been a significant impulse behind Ekellf's conqeption of such a rape-abortion
scene, the fiha} version of the Mill. Song bears: scarcely any trace of such an
jmpulse and EkelBf in the notes to a first published version of the Mill Seng
(as *Death and the Maiden" Ebﬂden och flickaﬁ] in Prisma, 1949) has stated
that his greatest debt insofar as this scene is concerned is to a mimor .

impressionistic scene in Bellman:

It [the sceng] represents among other things a. spin-house girl,
not yet completely corrupted, in the 1700's and now, with a duemma
or old aunt and accessories. The exclamation "Ah cal ma chére"
comes from a lesser impressionistic scene in Bellman; which takes
place in one of the small rooms at Clas' Cornerhouse, where a few
aristocratic: good-for-nothings take an innocent country girl "on
a table."371 ’

With respect to this particular scene in the Elegy and the related
drafts it is more the tone of Eliot's depiection of fhevmonotonoussand bored
life oﬂfpétty office clerks and secretaries and of postwar disillusionment-- .
Eliot's. own deni#l of the: latter to the contrary--which appear to have been
of interest to Ekel¥f and perhaps an impulse, but hardly what one could call
an influence, behind this section of En MBlna;Elegi. In’hﬁs obituary notice
or ﬁnékrolog" on Te S. Eliot EkelBf stresses the fact that for him it was

Eliot's capacity to express a postwar "levnadsstimning" which he sees as
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the significant contribution of Eliot, the one: which impressed itself on

him:

Eliot was born in the same year as Katherine Mansfield and since
I have just been reading her, I come to think of what a peculiar
aptitude characteristic of the period both hawe, Eliot even more
so, for giving us the mystique in an existence, an ever so irivial
existence, by painting the surrounding things, the time of day,
the air end the light in the room, by making the person into an
invisible presence. « o o
Eliot's masterpiece is for me the mysteriously animated imsge
he gave of the 20's, of the death-struggle of Victorianism, of the
Angst, moral destitution and disintegration of the postwar period,
that epoch-making social collapse., This was truly a primal experi-
‘ ence and the Angst of our time, however justified it may be, has
to be seen as a consequence of that which inspired it., One has
done: one's best to destroy this great poetic panorama--I am speake
ing not only of The Waste Land but just as much of the many poems
before and after--by dissecting it and by attempting to locate all

the hidden quotes and allusions, of which a good deal may very

weli be unconscious, at least at the moment of igspiration. One

ought to read it as a life-mood [1evnadest&mniné§}, a life-frieze.
" It is always the puzzle which is originale ¢ o o« 2

Séme Recent Hypotheses of Influence by Ekeldf Critics

Eike}few?othér*Writeré~iniSwédishzliteraturé, Ekel8f, perhaps because
of his very prominence in Sweden but relative obscurity'abfoad, has been
made into somewhat 6f a scapegoat for Swedish influence=-scholars end ana-
logical critics. In one unpublished commentary Ekel8f stresses the: very
absurdity of the notion that he could have been influenced by Eliot by
pointing out the complete distinction in content which separates his work

from that of Eliot:



The sum total of my 1égitime défense is as before that my
poems.do not contain, do not express the same thing as his [Eliot';]
poems express or contain, and that with respect to the kind of
time experiénce as well as to the nature of the artistic attitude
and objectives; this is valid from a human, religious or if you

like mystical standpoint, as well as with regard to- the historical
373

outlook and the moral complexions « o o

In another commentary in the same vein he speaks of "poets who 'sound alike,'
have a !similar tone of voice' or the like but whose texts aim at something
completely different‘and whose solutions to problems or moral attitudes are
quite alien to each other." (diktare som 118ter lika', har 'liknande tonfall'
el, dyl. men vars texter syftar till nggot helt oliké och vérs probleml&s-
ningar eller moraliska stillningstaganden r alldeles frimmande,)’ ' One

can say of those critics who from a merely superficial textual similarity

or similarity of tone infer--not usually further substantiated--possibilities
of influence what EkelBf himself has stated: "Then the assumption of influence
is really serious--for the person who makes;if;" (Dg ir en fBrmodan om pgver-
kan verkligh graverande--f8r den som gdr dem.) ! And yet it is remarkable
with what flippancy and nonchalance critics, for the most part Swédish crit=
ies, have engaged in the "fallacy of similarity." A case in point is a fair-

ly recent article by Lars Lindvall in the Svensk Litteraturtidskrift (1970)

where the critie, after a rather summary comparis;n of a poem Yy Fernando
Pessoa and Ekeldf's "Samothrake,"” nonchalantly draws the conclusion: "With-
out it beihg a question of a word-for-word transposttion, the similarity

is so great that ome has every reason to reckon with influence." (Utan att
det rBr sig om transponering ord-f8r-ord dr likheten 89 stor att man har
all anledning att r¥dkna med pgwerkan.)376 Needless to say we are dealing

here:vwith what Guillén has rightfully condemmned as the fallacious, mechanical
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concept of transfer, the mistaken conception that in cases: of influence
one is:dealing with the mere: transfer of elements: from the work of the
influencing writer to that of the influenqed writer.377 Now it is unde=~
niable that Pessoa is a significant European modernist but to my knowledge
there is no mention of him in any of the Ekel8f texts:which I have encoun-
tered and any possible influence would thus have to be "subliminal" in the
highest degree.

Another unreflected intimation of "influence"‘is to be encountered in
Pir HellstrBm's fine dissertation on EkelBf, where, after having examined' in
some detail the animal symbolism of EkelBf and its political-philosophigal
implications with a side view at the political philosophy of Henry David

Thoreau, the: author hastily concludes:

There: is every reason to reckon with an influence from Thoreau
as far as Ekel#f's high assessment of the untamed and violent in
nature and man is concerned, an’influence which becomes all. the
more plausible in view: of the two writers' similar view of the

negative factors in society's evolution and of the means of remov=-

ing them.378

With regard to HellstrBm's claim of influence several things can be said,

It is true that Ekel8f himself mentions Thoreau in the context of what he

in FlirjesSng has called "the steps wild animal, cattle, purebred" (trapp-
stegen vilddjur, beoskap, rasdjur), in other words in the context of a kind

of Rousseauesque tripartite view: of human SOcial‘evolutioq where, in a rather
utopian perspective, a synthesis is envisaged between the positive wildness
of the savage, primitive or untamed animal and the positivéerefinement of

the "kulturmiimniska" or civilized man:
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It is the: fine and the timid, the independent, the.wild--not. the:
rapaciously wild but rather just the wild element which can make
a person into his own unigue human being and no: one else's, that
wildness which Thoreau thought explains: and clarifies what we:

desire and mean when we speak very indefinitely of "the;good."379

Admittedly there: are: indeed remarkable similarities: between Thoreau and Eke-
18f on the philosophical and religiousslevei.' Reservations: against the hy-
pothesis:of an influence of Thoreau on EkelBf hawe: to stand, however: I would
refer the similarities in thought between Ekel8f and Thoreau rather to common
sources in'Oriental thought (Taoismwahd its political philosophy for one) and
to. the tradition of mysticism, the remarkable unity of which Ruin has: given
us many bkilliant examples,

Such things: as: two- authors' use of such Neoplatonic conceptions: as:
me tempsychosis: or the "déjé-vu phenomenon" or their common reference to a
particular philosophical or religious tra&ition such as mysticism can all be
brought under the heading of whait Ekel8f in his criticdsm of the whole con-

cept of "influence" has labelled as "identifikationex" (identificationsﬁ:

There are identifications, du deJa vu, "it seems: to-me: that I have
" experienced this before" (the Dream Play) or Plato's ideas or Py-
thagoras'! metempsychosis: fantasies, which are: not "loans" because

those involved are pretty much equally-good.(poets; artistsy misi-=

‘cians, ordinary people, animals:etc.)e o« o ,380

In fact it is only the possibility of reference to such "identifications"
which EkelBf wiith reservations: is willing to admit in & criticism of  the
treatment which certain academics have conveyedi upon him, here with reference

to the tradition of mysticism:
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I have had licentiate dissertations: sent to me which at the
end had long lists: of the books read. Thils and that again I hawve
read in order to understand E.[Bkeldg].

Not a third’ of these lists:are known to me and not a fourth have
I even read to any extent. A portion of course consisted of.stand-
ard works in which the: persons concerned procured information agbout
the tradition to which I am seen as bé&longing: that of the mystics,
subdivision the: creedless and ihte'llectuai.381

One: final example: shall servé to illustrate: some of the hastiness: and
illogic which has: characterized the critics' claims of‘E.(liot"s or of other
writers! infilluence on EkelBf, Marie: Louise: Rammefalk in her "1974? disserta~
tion on Ekel#f, Martinson and Vennberg as didactic poets hasss once again taken
up: the: well-worn question of a possible influence of Eliot ;)n Ekellf amd,
while for the most part holding to the line of rebuttal set forth_i)y Espmark
in hiis; BIM article of” 1959, she does: concede: that Ekel8f must: have been tech-
nically influenced by Eliot's use of blank verse. Further, in the: context
off @& resuscitation of what appeared to be a moribund debate, Kjell Espmark
himself, a recent entry into the éwedish Academy, has: this to say in an impon-

tant: note: in his significant book on Swedish poetry in #he: European tradition

Sijdlen i bild:

My early judgment in the essay "Ekeldf and Eliot, A Study about
Ferry Song" [ﬁhe 1959 BIM amticle] e o o probably needs: certain
revisions; today I would be more’i inclined to see certain impulses;,

concurrent with Chinese and Indian mysticism, firom Eliot texts: such

as Ash-Wednesday and Burnt Norton. The objections against attribut-
' 382

ing decisive importance: to East Coker remain, however.

Thiis: cautious: retrenchment of Espmark from his former aggressive defence of
Ekel8f's originality seems: significant; more: important almost than this is the

fact that he in the same note refers the reader to a review of Ramnefalk's
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dissertation on three Swedish didactic poets by Karl Erik Lagerl8f in the:

Dagens Nyheter of 30 December 1974. Lagerl8f in his generally disparaging

review of Ramnefalk's book directs a criticism against her general fidelity

to the line set down by Espmark in his BIM article in the following terms:

Had Rammefalk researched. the question on her own, she would have
been able to show that Espmark landed in the: wrong lame, for there
is a long letter from Gunnar Ekeldf to Karl Vennberg from 1938 where
Ekel8f at the request of Vennberg appraises an Eliot translation
done by him [Vennberg] + Ekel8f at the time doesn't have access
to hi's Eliot books, he explains, but--it turns out--that makes no
difference, He knows long passages by heart., The lettegeés listed.

among the unpublished sources in the Vennberg catalogue.

If lLagerl8f's claim is true, which I have: not been able to verify, it would
indeed be somewhat of a mark: against the credibility of an Ekel¥f who is
perhaps a bit too eager to underline the distractedness of his 6wn readings
of Eliot in the retrospective commentaries and in the essay "Gallret" (The

Bars) in Promenader och utflykter with its quote of an obsessive refrain from

one of FrBding!s poems: can stress his own inability or indifference to learn-..

ing poemss by heart:

This and other random quotes: and lLesefrlichte pass by me at
times, Seldom or never do I remember completely a poem or a sen-
tence. That is perhaps because I hawe: not been able to endorse
that many poems. wholeheartedly. Usually there are only a few
isolated words which I remember and which in their isolation seem
to me to haver a mystical tonal colour, sound and meaning. A kind
of heavy and meaningless meaning: "The bars, the bars, the bars."
As a sort of pastime I have: reconstructed in memory the words
which precede the concluding cadence of the verses; obviously I
could not remember them and they seem to me also to be rather

unimportant. It is the sound itself in this: cadence, not the words
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per se, which are meaningful and which: represent the human situa-

384

tion. « « &

Despite these concessions to: Lagerl¥f, the reservations against the logic
of his argumentation remain: the fact that an author knows by heart certain
of the works of a predecessor, even if that flact is an isolated occurrence
in the experience of the author and has been concealed from the zealous
influence-scholars always eager to uncover some "ultimate" proof of influ-
ence, can hardly be used as substantial proof of an actuai influence having
taken place., To formilate the matter rather exaggeratedly and to counter
illogic with illogic: the French schoolboy knows long passages from La Fon-
taine by heart and yet one can scarcely maintain that he has been: influenced

EkelBf's: Reception of the Conservative Eliot;

Tﬁe History of Their Personal Contacts

With the ever increasing and unexamined repetition of claims: of influ-
ence from Swedish eritical quarters over the years, EkelB8f undoubtedly felt
called upon to defend his own originality and to refute the notion that he
was in any way a mere: Eliot plagiarist or Eliot apprentiice in the use of
the quotation-allusion technique or blank verse. While his defence became
increasingly more bitter and his evaluation of Eliot increasingly more nega-
tive, it is undeniable that his opinion of both Eliot's work and person
during the 40's was generally positive. In a letter card to Bomniers from
"Dorothy" (Lappland) dated 18 May 1941 he assesses, for example, East Coker
and his: translation of the poem:in the following fashion: " . . . otherwise

T think the poem will come: across well in Swedish, and it contains thought-
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provoking things." ( . « « annars tror jag dikten blir bra‘-xpg. svenska, och
den. innehfller tinkvirda sa.kel'.)}e'5 In a letter of the same date to Georg
Svensson (7) of Bonniers, EkelB8f writes of the same poem in terms directly
opposed to -those of his later repudiation of Eliot and even ifidicative of
a certain affinity for the Anglo-American: "Otherwise the poem: is splendid,
I think, virile and defiant right down to its: most Catholic: passages. A
part of its metaphysical profundity appeals: to me personally very mach,."
(Annars #r dikten gramn, tycker jag, viril och f¥rsvarsduglig 4nda in i sina
mest katolska passager. En del av dess metafysiska: djupsinne tilltalar mig
mycket personligen.)s% Finally in an éarlier letter: of lézgimayaof the same
year, EkelBf qualifies the poem:as Ma.very unconventional poem" (en mycket
okonventionell dikt) .387

On 14 April 1943 ‘Georg Svensson wrote to EkelBf, who at the time: was
still living in Dorotea, Lappland, requesting, apparently af the insistence
or at the request of Eliot himself, that Ekel8f take on the translation of”

another of the: Quartets, this time: Little Gidding:

I also wonder if you would like to take upon yourself the trans-
lation 61‘ Eliot's last poem Little Gidding, which I have received.
from the: writer. I'11 put. off sending it until I hear whether you
think that you can undertake it. Bliot himself would be very glad
if’ you did it, he has: written,ooo '

In all fairness: to Ekel8f it has to be admitted here that already during

thiss period of what seems to have been intensive Eliot studies, Eliot studies
which Ekeldf, however, is careful. to: emphasize as.not having been self-imposed
but rather the result of an outside impetus, EkelBf's: acceptance of Eliot

was not entirely unequivocal or unambivalent and there are intimations of

a certain lack of afifinity, at least as regards certain works of the Anglo-
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American modernist., This: is true in particular of the Quartet: Little
Gidding, for in an undated letter of response: to: Georg Svensson's request.

Ekel8f wrote:

I too: received Little.Giddigg from Eliot, went through ik and
thought that it was hardly in the same class as East Coker and
the otherss[ﬁhe other Quartets]. My: impressions are, however,

cursory. I'1Y try to penetrate more into it and to give you a reply
after Baster, when a bit of mamuscript I hope ought also to be:
expecteds In any case it i's certainly easier to tramslate: than

The Dry Salvages, which was: almost impossible.389

Since EkelBf published translations of East Coker in its entirefy and

oft sections: of The: Dry Salvages: (in Vi ﬁmﬂ and Konstrevy) and in 1943 at

least studied Little Gidding, as we have seen, with a view to translating

iit for Bonniers, his: later (retrospective) claim in an unpublished and un-
dated "influence" commentary to having read only two of the: Quartets: is sur-
prising: either the inaccuracy is due: to anm oversight or the word '"read" has:
to. be: understood in anvextremely restricted sense, i.e. to study for the pur-
pose of translation. In any case in accordance with his: "valfrindskapsteori”
(theory of translation-reading-criticism based on the need for an elective
affinity with the object of study),.EkelBf in a. letter ofﬁ 5 M’g& 1943 indi-

cates his hesitations: regarding a possible translation of’ Little Gidding:

"As far as Eliot is: concerned it is like: this: T have read.through the poem
again and I mst admit I feel it is a bit alien to me. I think it to a cer-
tain extent gives the effect of repetitiousness and fatigue." (Betriffande
Eliot star saken sg, Jag har 14st igen dikten igen och kMnner mig nog lite
frimmande: f8r den. Tycker den i viss nan verkar: upprepning och trbtt.)39o

The history of EkelBf's contacts with Eliot is of course not complete

without a brief examination off his: personal contacts with the latter. An
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unpublished commentary (capsule 'K') indicates that during the Second World
War a fleeting meeting took place between Eliot, who had been flown to Swe -
den despite the German blockade of England, end Ekel8f, who in all- haste had
just finished work on the translations of Eliot's poems which had been com-
missioned. by Bommiers to honour Eliot's axrrival in Sweden (the: “"Collected
Poems" of Eliot translated by Ekeldf e.nd Ronald Bottrall and published in

1942) ¢ ,

The same day that E.[Eliot]arrived I took the night train back
to Lappland and wasn't able to meet him [éxcept for 5 minutes:
Ingrid Ekel8f's addition in handwriting to the typescript copy].
On that same day the publishing company also succeeded in getting
out the first copy of the book to be handed over to him at an
opening cocktail party at Bottrall's; because of overwork: etc.

T had to forgo the rest.>?'

In an earlier Yetter from the war years Ekeldf expressed a marked interest
in the possibility of a personal contact with Eliot: _"Oh yes, Johan”[?] wmtg
and told about Eliot., Well, we'll perhaps get to meet him after the w’a;r."
(Jo, Johan skrev och ber#ttade om Eliot. Ja, honom kanske man fir triffe:
efter kriget.)>?2 Eliot's journey to Sweden in 1948 for the purpose off
accepting the Nobel Pri‘zé in literature was the: occasion of the first "exe
tended" contact between the two; the experiemce is related in very positive
terms: in a letter from Ekel8f to his maternal aunt Hamma von Hedenberg, the:

descendent of one of Ekel#f's aristooratic: ancestors; the: fru Ment-Gentil

of En MBlna-Elegis

However I was in town for a dinner with Eliot, whom I "had on my
right," that is to say it was a: gentlemen's dimnmer party and he
had the hostess as a table companion while I had him, a quiet,
unpretentious and delightful man who chatted about Princeton,
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the: Oppenheimers, his: old sisters, the: English countryside
etc. with Ulla Bonnier almost as if the world were as small
(and big) as it actually is, as well as about "Practical Cats"

393

with me,

EkelBf seems thus to have been very -impx‘e_s;t_Sed-byf the great""mfan,.Ejlioﬁ!s? -
lack of pretentiousness, a characteristic which he again underlines in a
letter to Kaj Bonnier following the aboie-mentioned dinner party: "But Eliot
is of course so simple--at least on the surface--that I don't know how one
could talk one's: head off." (Men Eliot 4r ju s enkel--Stminstone pa ytan--
att jag inte vet hur man skulle kunna pfata; huvet av sig.)394-' A-far ery from:
EkelBf's extremely negative appraisement of the more official Eliot, an Eliot
whom: EkelB8f has: in mind when in several "influence' commentaries he speaks
disparagingly of "the old men on a pedestal" (gubbarna pa piedestal). .

One final if indirect contact between Ekeldf and Eliot is worth mention-
ing. In the 50's English translations of EkelBf's poetry were submitted
through the intercession of Georg Svensson of Bo;;miers to Eliot at Faber and
Faber with a view to publication. In his letter of refusal Eliot wrate to

Georg Svensson:

I have Kept the translation of Gumar EkelBf's poems: longer
than I should have done because I did not know how long you' were
to be away from Stockholm, and I imagined that on your return you
would have plenty of other business on your hands. We have: been
through it.fairly carefully, I and my colleague, and ourr conclusion
is, I am sorry to say, that the: translation does not strike us: as
distinguished enough in itself to justify us in making an offer for
the book., I myself found the translation just good enough: to be
tantalising. I felt so often that I was reading a poem.which, if
I could read and appreciate in the original Swedish, I should enjoy
very much, I am sorry: that-we cammot .deal. withithem. as it would
give me pleasure to think that EkelBf's work might become well-
395

known in this country.
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Ekel8f, the: former translator of Eliot and one who. had done his: share to
make Eliot accessible in Sweden, must have been somewhat upset at this
refusal of his: own poetry, albeit in translation, for he wrote in his note=-

book Y (1953--4) in a draft of a letter to his English translator:

That's: what has made me think, that perhaps: my poetry does not
‘make poetry in the: English sense of the word or, maybe in the

Eliot sense. Perhaps it ought to be more Eﬁn the light of another
tradition] transposed or transfigured. But that would make the
thing still more difficult to deem: or redeem. Or he EEliot: my
brackets] is tired of it all, and, by the way, is he really inter- .
ested in modern, and foreign, poetry except that of his: own con-
generates, Pound, St. John Perse and others. Or finally, and I
already felt this myself, with the growing of age, you get a film
on your eyes and you turn backwards to your own sources and begin-
nings_or to. the-classical poetry which you may have: neglectéd. . (Now
there is this difference between E. and me: he likes Dante, I like
Petrarca.) In this: country, where poets rise like mushrooms after
a rain, people often send me their books, but I confess that I sel-
dom see anything in it. Oh, poetry and the making of poetry may

be en vogue but it is a well in the Vaucluse, As I downot like:
Eliots arid Purgatorio he may not like my well. I am a sensualist,
he is a theologian. | '

If EkelBf's reception of Eliot during the 30's and 40's seems to have
been largely pésitive if" not entirely free of ambivalence énd criticism, with .
the years: it evolved--one can assume to a great extent as a result of his: dis-
taste for the analogical critics who never tired of intoning the litany of
his apprenticeship under Eliot-~into a markedly negative view of Eliot. As
late as 1948 in an article "Sagt om Eliot" (Said about Eliot) published in
the journal Prisma, we encounter an EkelBf eager to apologizé .for Eliot and
his conservative religious orthodoxy; the essential thrust of Ekelbf's

argumentation here is: that Eliot has to be regarded as less of the rédiéal
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artistic modernist whiich he: was not in Ekel8f's opinion and as more of a
"radical conservative" who, somewhat along thé lines: of a Nietzsche, Alexandéfr'
Hamilton, Alexis de: Tocqueville or--Gunnar Ekel8f, engages in a critique

of democracy, utopian liberalism: and radicalism:

But I would think that even in other respects: Eliot in a probably
not incorrect sense of the insolubility of the problem which the
West has tried for 150 years: to solve on the lines of an often

illusory freedom and voluntariness quite: simply refuses. to negoti-

ate on the: basis of the assumptions: which liberalism has made into
norms, because he regards them as: postulates: in the discussion and
not as: conditions; for it. Then he> would prefer to: place himself
under' the authority of faith. For he does not believe in progresss.
And I wonder if it would not be useful for each and every: one of
us to serutinize closely our owm so-called radicalism., . . . Under
such circumstances: I am willing to view. even Eliot's religiosity
as a matter of taste, a phenomenon rather than sométhing humanly
aggravatinge -
If one sees Eliot as a bit less of a modernist poet and as a

bit more: of a radical conservative, some of the ammoying double-
ness: in our view of the: man and his: work disappears: after all. A

certain migrainehlike=sourness:passes:off;396

In: the later negative phase of EkelBf's reception 6f Eliot, it is no
wonder that he focuses on the religious; culturasl and political conservatism
and dogmatism: of Eliot, aspects of Eliot which have frequently alienated the
more: Yiberal critics and readers, and if he: in retrospect is. willing to admit
am earlier admiration for Eliot it is: for: the early Eliot, the Eliot of The

Waste: Land, the Pruffrock: poems: and the poems: prior to Ash-Wednesday, Four

Quartets and the Christian cultural criticism. Representative of this stance
is the fact that in a letter to Leif SjBberg of 29 July 1966 EkelBf points

out that in one of the fragments of En MYlna-Elegi published separately in

journal form he had included a: line "Who: is: the thimd who walks always
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besides you" from The Waste Land (line 359) as a part of his quotation

mosaic but subsequently deleted the lime in protest against the religious

conservatism of Bliot once he bYecame aware of its religious implications:

When I on closer examination learned that it was a gquestion of
Jesus revealing himself to the disciples.at Emmaus (#ith all
probability a false passage in support of the resurrection in the
flesh), I deleted it. The one-legged, one-eyed or blind cripple
who goessaroupd in Dublin erying out a regular intervals "For God,
king and country” is to me infinitely more likeable than "I'm a
royalist, an. Anglo-Catholic & a conservative," What falsity!

One asks oneself,

By that I don't mean to say that I haven't been technically
influenced or taught myself via Eliot. But his entire type, from
St. Louis via Boston to: London is deeply repugnant to me, as I very
likely have been ditto to him. I in a positive pellet of elder
pith, he in a negative.

I shall oﬁtliva ;g%s crank and his crank-society of prelates

and bad professors,

In this context, as already mentioned, it is the Eliot of. the texts prior to
Eliot's acknowledgement of his adherence: to the Anglican church,'that is

prior to AshéWednesdaz'and Four Quartets, which Ekeldf as it were reluctantly

concedes as having been possible impulses behind his own work: "The fact

remains that it is the lyrical poems + The Waste Land before: the Quartets

and the dramas which have had any significance flor me at all." (Rvar stir
att det 4r de lyriska dikterna + The Waste Land f8re kvartett- och teater-
tiden som alls haft nggon betydelse fBr mig.)598 In a letter to SjBberg
Ekel8f once again expresses his distaste for and opposition to T. S. Eliot'ss
religious dogmatism and political comservatism: “Apropos Linnér who was sur-
prised at your not having mentioned Eliot in your article, I as a liberal

believe that since he [Eliotl professed his adherence to the: Anglo-~Catholic
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church, the monarchy etc., he is just as unmentionable as Joyce or Pound.
I think:that guy is a bit obtuse." (Vad betriffar Limmér som f8rvanade sig
Bver att du i din artikel inte nHmnde Eliot, sa anser jag som liberal att
sedan han har bekMnt sig till anglo-katolska: kyrkan, monarkin etc. 4r han
precis: lika onimnbar som Joyce eller Pound, Jag tror den killen 4r trub-
big.)399

In his obituary notice for Eliot written originally for Dagens Nyhetem,

Ekellf' again stresses: his inability toAidentify himself with. the "law-and-
order man" (lagkamlen) Eliot and his religious: and political consérvatism;
In that same article he expresses the view that Eliot fled to such a reli-
gious and political dogmatism and orthodoxy as a:way out of his own fear of

life and feelings of insecurity:

Perhaps T. S. Eliot had more: sides than could be seen, but two
aspects of his.disposition were manifest: the poet and the law-and-
order man., By "law-and-order man" I mean this: the person who
judges: according to certain rules of the game, the person who hass
felt the need to set up a code in order to: bésable: to place a
screen of straight lines; over the curved lines and labyrinths of
the world and of life, I don't believe it was out of an exagger-
ated sense of law and order that he wanted it that way; I believe

 rather that it was out of timorousness, weakness, a fear of life
which éould appear to be a negative attitude to life [?ebens-
feindlichkeit] .4%°

It is this same>kind of Christian reaction (in bothusenses of the term) which
the Swede condemms as: a form of all too ready-made escapism in a section of
"Ni krymplingar" ("You cripples") in Farjésgﬂg:

You cripples: who grovelling reach for the mantle's hem:

"pA little, a little, O Lord, of your power,"

so you beg and if you don't get you steal, -
you grab when he turns hiss back on you, cripples!
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And in the congluding lines Ekel8f presents us with a stance which could
function as representative of his entire religious attitude, which is one
characterized by self-doubt and scepticism and resembles more the attitude
of the existentialist thinker & la Kierkegaard, Sartre or Paul Tillich
than it does the often facile religiosity of the orthodox churcﬁgoer: "I
saved myself as well as I could, / a leper, perhaps, but no cripple.” ‘
(Jag frilste mig, s8 gott jag kunde, sjilv, / en spetllsk, girna det; men
ingen krympling. ) | | |

Ekel8f's image of Eliot has its distortions and he seems to have had
little or no knowledge of or understanding for the difficulties and torments
of Eliot's personal life, the personal life of a public writer plagued by a
sense of'having entered into an unwise marriage with Vivien Eliot, a gifted
but mentally deranged woman addicted to etheér-sniffing who he felt had ruined
his career, a fact which made him long both in private and in poetic disguise
for her death, preferably by water. Such at least is the image of Eliot's

private life presented to us by Hugh Kemner in The Pound Era. In this cén—

text Kemner cites the importance of that little clause which comes at the
end of Eliot's exposition of his theory of the “contimual extinction of per-
sonality," hfs theory of impersonal poetry; the clause has been comfortably
ignored by the New Critics when they developed their own critical approach
along the lines of Eliot's criticisms "Poetry is notla.turning loose of emo-~
tion, but an escape from.emotion; it is not the expression of personality,
but an escape from personality, ‘But,oof course, only those who have person-
ality and emotions know what it means to want to: escape from these things."401

One fact remains, however, and that is EkelWf's assurance that his own

highly personal religious vision, that of the "junéfru" or Virgin, despite
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all the similarities it demonstrates with the: general outlines of mysticism
and Oriental religious thought. was an original and undogmatic one and thus:

diametrically; opposed*:. to that of Eliot:

Of" the twe: [Eliot and Ekel&f] I regard myself as the more orig-
inal, [In: the margin: Others can decide who is the most original.]
While Eliot took: to the prayer-book, I created a non-confessional
"religious" lifew-philosophy through personal interpretation of an '
ancient Christian and pre~Christian myth, It is with reservaationse'
that I here employ the word "religious," since that brings to mind
the church, sects and doctrines, and I am against that, DBut with-
out a doubt my poetry is--religious, and perhaps it also preaches--
but: freedom. '

But while 31 [Eliot] proceeds from a retrospective cultural pes-
8imism [conventiona.lity in hiss attitude to lifles Ekelbf's brackets]
which comes close to: defeatism, never abandoned a marked conserva-
tism and finally "took to the prayer-book," that is to say turned
towards a Christianity which is in the main theologically coloured
and oriénted, E2 [Ekelaf] began with a reduction of all values in
order to arrive at the poetic constants of language and thought-
feeling and with them to build up a lymical world which is in sev-
eral respects personal. Hé has, it is true, experimentéd a great
deal and above all, whether out of necessity (the necessity of
having to write for money) or out of indifference to his own dig-
nity « o o=-not hesitatedi to publish a good desl which is ephemeral
or immature and ought to have remained in the desk drawer. He has
undergone crises, nearly comparabile to periods of degradation,
during whieh he:has shown an attraction to, degenerated to a senti-
mental Nordic romanticism or a kind of broken and self-pitying:
prophetism, But he has also with a vision of life's conditions
@s a starting-point and with a post-Christian and pre-Christian
myth as a vehicle created a personal, cenfessionless. mysticism
and in metaphors or Gedankenlyrik attempted to express the rela=
tionship between the physical and what we call the spiritual. And
even if he has looked’ for support and points of comparison in ear-
lier Oriental and pre-Christian or half-Christian mysticism, he
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has found personal expressions for his view of life, a goal for

life, and of intellectual intercourse with death.4g2

Ekel8f's pronounced aversion for Eliot's religious, political and cultural
conserﬁtism as:it comes to the foregrbund in this and similar commentaries
makes Hans Kuhn's statement in a review of Nelly Sachs! translations of Eke-
18f poems to thé effect that EkelBf had been. "zutiefst“berﬂhr.t e o o« Vvom T,
S. Eliot in 'The Waste Land! and 'Ash-Wednesday'"4"> untenable, at least
with respect to the latter work with its clearly religious thrust. It is
the more so0 since Ekel8f in an unpublished commentary can claim: "I ha—ve no

memory of Ash-Wednesday." (Ash-Wednesday har jag inget minne av.)404:

Pound and EkelBf; ‘the Normative, Political Implications of "Influence"

Hypothesesi Ekel8f's: Concept of Anonymity- ahd Hig Views on Oi-iginality

One point is worthy of mention in the context of EkelBf's later-marked
distaste for the naturalized Englishman Eliot and that is his preference:
for the other two great men of "the Pound era," Ezra Pound himseif and James
Joyce, at the:expense of the "old man on a pedésta.l" Eliote In Dagens Ny-
heter of 20 June 1954 EkelBf published a poem of identification with Ezra
Pound ("0 rBst som Kom till mig" [O»Voice which Came to Me] )y who at the time
wes still being detaeined as: mentally deranged by the American authorities in
an American. mental institution. The poem was. later incorporated into the
collection Strountes (1955) but then subsequently eliminated from the poems
of that collection which were taken up in the edition of EkelBf's "Collected
Poems," undoubtedly since EkelBf felt it belonged to that categéry of "ephem~-
eral and immature" verse which he mentions in the long commentary just'cited

and has more emotional significance than real artistic merit, but the
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gesture: of sympathy towards a Pound whose treatment by*hisuown country-

men has to be qualified as one of the most barbaric events in moderm. cul-
tural history is undeniable, It is also significant that Ekeldf in a letter
of 1965 to: the other members of the Swedish.Academy proposed Pound as:a cane
didate for the Nobel Prize in literature; the letter is couched in terms
indicative of his reservations towards Pound's dubious political views--
views which Hugh Kenner seems pérhaps a bit foo eager to apologize for or

justify--but is marked by an obvious note of admiration for the artist Pound:

In comparison with what can be: laid to the charge of such candi-
dates, I think that Ezra Pound's: guilt is light. A political

idiot, a braggart and hyperindividualist and I venture to propose
his name for next year. He was:an impulsegiver, even in the 'ideal®
sense, and will certainly come to mean more for subsequent genera~ -

tions than the other two [apparently Mikhail Sholokov and Pablo:
] 405

Neruda

As far as the form of En MYlna-Elegi is concerned, with its systematic use

of the quotation-allusion technique: and of the open-form, one is dismayed

to  ascertain that no influence-scholar, at leasi not to my knowledge, has:
ever proposed.the influence of Pound's Cantos:on Ekel8f's long poem. In an
ironic vein and as a stab at the illbgic of the influenée-critics, Ekelbf
has: himself suggested this neglect of Pound in connection with his: name

and supposed “influences": "And as far as the> quotes go why have people not
suspected Pound--of whom I have only 'read' the section 'Rock-Drill! and iso-
lated poemns [Cantos in Lars Forsell!é translation,” (Och varfBr suﬁponerar
man nir det gller citaten inte Pound--av vilken jag '1list' endast Section
Rock=Drill och spridda dikter [Cantos i versittning av Lars Forsell.)406
EkelBf!s: French translator J. Co Lambert points, at least by implication, to

the illogic of a neglect of‘Pound's work in connection with EkelBf's supposed
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Les novissimi Italiens, par exemple, sont tros proches, par
certains cotés, de la MBlna Elegi, que j'ai fait decouvrir a
1'un d'eux, lors de son passage ici: Eduardo Sanguineti. Tu
me comprendras si je te dis que les.Italiens sont dans la: de~
scendance du Pound des "Cantos™ .- o: .407

The explanation for such a critical oversight among Swedish students
of influence has to be: the obvious one here: simply that Pound did not and
does not have the prominence in Sweden that Eliot had. Eliot's influence on
an entire generation of Swedish poets of ther 30's and 40's: ca.h hardly be
denied, Or to put the matter in Ekel8f's own terms: "Nafurally people say
that I am influenced by Eliot. Why? Bécause it is ha:mdiest to take the poet
who is in the daily news.," (Namrliétvis siijer man att jag; Ur pgverkad av
Bliot. Varf8r? PFlr att det ligger nfrmast till hands att ta den diktare
som #r aktuell i dagspressen.)408 There can be little doubt that one is
dealing with a:strong polemical thrust against the Nobel Prize winner and
public writer Eliot when Ekel8f writes: "I think there are: two great failures
in this century's Anglo-Saxon literature: Joyce and Pound. But these fail=
ures, these matilated and unburied bodies are much greater than the old
men on a pedestal." (Jag tycker det finnms tva stora misslyckanden i detta
sekels anglosachiska litteratur: Joyce och:Pound. Men dessa misslyckanden,
dessa styckade och obegravda kroppar 4r mycket stlrre #n gubbarna- p& piade-
3ta1.)4°9 Or when he writes: "Both Pound and Joyce are progressive, inciting
at least to contradiction. TSE is something as boring as a fixed star."
(Sa viil Pound som Joyce 4r progressiva, eggande Stm, $111 motsigelse, TSE
#r nigot s8. trakigt som en stjdrna. flx.)

One of the sources of EkelBf's later bitter rebuttal of claims of influ-

225
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ence put forward by Swedish critics was: undoubtedly the implied, unwritten
‘and perhaps in extreme cases: evenm unconscious aésumption of such critics
that the artist who inflluences is necessarily superior artistically to the
one who is influenced. Such an unwritten but for the influenced writer
extremely damaging view or value judgment is indeed a recent development in
cultural history: one is hard pub to imagine a music or cultural critic of
thg Baroque period who would have felt Johann Sebastian Bach to be any the
lesser an artist for having been: influenced by, having learned from or ewen
having quoted his predecessors or contemporaries: Schiitz, Biber, Albinoni,
Buxtehude and Vivaldi. But in moderm claims of influence the value judg-
ment is always perniciously present or at 1east latent; the critic need not
even imply it openly, for the reader of the criticism or of the hypothesis
of influence can draw the conclusion for himself and is inevitably led to do
80 by modern conceptions of "originality." Such assumptions of the lesser
originality of the influenced writer are all the easier to make when -
of the two artists in question one is a highly publicized, public writer and
figure working in a "major" language, i.e. one of the grest "kultumprgk"
(civilized languages) such as: English, French or German, the other an ex-
tremely brilliant but on the intermational level unknown writer working in
a "minor" language such as Swedish. The temptation. for Swedish critics to
assume tacitly or imply such distinctions in artistic value as a part of
more or less unsﬁbsta.ntiaated claims of influence was and is always close
at hand but is nonetheless somewhat of a paradox in that it was and iss
culturally self-defeating and unwittingly a contribution to cultural chau-
vinism.

One of the most impor£ant definitions of principle that Claudio Guillén
makes: in his: brilliantly reasoned contributions to the understanding of the

concept of influence is that the term, if it is to have any meaning at all,
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has: to be identified with or understood as the Esichbibgiééi-impact of the
work of one writer on another or more specifically on the: actual genesis:

of the work of the inflwenced writer. Guillén has made the extremely impor-
tant distinction between what he calls "artistic value" on the one hand and
"influential value" or "effectiveness of impact" on the othero411 He has
further emphasized that the inherent polifical implications of a failure to
distinguish between these two concepts, that is. between the mere ascertain-

ment of a psychological impact of one writer on another or that which "influ-

ence" conceivably is and an unwritten value judgment, can: lead studenté of

influence to "become ratifiers of success, colonialism and international

412

power--political historians in spite of themselves." Indeed such a con-

fusion of wvalues or lack of theoretical clarity in the case of Eliot-Ekeldf
influence-adherents seems to lie behind and to have prowoked such justified

statements from Ekeldf's: side as the following:

The dependence. on B [Eliot] a kind of legend. If Rimbaud had
lived and received the Nobel Prize, I would have been above all
dependent on him. Now as.a matter of fact I am in a number of
poems from Dedication to [Grief and Stars~--then stop and other-
w1séa.--By Eliot I have never been influenced. Who ever thinks:
of regnrding me as dependent on (ipﬂluenced by) SBdergran? No

1
one, since Sbdergran is as good as no one in that market.4 3

In other words to paraphrase Guillén to asecertain an influence is to constate
a psychological fact, not to make or sven imply decisions about artistic
merit and superiority, and yet this is a distinction which influence~critics
often lose siéht of.

Ekel8f's resentment towards those who claimed_that he was influepced
by Eliot can be seen in the larger senteéxt of hiis 'distaste for the undeni-

able chauvinism and ethnocentricity of the "great! language Spheres, in
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particular the Anglo-Saxon. This distaste is at least implicit in his
criticism of influence-scholars who by losing sight of the above-mentioned
distinction between influence and artistic value hawve been ratifiers of

succes® and cultural imperialism:

The incredible narrow-mindedness of literary historians and
others who let themselves be hypnotized by the celebrities of the
time and do not venture to assume the possibility of, or even read
up for themselves [?] on the degree of originality of individuals
of lesser linguistic diffusion, fame or repute, Their method is
literally, reckoned according to the degree of celebrity, to kill
flies with a hammer., But it can happen to be: an unusual fly. As
far as the hammer is concerned, it can be unconscious: of the fact
that it is being used for: this purpose. If such a hammer could
think, i.e. understood what it was a question of, understood for
example the language, perhaps it would hit the proverbial»village

1
carpenter on his thumb. And the ugly fly would fly awayw4 4

For the "fly" of EkelBf's comic: comparison, that is for the original poet
jbﬁ'lesser linguistic diffusion, fame or repute," the inescapable monopoly
of the great "kulturl#nder" (civilized countries) such as England and France

mst have been the source of inevitable frustrations:

How I detest the isolationism of the great languages and of the
great power spheres! A reasonably well-educated Swede, Dane: etc.,
Dutchman or Greek can speak comfortably 3 to 5 languages. An
Anglo-Saxon or Frenchman is brought up in the belief that his
cultural zfgere and language is as good as the only one and murders

the rest.

Ekel8f's same opposition to the cultural chauvinism of the great "kultur-
linder," a chauvinism from which he as a writer in a minor language stood

to lose the most, becomes evident in an unpublished poem:
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O what great minds have not
soared over this
flat Germany (Ekelund)
Yes, and what noble: popular minds
over thiis unknown Sweden
not even to speak of Finland far away under
the stars:
People talk, as if there were a monopoly,
only about. Shakespeare, Racine,
Goethe:
Give a coin to Stal
Who are those who haven't exerted themselves for human/ity
in Portugal, on the: Salerno peninsula
in the Principality Nichté zu machen
or in the Earldom halfpenny worse
I can only say, after ample
experience,
To those exiles I bBelong

M6

I adopt the creed of exile ¢ o o

The paradox as far as Ekellf's attitude towards the notion of "influ-
ence" f&iconcernéd is that an artist who essentially rejected the modern
post-Romantic cult of originality, individuality and genius. felt called upon
in the face of the Eliot-aficionados to defend his artistic integrity by
reference to just such a.notion as "originality." Thus in a: statement to
Leif SjBberg hie can maintain: "I ask you to believe that I am in fact on the
whole an original human being and that such influences don't have the impor-
tance that literature's (or life's) chiropractors imsgine." (Jag ber dig tro
att jag pg det hela taget faktiskt Yr en originell minniska och att sSdana:
pgverkningar inte har den betydelse som litteraturens (eller livéts) kot~
knackare fBrestiller sig.)417i From the point of view of the crities the
paradox is that undoubtedly one of the most original and personal modern

Swedish writers, one who has affected inalterably the devélopment of the
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Swedish literary language;, was seen almost obsessively in the light of the
influences which he was supposed to have undergone.
Far be it for Ekel8f to engage in the: cult of genius or originality; in

a statement from Blandade kort, for example, he deplores: just such a cult of

the personality as it manifests itself in our modern, official cultural insti-
tutions wiith: their promotion of the cultural superstars:and prize-winning:
artists: " , . + I wonder if with the aid of modern ﬁublicity'thaacult of

the personality hasn't made itself at home in our literature. In reality it
is an anonymous element which carries poetry into the future." (jag undrar

om inte personlighetskulten med hjdlp av den moderna reklamen: gjort sig ﬁred
i ver litteratur. Det 4r i sjllva verket ett anonymt element som bir dikten
vidare mot ﬂiammiden.)418 At the same time, however, Ekel8f can insist on
originality as a necessary condition for all art and like Marcel Proust in

Le Temps retrouve can:reject the notion of a collectively produced art such:

as the "proletarian" art aspired to by certain political groups as absurd and
unrealistiec, This ability off Ekel8f to balance between the equally falsiny
ing extremes of on the one hand individuality, originality and creatio ex

nihilo, on the other hand the notion of a collecitively produced art can per-

haps best be seen in his criticism of Breton's advocacy of the latter:

That "poetry will (should) be made by all, not by one alone"
(Breton) is an absurdity. But that "kulchure," however it is, is
made by all in mutual interference is undeniable. I think that is
a proposition that not even the: genius Leonardo would have denied,

Culture, literary, musical, pictorial or whatever you would have,
technical, is not made by "geniuses" but by all in interference., I
can discover an invigorating word in one to whom I am indifferent.

I can find a shocking platitude or extravagance in one for whom I
have an affinity.41?
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This same paradoxical movement between the extremes in Ekeld8f's attitude
towards originality and inflluence can be seen in a marginal note to a
commentary in which EkelBf criticizes ther critics for having viewed Swedish
writers exclusively as if they were mere "eftersiigare" (parrots) of other
more prominent'Eﬁrgpeanwliterarmrfigures and their works as mere translations
of other more prominent or well-known European works rather than: for their
own merits and on their own terms; the note reads: "No one uninfluenced,
everyone original, essentially alone. Culture indivisible." (Ingen opgverkad
alla originella, i gr. o. botten ensamma., Kulturen odelﬁar.)420 If "influ-
ence" becomes such & general and inescapable phenomenon in the generation of
"kulchure" as EkelBf seems: to assume above, to the extent that no one is not
influenced, the notion of influence then loses:all meaning as a means of
asserting the artistic superiority of one artist over another and ceases to:
be that unwrititen value judgment into which it is so ofiten, so unwittingly
and so unfortunately corrupted.

If the contradiction between:Ekellf's equally weighéed insistence on both
the: individual and the: anonymous: aspects of artistic. production and the gener-
ation of culture is only apparent, this is because he refuses to see the indi-
vidual artist working in iéoiation as necessarily unrepresentative of the ‘
universally human or on the other hand collectively produced art (such as the:
debatable notion of "proletarian art") as more representative.of the generally
human, In this he approaches the standpoint of a: Schopenhauer who can insist
on the necessity of self-knowledge, of knowledge of one’s subjectivity as it:
functions: in isolation, as the only means of gaining a knowledge of the objec-

tive world:

Uberhaupt ist das Ding an sich auf dem Wege der rein objektiven
Erkenntnis nimmermehr zu erreichen, da diese immer Vorstellung

bleibt, als solche aber im Subjekt wurzelt und nie etwas von der
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Vorstellung wirklich Verschiedenes lieferm kann, Sondern nur
dadurch kann man zum Dinge an sich gelangen, dass man die unmite
telbare Erkenntnis, welche Jeder vom inmnern Wesen seiner eigenen
leiblichen Erscheinung hat, auf die #brigen, lediglich in der
objektiven Anschauung gegebenen Erscheinungen analogisch tlber-
trigt und so die Selbsterkenntnis als Schligsel zur Erkenntnis
des inmerm Wesens der Dinge, d. k. 'der Dinge an:sich selbst,
bemutzt. Zu dieser also kann man nur gelangen suf einem von der
rein objektiven: Erkexintnis ganz verschiedenen Wege, indem man das
Selbstbewusstsein zum Auslegen des Bewusstseins: anderer Dinge

macht. Dies ist der allein rechte Weg, die: enge Pforte zur Wahr-
.. 421 '
helto

The indivddual in isolation as analogous to or representative of the univer-
sally human (det allminminsklige): I think this is the meaning of such lapi-
dary notes of EkelbBf as: "The vertical way. / The only one which is open to -
man" (Den vertilmia vigen, / Den enda som stir mirnmiskan Bppen)422 or "the:
'solitary man? is just as collective / though péz—'haps a little more concerned:
about 'the flame,'" (den 'ensamms' H.r lika: kollektiv / fast kanske lite mers:
mén om 'lfé).gan'.)423 If what appeared on preliminary examination to be a
contradiction betweem a limitation to the self in isolation and the mowement
towards the universally human is resolved, it is by virtue of a correspondence
betweem the microcosm of the individual or subject and the mzorocosm which 'is:
the external, objective world, unknowa:bleé by direct means, Thus it is possie
Ble t;)a view. Ekel¥8f's: attitude fowards originality, individuality and influ-

ence in terms of his microcosm-macrocosm: speculation. Once again Schopen-

hauver is:illuminating:

Das Wesen an sich des Menschen:kann nur im Verein mit dem Wesen
an: sich aller Dinge, also der Welt, verstanden werden. Mikrokos-
mos und Makrokosmas erl¥utern sich nimlich gegenseitig, wobeil. sie
also im Wesentlichen das: Selbe sich ergeben. « o » In jedem Einzel-
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nen erscheint der ganze ungeteilte Wille zum: Leben, das Wesen

an sich, und der Mikrokosmus ist dem Makrokosmus gleiche. « « «

Jeder findet sich selbst als: diesen Willen, in welchem das innere
Wesen der Welt besteht, so wie er sich auch als das erkennende
Subjekt findet, dessen Vorstellung die ganze Welt ist, welche inso=-
fern mur in Bezug auf sein Bewusstsein, als deren notwendigen
Triger, ein Dasein hat., Jeder ist also in diesem doppelten Betracht
die- ganze Welt selbst, der Mikrokosms findet beide Seiten derselben
ganz und vollstindig in sich selbst. Und was:er so als sein eigenes

Wesen erkennt, -dasselbe erschBpft auch das Wesemn: der ganzen: Welt,
424

des MakrokosmiSe o o o

Conclusion

The history of the Eliot-EkelBf relationship presents the: critic with
the unique case in literary history not only of an extended influence-contro=-
versy whiich has yet to be resolved but also with the case of a major writer
working in a minor language who is also a brilliant and witty theoretician
"in eigener Sache" and has: contributed valuable personal. commentaries on his
own relationship with: his "influencing" predecessor and on the: entire concept
of influence and influence studies. The history of Ekeldf's supposed depend=-
ency on Eliot can, I think, be divided into the following hot exclusive areas:
TD the history of the question of Eliot's influence on Ekel8f in critical
~circles; 2) EkelSf's reception of Eliot's work; 3) Ekel8f's attitude towards
the concept of "influence" and his reviéion of the Iiteiaiy process: in terms
of a new 'Fragestellung' (parallelisms, common sources, conventions and "iden-
tifica¢ions");4) his view of his relationship, i.e. eventual dependency on
Eliot; 5) textual similarities which could conceivably be used in support
of the Eliot=EkelBf influence hypothesis, A few short remarks: can be made

with respect to my treatment of these various, needless to say overlapping
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aspects: of the problem. My aim has not been to- "solve" the problem of
Eliot's possible infilluence on Ekeldf and I doubt whether such a solution

is even conceivable. My purpose rather has been to elucidate: some of the:
theoretical difficulties connected wifh the problem by drawing heavily on
EkelBf's own commentaries and by more or less: detailed analyses: of various:
influehce hypotheses put forward By previous critics. A positive reception
of a particular writer is undoubtedly a prerequisite or ¢ondition for allow-
ing oneself to be influenced by that writer, unless: of course one wants to
draw on the extremely dubious concept of "negative inﬁlueﬁce." I have there-
fore attempted to sketch the general outlines of Ekel8f's reception of Eliot
and to determine to what extent his later, openly negétive attitude towards
Eliot: was: the result of a "retrospective distortion." I hawve intentionally
bypassed the larger: but important issue of Eliot's reception in Sweden and
have: only touched on it, if at all, peripherally: To my knowledge one has:
yet to encounter a systematic examination of this event of literary history
but such a study would without a doubt shed considerable light on Ekelbf's
own attitude towards: and possible use of Eliot. Ekel8f's own views on-wﬁat
influence he may have undergone: as far ass Eliot is concérned is; admittedly
clouded by a certain ambiguity: on the one hand he makes: such extremely
cautious, tentative statements: to the effect that he may have undergone "a
possible but not decisive, technical influence" (en m8jlig men inte avglrande
teknisk, hantverklig pgverkan)425 with respect to Eliot, on the other hand
and especially during the last years of his life, that is during the 60's,
he can be found to make categorical rebuttals of all. claims of having eﬁer
been: influenced by Eliot: "By E [Elioﬁ] I have never been influenced." (Av
E har jag aldrig varit influerad.) I can provide no explanation of this

curious indecisiveness except to view it as a concession made by Ekel8f to
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the influence-scholars perhaps as a result of his own awareness that a
conciliatory attitude in certain instances towards the whole topic was
his bestidefance. In this context I think that one has to give Ekellf
credit for having attempted to see the critics'! side of the matter and
for hawing carefully weighed the pro and contra of a posgible Eliot influ-
ence.

I have to express my doubts as to the validity, viability and applica-
bility of Bloom's concept of "anxiety of influence": to me iit smacks too mmuch
of the innocent accused who is assumed guilty until proven innocent or whose
very protests of innocemce are systematically taken‘to be proofs of--guilt.

I hawe allowed myself to be heavily influenced by such fine theoreticians

on the topic of influence as GBran Hermerén, Claudié Guillén and--Gunnar
Ekel8fl. My concept of "influence" for the most part holds close to. that of
Guillén and I see "influence" as above all a psychological impulse or "genet-
ic incitation" to use Guillen's term, an impulse which may or may not bear
fruif in the form of textual similarities such as similar thematic material
or use of the same artistic or poetic techniques. I may be reproached for
not having given a comprehensive and consistent "theory of influence but

I see that as the. task of a theoretician of the brilliance of a Guillén and
hawve to regard the complete feasibility of such ai project with a certain
amount of scepticism: the concept of influence is and will remain fluid and
elusive and yet I can see no reason for abandoning this useful concept entire-
ly. That would also have meant that I would have had to avoid the confronta-
tion with the Eliot-EkelBf controversy entirely. I have avoided the dangers
ous but important questibn of a possible influence of Eliot's blank verse

on Ekel8f's poetry, in other words of a poetic technique which allowed Elist
to lend prose the dignity of poetry, not only because I felt myself incompe-

tent to deal with the question but also since I felt that a "mere" technical
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apprenticeship such. as that could in no way.be or have been a significant
influence as long as it is or was not coupled with an influence in content,
in "liVShgllning." There is some: license to make such a detour around the
possibility of an exclusively technical influence of Eliot on Ekel8f not
only in EkelBf's statements to the effect that "mx’poemsado~not-contain,

do noﬁ:express‘theesame thing as; his [Eliotﬂs poems: express or contain,
and that with respect to the kind oﬁ“time:eiperience as well as to the
nature of the artistic attitude, is valid fromea human, religious ‘or if you

£4%® byt also in such stetements as: "If the criteria

like mystical standpoin
of content aren't sufficient in this case [f.e. to make or refute?decisions
about poésible claimsaof'influence] s then that means that one regards techni-
cal details: as more decisive, which is absurd." (Rdcker inte: de ihhehgllsliga
Kriteria i detta fall s& betyder det att man anser tekniska detaljer mera: ut-
slagsgivande, vilket 4r absurt.)427 Contradictorily enough, I have: found
myself involved in the examination of possible analogies, homologies: and
textual. or thematic similarities between the works of Eliot and those of Eke-
18f with a view: to uncovering possible influences but my defence here has:

to be that one has' to examine if one is to refute: or accept. The "fallacy

of similarity" I have seen, however, as. the principal trap of the influence-
scholars. Such superficial impressions: of similarity have: unfortunately all
too frequently been made the“fouhdation of claims. of influence, claims: which
like it or not have been viewed as a reduction of the stature of the "influ-
enced" writer. My bias is obvious: I believe the poet and not the critic
should have the last word. It is unfortunate that so little hass been written
about the true influences onfEkel8f, influences: which he was: the first to
admit and with gratitude, influences: such as: the abstract art of the Paris

of the 20's, the music of Stravinsky and the works of such writers as: Ekelund,

S8dergran and Strindberg. Instead all too much energy has been expended on
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emphasizing the importance of the relationship: between: Ekel8f and Eliot.
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Notes:

1 Unless otherwise indicated references to Gumnar EkelBf's: letters,
notebooks and mamiscripts. are to the: material in the uncatalogued Gunnar
Ekel8f collection, Rare Books: and Mamuscript Section, Uppsdla University:
Library. The material has been roughly ordered according to the: author's
various poetry collections and has been placed in various: 'kapslar! (cap=
sules) or heavy cardboard boxes, one of which contains nearly all of the:

material relating to En M8lna~Elegi, The: 'M8lna-Elegi'! capsule is in turn

divided into various folders corresponding more or less: to the  various: sec-
tions of the poem. To facilitate: access to the: references, I have given
some indication of the various:folders (for example folder 'j'), although
this: is: not normally done: in EkelBf research. EkelBf's notebooks are: kept
in three capsules of notebooks, designated A-Nj, O0-AD and AE-AY. The dating
of’ these notebooks, where awvailable, is: EkelB8f's own and was done: in 1962,
to judge from a copy of a:register in the first capsule. Where possible
references to the material in the Gummar EkelBf collection have: beem given
parenthetically in the text.

2 Marginal note in Ekel8f's handwriting, the author's own annotated
copy of En MBlna-Elegi in the possession of fru Ingrid Ekeil8f, Sigtuna.

5 Carl Fehrman, Diktaren och de skapande Bgonblicken (iSt‘ockholm:
Norstedt, 1974), p. 101,

4 Giunnar Ekel8f, Promenader och utflykter (1941, 1947, 19583 rept.
Stockholms Bonniers, 1963), pe 175 See also PHr HellstrBm, Livskinsla
och s;ialvufplg.ning, P. 262, Héllstr8m cites the: following comment made by

Ekel8f in an interview with Matts: Rying in 1950: "I'm not a borm writer; I'm
no occasional poet, nature poet, but rather a work poet. From the very first
I've worked with heaps of drafts, I begin with a sketch and then elaborate

on it in all possible directions until I become so sick of it that I cut it
down to the smallest possible proportions. A M8lna: Elegy on the other hand has
stretched itself out like a rubber band: at first it was only three lines."
[Jé.g 4r inte fB8dd till att skriva, jag 4r ingen tillfHllighetsdiktare, natur-




poet, utan arbetspoet. MAnda fran b¥rjan har jag arbetat med massox av
koncept. Jag blrjar med en skiss och arbetar sen ut den oo alla: mBjliga
nd11 tills jag blir 83 led pg den att jag drar ihop den till det minsta
m8jliga, Mén MBlna-Elegin har strickt p%.sig som en' gummisnodd: den: var
frgn;barjan.tre raderJ

5 Pir Hellsirbm, Livskiinsla och sj4lvutploning (Uppsala: Lundequist-
ska Bokhandeln, 1976), pe. 12.

References to particular lines-of En MBlna-Elegi are given in the

text parenthetically, the first number referring to the pagination of the
unmumbered 1960 Bonnierss edition in Swedish, the: second to the line numbers
in Leif SjBberg's-Muriel Rukeyser's English translation of the work in
Comparative Criticism. A Yearbook. I. (Cambridge: Cambridge University

Press, 1979), pp. 215-269. Where available translations of other poems.of
Gumnar Ekel8f have been taken from Gumnar Ekel8f, Songs of Something Else,
trans. Leonard Nathan and James Larson (Princeton: Princeton University

Press, 1982). The original Swedish text of shorter quotes is given paren-
thetically in the text; the Swedish equivalents of longer, indented quotes:
is given in the Appendix with page mumbers: corresponding to the page: number
where the English translation begins in the text., The translation of the
Swedish titles iss; given parenthetically when they first occur; thereafter
in the Swedish original. Punctuation of the titles in translation (under-
lining or inverted commas) indicates: that the work im question is awvailable
in English in more or less. "official" translations. Unless indicated in
the Appendix, however, all translations from the Swedish except for those
from En M8lna-Elegi are: my own. .

T Leif Sjbberg, A Reader's Guide to Gunnar Ekel8f's A MBlna Elegy

(New York: Twayne, 1973), pp. 66-67,
8

Ingrid EkelBf's typescript copy of Ekel8f's own commentary to the

poem "Samothrake" in a letter to two "gymnasister" (!gymnasium' pupils) from

Karlskrona, dated 6 April 1967, capsule 'K,' 'Kommentarer.'

9 Gaston Bachelard, L'Eau et les reves (Paris: J. Corti, 1942), p. 108.
10

1960), pp. 239-254. The essay was: first published in 1947,
1 Ekel8f's: "Samothrake" commentary. See note 8.
2 mpig

13 Tidestrm, "Samothrake," p. 246.

Gunnar TidestrBm, "Samothrake," in Lyrisk tidsspegel (Iund: Gleerups,
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14 Ekellfts "Samothrake" commentary.
15 Goethe, Faust I, lines>11956-11937. ‘

16 Kjell Espmark, Sgalen 1.b11d (Stockholm° Norstedt 1977), P 160.

1 Gumnar Ekeldf, "Noter," sent pa jorden med Append1x.1962 och En
natt vid horisonten 1930-1932 (Stockholm: Bonniers, 1962), p. 172.

18 Erik Mesterton, "'En eld som brlnner 1 allas an51kten.' Poesi och
verklighet i en Ekel#f dikt," Bonniers Litterfira Magas1n, no. 2 (1981),
Pe .97,

19 Capsule 'En M8lna-Elegi.' To avoid monotony I refer to the poem

alternatively as "MBlna" or "the Elegy." Given the extremely erratic
spelling of the work--by critiics as well as by Gunnar and Ingrid Ekeldf
themselves--, I have opted for the spelling En MUlna-Eiégi.

20 Anteckningsbok F (1931--3 )

2 Carl Fehrman, Diktaren och de skapande 8gonbllcken, pe. 108,

22 rors Gustafsson, ed., Svensk dikt (Stockholm: WahlstrSm & Widstrand, .
1978), p. 448.

25 Anteckningsbok AC (1959-1961)

24 Reidar Ekner, I dem havandes 11v (Stockholm° Bonniers, 1967), Pe 45

25 Anteckningsbok I (1935).

26 Albert Bonniers f&rlags arkiv, Stockholm.

Hamburg: Rowohlt, 1968), p. 43.

28 myia.

29 Ivid., pp. 44-45.

30 Gunnar Brandell, Fran f&rsta varldskrlget t111 1950, Vol. II of
Gunnar Brandell och Jan Stenkvist, Svénsk 11tteratur 1870-1970 (stockholm:
Aldus, 1975), p. 213,

31 Ingrid Ekel8f's typescript copy of Ekeldf's notes to the draft of

an article published by Leif Sjlberg on En M8lna-Elegi in the Germanic

Review of March 1965 (see bibliography). The copy is in the possession of’
fru Ingrid Ekellf. Ekel&f's:commentary 1s in Englishs

32 Ekeldf, Promenader och utflykter, Pe 36,

33 Gumnar EkelSf, En rBst, ed. Ingrid Ekeldf (Stookholm: Bonniers,
1973), p. T3

34 Ekeldf], "Nggra dikter av Petronius," an unpublished Petronius commen-

tary, MS, capsule 18versittningar.'
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35 Hans Mayer, Aussenseiter (Frankfurt: Suhrkamp, 1975), ppe 317-
318,
36 Cited in Sverker Ek, "'Auditivt fokus,'" im Lyrik i tid och otid

(Lund, 1971), pe 215.
37

Ross Shideler, Voices Hnder the Ground (Berkeley: University of

California Press, 1973), pe 18.

38 Ganier I (1930) in Ingrid EkelBf's typescript copy, Gunnar EkelSf
collection.

39 Anteckningsbok Q (1940--3 ).

40 See SjBberg, A Reader's Guide, and Ek, pp. 215-216.

41 Folder marked '8verst,' capsule 'En MBlna-Elegi.'

42 The title "Strountes! is virtually untranslatable, although it has

been rendered into English as: "Rubbish! or "Nonsense.," It plays on the

Swedish: word "strunt" (rubbish, trash) but has a Gallicizing '-ou’ which.
is" entirely un=Swedish. ‘

43 pnteckningsbok AW (1964).

.44 See also Josef’ B, Michl, "Gunnar Ekeldf og'FranZéKafkag" Sveﬁbk
Litteraturtidskrift, grg..1970} 1, ps 23, Michl's: article hardly goes
beyond the notation of Ekel8fi's: quotation of Kafka's diary entry and of’ the
Swede's: commentary and does not connect the two with the time speculatiom in
En M8lna-Elegi. o . .

45 Gunnar EkelBf, LY patience, ed. Reidar Ekner. (Stockholm: - -
Bonniersy 1969), pe 159. , .

46 Cahier I, p. 13 in Ingrid Ekel8fi's typescript copy.

41 One of the two notebooks containing variantss to Skﬂrﬁbr aw en dikt-

samling, capsule 'Tidiga: mamiskript! (1927--3 ).
48 Anteckningsbok K ( ¢--1937--3> )e
49 Hans Ruin, Poesiens: mystik, 2nd ed. (Lund, Gleerups, 1960), pe 193
50 Hermann Diels, Die Fragmente der Vorsokratlker, 11th ed., ed. Walter
Kranz: (ZUrich-Berlin: Weidmannsche Verlagsbuchhandlung; 1964), I, p. 170,
> Cited in Fritjof Capra, The Tao of Physics: (London: Fontana, 1975),

Pe 187.
52

Ruin, ppe. 191-192.
23 FkelBf's notes to an article draft of Leif Sjdberg, in Ingrid Eke-
18f's: typescript copy . (see note 31). As a further example of the mystic's

idea of" stationary movement, one can cite Henry David Thoreau, Walden
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go: a~fishing in. I drink in it; but while I drink I see the sandy bottom
and detect how shallow it is., Its' thin current slides. away, but eternity:

remains." In the Isa Upanishad we read of the Spirit: "He moves, and he

moves not."‘ITheaUpanishadsa trans. Juan Mascard (London: Penguin Books,
1965), pe 49)

54 Ruin, p. 373.

95 Tbide, pe 163.

56 Anteckningsbok AC (1959-1961)
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62

From a letter of November 1966 from Gunnar Ekel8f to Leif Sj8berg

containing: a. comentary to: Sj8berg's: draft of an article on two poems: by

Ekel8f (see blbllography), Gunnar Ekel8f collection.
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Henri Bergson, Matlere et mem01re in Oeuvres (1896 Paris: Presses

Universitaires de France, 1959), Pe 295.
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65 August Strindberg, Skiiffér; ed. Gumnar Brandell (Stockholm:
Bonniers, 1962), XI, p. 378.

6 Carl Fehrman, Poesi och parodl (Stockholm' Norstedt. 1957), p. 84,
67

August Strindberg, 'Inferno, 'Alone! and Other Writings, trans.
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68
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stimning" (Lebensstimmung or life=mood) iss; one which EkelBf uses: frequently
in connection with the: Elegy but for which there is no exact English equiva-
lent; the term: refers; to the particular psychic situation of an individual
as it is influenced by- the-geheralisocial and political climate off the time
and as it manifests itself in ther things which surround him,

3 Folder 'c,' capsule 'MYlna.' :

T4 Folder 'j,' capsule 'M8lna.' A letter from Ekel8f to his mother
from Dorotea: (Lappland) dated 13 May 1942 (Gunnar Ekel8f collection) fur-
nishes another example of the poet's attitude towards: the Nazis and Germany:
"As far as Europe and the world are concerned, the fact that one can still
hope to see Germany and its gang destroyed and flattened: in a few years keeps
one afloat--whatever comes: after that. The peace will be just as: exciting: as
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Det Hr politiskt--och minskligbt-~-omyndigt och b8r behandlas som sg;dant.]

75 Albert Bonniers: f8rlags arkivi
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T Ibid., letter from Gunnar Ekel¥f to Kaj Bonnier from H818, dated 7 .
Decembér 1948, '

& Tbid., letter from Gumnar Ekel8f to Kaj Bonnier from: HY18, dated 29
June 1949,

&2 Letter from Gunnar Ekel8f to Dr. Lennart Josephson from Rimbo, dated
12 June 1956, Ord och Bilds brevsamling 1951-1967, Uppsala University - L
Library.
80 Letter from Gunnar Ekel8f to Bomniers from Krokek, dated 29 June
1958, Albert Bonniers f8rlags: arkiv.

81 Hellstrbm, p. 225.
82 Ek, p. 206.




spectator and not indeed a 'character!, is yet the most important personage
in the poem, uniting all the rest. Just as the one~eyed merchant seller of
currants, melts: into the Phoenician Sailor, and the latter is not wholly
distinct from Ferdinand Prince of Naples, so all the women are one woman,
and the two sexes:meet im Tiresias., What Tiresias gggg,'ﬂn fact, is the:
substance of the poem. « « " Apropos Eliot's retrospective disavowal of

The Waste Land as chaotic and formless, one can cite his statement in an

interview for the Paris Rev1ew [erters at Work - (New York, Viking Press,
1963), Do 105]' "In: The Waste Land, I wasn't even bothering whether I under-
stood what I was saying." .

84:Letter from Ingrid EkelBf to Hamma von Hédenberg, dated 22 August
1959, Gunnar EkelBf collection. Also cited in Hellstrdm, p. 226,

85 Letter from Ingrid Ekeld8f to. Gunnar Ekel8f's mother from Sigtuna,
dated May 1960, Gunnar EkelBf collection.

86 Ietter from Ingrid EkelSf to Hamna von Hedenberg, dated 1960(?),
Gunnar Ekel8f collection, Also cited in Hellstr8m, p. 227. '

87 Letter from Ingrid Ekel8f to: Gunnar Ekel¥f's: mother, dated 28 August
1960, Gunnar EkelBf collection. Also cited in Hellstrbm, p. 227.

88 Letter from Ingrid EkelSf to Frida: Flodquist from Sigtuna, dated 28
August 1960, Gunnar Ekeldf collection.

89 lLetter from Gummar EkelBf to Gerard Bonmier; dated 16 Augmst 1960,

Albert Bonniers fdrlags arklvz

9 pau1 Valéry, Oeuvresx(Pamis: Gallimard, 1960), II, pe 553 In his
"A Poet's Notebook," Valéry writes: "The habit of long labor at poetry has
accustomed me to consider all speech and all writing as work in progress that
can nearly always be taken up again and altered; and I consider work itself
as ha#ing its: own value, generally much superior to: that which the crowd
attaches only to: the product.

Né doubt the product is the thing; that lasts: and has, or should have,
a meaning oﬂ?itéelf and an independent existence; but the acts from which it
proceeds, im so far as they react on their author, form:within him another
roduct, whiich is a man more skillful and more in possession of his domain
of memory.

A work is never necessarily finishé&, for he: who made it is never com-

plete, and the power and agility he has drawn from it confer on him just the:
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power to improve it, and so on.. ...[Paul,Valéry, Collected Works of Paul
Valégz (New York: Pantheon Books, 1 958), Pe 177] .

92 puin, p. 132.

95 Cited in Hellstrdm, p. 271,

A Landgren, p. 304.

5 Anteckningsbok AW (1964-=> ).

96 Kladdbok 2, capsule Kladdbok 1-3,

1 George Steiner, After Babel (New York: Oxford University Press, 1975)

pPPe 296~297.
98

99
100

Albert Bonniers f8rlags arkiv.

EkelBf's; annotated copy of” En MUlna-Elegi.
A plan (apparently for M8ina) with the heading'“Episk;dikt," folder

icy' capsule 'M8lna,'

107 Qnoted in Landgren, p. 96.

102 Ruin, ﬁp. 218-219.

103 Y tience, Pe 159“

104 ) rthur Rimbaud, Oeuvres complétes (Paris: Gallimard, 1972), pe 252.
Ekelbf cites: Rimbaud's statement in an essay "Konsten och livet," BIM, grg.

3 (1934)9 8y Ds 60,

105 pid., p. 252.
106

Gunnar Ekel8f, Edith S8dergran studier, in Svenska Akademiens
handlingar, 75. delen (Stockholm: Norstedt , 1968), pp. *13-17,

197 mia., p. ¥13.

108 La- ‘ fieﬁcé; Pe 47,

109 Letter from Rabbe Enckell to. Gunnar EkelSf from Grankulla, Finland,

dated 25 Febrvary 1933, Gunnar EkellBf collection.
110

Cahier I, p. 35 (from the back cover) in Ingrid Ekelbf's: typescript

CODPY e
111

112

Folder ‘'a,' capsule 'MBlna,.'!
Gunnar Ekel8f, rew. oﬂfDagbok 6fwerven'03findisk Résa, by Pehr
Osbeck, BIM, Srg. 11 (1942), 7, p. 541.

13 pre18s, Edith SBdergran studier, p. *18.

14 gaaddbok 3, capsule Kladdbok 1-3.

15 Cahier I, pp. 16-17. Hellstr8m cites the contimuation of this

passage in his dissertation, p. 273
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16 Typescript copy of letter from Gummar Ekeldf to Leif Sjbberg,

dated 10 NovVember 1963, Gunnar EkelBf collectlon.

n1 T. S. Eliot, Preface (1930) to Anaba31s, by Ste-John Perse, trans.
?. S, Eliot (New York: Harcourt, Brace, 1938), p. 10.

118 gk, pp. 201-202, |

19 In "Tradition and the Individuwal Talent," Eliot writes, for example,
that "the historical sense involves a perception, not only of the pastness of
the past, but of its presence; the historical sense: compels a man to write
not merely with hiss own generation in his bones, but with a feeling; that the
whole of the literature of Burope from Homer and within it. the whole of the
literature of his ewn country has a 81mu1taneous existence and composes a
81multaneoua.order"[T. S. Eliot, Selected Prose, ed. John Hayward (Harmonds=
worth: Penguin Books,1953), p. 23].

120 Ekner, I den havandes liw, p. 58,

121 Mamuscript note to Bomniers regarding the publication of Ekeldf's:

collected poems; Gumnar Ekel8f collection.
122 puin, pe 1724
123 Typescript copy’ off letter from Gunnar Ekeldf to fru Gemma Snellman

of AB Rabén & Sj8gren, dated 25 September 1965, Gunnar EkelBf collection.

124 Gunnar Ekellf, "Bﬁbllograflsk eﬂterskrift och F&rord," sent Ea
jorden med! Appendix 1962 och En natt. v1d horlsonten 1930-1932, p. 170,

125 Tidestrm, '"Samothrake," pp. 251-252,

126

In the important essay "Sjlilvsyn" in Blandeae-kort, where Ekellf
defends himself against the charge of being; Eliot-influenced, he has written

of the quotation-allusion method: "As far as in particular the quotation=-

allusion method in: Non serviam and A MBlna.Elegy is concerned, whiich will

probably come: to: be seen as especially; inspired by Eliot, it is: in the: first
place an ancient method which not only a Petronius, a Dante, indeed a Rabe- .
lais or in our time:a Joyce have applied but also a. vast number of "hermet-
ic," symbolist and mystic poets, obviously in such a way that each sang the
song in hLiis own way! '(p. 169). [Vad nu sirgkilt allusions=- och citatmetoden
i Non serviam och En MBlna-Elegi betr#ffar, som v#l kommer att anses speci- ‘
ellt inspirerad aw Eliot, s8 4r det fBr det fHrsta en urgammal.metod, til="
14mpad inte bara:av en Petronius, en Dante, ja, en Rabelais eller i vara
dagar en Joyce, utan i alla tider aw enxobverskgdlig mingd "hermetiska'',
symboliska eller mystiska diktare, givetviStsg.att var och en sjungit den
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halvkvidna visan efter sin n#bby)
127 Letter from Gunnar EkelBf to: his cousin 'msikskriftstlillare! Ove
Nordwall, dated 8 October 1964, Gunnar Ekeldf collection.
128 Bertolt Brecht is a further example of an. author-poet whq.makes

systematic use of the quotation-allusion technique. His early Hauspostille

collection, for example, reads like a montage of Villon, Rimbaud and Goethe:
("Wandrers: Nachtlied"), In a text "Uber Plagiate," Brecht has humourously
proclaimed himselff an adherent of literary plagiarism and of the quotation
technique, expressing hope in an eventual "Ehrung des literarischen Plagi-
ats:und seine Wiedereinsetzung in selne alten angestammten Rechte" [Bertolt
Brecht, Schriften zur Literatur und Knnst I 1920-1932 (Fnankfurt- Suhrkamp,
1967), ppe. 100-101]. .

129 Lars Gustafsson, "Kung Midas i diktens: rike," rev. of En Mdlﬁa-
Blegi, Upsala Nya Tidning, 4 November 1960, p. 2.

130 Artur Iundkvist, "EkelB8fs fBrvandlingar," rev. of En M8lna-Elegi,
Stockholms-Tidningen, 4 November 1960, p. 4. ILundkvist is playing here
rather inanely with the Swedish expression "h#r ligger en hund begraven"

(literally: there: is a dog buried here, meaning "there is something fishy

about this" or "T smell a rat").

131 G8ran Palm, "En av de stora dikterna," rev., off En M8lna-Elegi,

Expressen, 3 November 1960, p. 4. .-

132 Letter from Ove Nordwall to Gunnar Ekel8f, dated 6 October 1964,
Gumnar EkelBf collection.

133 See above:quote: corresponding: to note 114,

134 Typescript copy of a letter commentary from Gumnar Ekeldf to Leif
Sj8berg dealing with En Mdlna-Elégg, dated 11 November 1963 (?), Gunnar
Ekel8f collection. : :

135 Unmberto Ecoy Opera"aperta, 2nd ed. (Milano: Bompiani, 1967), PPe
80~81, .
136 Wblfgang Iser, "Image und Montage," in Imﬁéﬁéhte'Asthetlk, ed.
Wolfgang Iser (Miinchen: Fink, 1966), pe 378

137 . S. Eliot, "Ulysses, Order and Myth," rev., of lesseSg by James.
Joyce, The Dlal, Vol., LXXV, November 1923, p. 483,

138 Steiner, pp. 465-466.

139 1oid., p. 301.
140

Commentary on history and tradition, capsule 'OF.°



141 T. Si Eliot, "Tradition and the Individual Talent," in Sélected
Prose, p. 23. ’

142 Ibid., pe 22,

143 See the chapter "Tradition och egenart" in Eknen;ii'aéh.héiéndés

1livy pp. 11-21,

144 "Ur fBrfattarens f8retal," in Ekel8f's "Notbok 1941," which contains
among other things some notes: dealing with) the War and "krigsstdmningar,"
Anteckningsbok R {1941). _

145 Capsule 'OF,* entry dated 1962,

146 miot, "Tradition and the Individual Talent," Selected Prose, p, 23,

14T Gunnar Ekel#f, Blandade kort (Stockholm: Bornmiers, 1957), P. Je

148 Notes with the rubric "F8rs8k till P.M." attached to a letter dated:
20 Jamary 1967 from Gunnar Ekel¥8f to Karl Ragnar Gierow concerning; the

Swedish Academy's proposed editions of Linné and the classics, Gunnar Ekel8f
collection,

149 Capsule 'KT,' 'Kommentarer Trilogin,'

150 See Landgren's subtle analysis of Ekeldf's attitude towards tradi-
tion and in particular hiis use of the term "tradition" in the former's '
chapter "Det levande fBrflutna,”" pp. 137-182, especially pe. 147 As Land- .
gren has pointed out with reference to Brandell's term for the revoli against
tradition, "neologism,'" EkelBf's early "traditionsfientlighet" has to be seen
in context,:fiér it was hardly an isolated phenomenon but rather part of the
Swedish cultural debate after 1925. EkelBf's: important early essay "Under
hundstjdrnan," where: the poet's opposition to the traditional concept of
tradition and culture is most pronounced, was first publishedl in the journal

Karavan in 1934. It is accesasible in En r8st, pp. 29-37.
15
152

Landgren, p. 147.
EkelBf, "Konsten och livet," p.-58 (see note 104).

155 Cahier 5 (ca. 1933). I am quoting a previously quoted line in
context. .

154 Theodor W. Adorno, "Thesen ber Tradition," in Ohne Leitbild. Parva
Aesthetica (Frankfurt: Suhrkamp, 1967), pe 31.

55 1mid., p. 30.

1
56 Walter Benjamin, "Uber den Begriff der Geschichte," in Benjamin,
Gesammelte Schriften, ed. Rolf Tiedemamn and Hermann SchweppenhHuser (Frank-
furt: Suhrkamp, 1974), I+2, pp. 696-697.
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57 Bn r8st, ppe T7-78.

128 Adorno, "Thesen uber Tradition," p. 35.

159 Capsule 'OF.' Sections of this commentary have been published by
Ingrid Ekel8f, En rbst, pp. 75-76. According to her dating it is from the
early 60's,
160ECommenta.ry in pen, capsule 'COF,' Ekeldf was accustomed to: writing
even his commentaries in "verse" form as here.

161 Blandade kort, ppe. 9-10,

162 The term occurs in a commentary on tradition and classical antiq-

uity in capsule 'OF' (the same as that mentioned in note 159).

163 En r8st, pp. 50=51,

64 1ia., p. 51.

165 Georg Blichner, Werke ﬁhd Bfiéfé-(Munchen: Deutscher Taschenbuch
Verlag, 1965), pe 162.

166 Kladdbok 3, capsule Kladdbok 1-3.

167 Goethe, Faust I, lines 575-579.

168 Steiner, p. 249.

169 Hans Robert Jauss, theraturgeschlchte als Provokatlon (Frankfurt:
Suhrkamp, 1970), pe. 222.

170 Anteckningsbok AU (1965).

m Abteckningsbok: AC (1959-1961). Brackets in the original text.

172 Steiner, p. 359. For another discussion of Pound's capa01ty for
an intuitive cultural empathy, see also Hugh Kenner, The Pound Era (Berkeley
and Los: Angeles: University of California Press, 1971), in particular the

chapter "The Invention of China," pp. 192-222,

175 I am paraphrasing here a comment madecto me by fru Ingrid Ekel8f in
a conversation in Sigtuna on 11 June 1981.

174 Gunnar Ekellf, Hundra ar modern fransk dlkt (1934, Stockholms

Bonniers, 1960), p. 7.
175 Steiner, p. 379.
176
Capra, pp. 71=72. . .
1 Typescript copy of a letter from Gummar Ekel¥f to Leif SjBberg,
dated 12 October 1963, Gunnar Ekel8f collection. ' '
178 Typescript copy of a letter commentary from Gunnar Ekel8f to Leif
Sj¥berg, dated 11 November 1963, Gunnar Ekeldf collection (see note 134).

179 Albert Bonniers f8rlags arkiv, letter 433.
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180

Eliot, "Tradition and the Individual Talent," Selected Prose, pe 25
183 ' '

Samuel Johnson, "Preface to Shakespeare," in The Works of Samuel

Johnson (Troy, New York: Pafraets Book Co., 1903), XII, p. 22.
182

In his unpublished Petronius' commentary, capsule tOversiittningar,
Ekel8f writes: "The name Petronius in this context surprises us Swedes since
as far as Latin education goes we are: still restricted by an ideal which is
Ciceronian and which has become: just as scholastic as . .[draft ends].
(Petronius' namn i detta sammanhang f8rvanar oss svenskar d4rf8r att vi ved
latinundervisningen betriffar fortfarande #r bundna av ett ideal som 4r
ciceronianskt: och som blivit lika skolastiskt som det en « .+ )

185 In the same Petronius commentary drafts, Ekel8f speaks of the "Loeb
Classical LiBrary" edition of Petronius as "an edition with the Latin on the
pages to the left which has accompanied me on all my travels ever eincesz"

(en upplaga med latinet pg vinstersidorna som sedan f8ljt mig i alla koffer-
tar.)

184 P. 5 of the Petronius commentary draft, capsule tYversittningar.,

185 HellstrBm employs the term “antiaesthetic" with respect to: Ekel8fils
"Strountes" production in partiecular (cf. Hellstr8m, pe 267), but I extend
it here to EkelBfi's views on culture: and tradition in general.

186 Adorno, Pe 37.
187

Entryr dated 1 April 1964 in Ekeldf's Anteckningsbok AW,

188 A good example of this Victorian treatment of the: erotic is the
treatment of the ver® "molere (molui, molitum)" in Lewis and Short's Latin
Dictionary off 1879 (a standard reference work for all classical philolo=-
gisxs), pe 1159, Here the term im its: erotic: use is not evem definedi but
prudishly labelled "in male parte," after which the reader is; referred to
its use in Petronius, where EkelBf could have become acquainted with it.
The erotic implicstions: of the term: are, of course, essentlal to an under-

standing of the: symbolic-thematic nexus of the mill in En Mblna-Elegn. A

German Latin dictionary at least goes as far as. to glve the meaning of the

verb @s "geschlechtlich beachlafen" rsee Handwdrierbuch der lateinischen

Sprache, Vol. II (Graz: Akademische Druck- u. Verlagsanstalt, 1963), Po
4373 see also the entry "molere! in Walde<Hofmann's:- Lateinlsches -etymo= .
loglschessWBrterbuch, Vol, II (Heidelberg: Carl WlnterbUnlver31t&tsbuch-
handlung; 1954), PP 104-106]. The mill also plays an important role in

the paintings of Hieronymus Bosch, one: of the impulses: behind certain


file:///simce

scenes of' the:Elegy, in particular ther"Eldsgng," PPe 45-47. The associ-
ation of the two milllstoness with the: two partners: in the sexual act, man
and female, is ancient. Page: 37 of the Elegy has an illustration of a
primitive mill> of  the: type used in Pompell [the same 1llustrat10n as that
reproduced in Helen H, Tanzer, The Common People of: Pompell (Bhltlmone"
The: Johns Hopkins Press, 193?), a book with which Ekel8f was acquaintedJ@
T4 iis interesting: to note: that Vestaputhesgdddess of” the hearth in whose

temple: a phallos: was kept as a sacred object, came to be associated after .
170 BiC. with the guild of the bakers in ﬁome. The name MBlna. ils of course
derived from: the Latin verb "molere,"

183 To: take am example from another domain of Ekel8f's' thought, one
can cite his characterization oft Swedenborg as a rational mystic, a charac-
terization which is just as much a self~-characterization of Ekel8f. EkelbBf's:
observation of thils ambivalence in Swedenborg can at least in part have been
inspired by Martin Lamm's remarkable Swedehbong monograph (see bibliography) «
(Both Ekner in I den havandes liw, p. 185, and Landgren, p. 176, cite: Eke-
18f's indication that he had gained his kmowledge of the great Swedish mystic
above all through Lamm's book and not through direct knowledge of Sweden-

borg's often esoteric texts.) Lamm points to the same doublesidedness

rational-irrational in Swedenborg. In a commentary to Sjdberg on the subject
of Swedenborg; EkelBf's ability to see this ambivalence of the scientist=-
religious thinker Swedenborg shimmers: through: "Hé»{Swedenborg]'was struck,
in a brilliant way bYut not as the: first, by the obsérvation: There is an
inner, irrational universe which is real. How can one explain this non=-
utilitarian phenomenon? Accordingly, as the: research scientist that he:
undoubtédly was, he recollected several memorable dreams thaw he had had

over a period of years: and that had stuck to him, Man has a noctural self,

& subconscious. So far I agree. Thils was a great self-diagnostic vision.
I hardly have: to stress: that his: subsequent apglicatibﬁ of this:vision is
indeed: psychologically noteworthy but falls entirely outside: the boundss oft
this first lucid observation' (Ingrid Ekel8fi's: typescript copy of EkelBf's
manginal annmotations to an article draft of Leif Sjbberg, copy in the .
possession of Ingrid Ekeldf). (Han [Swedenborg] har, genialt men inte som
dem f8rste, slagits av iakttagelsen: Det finns ett inre, irrationellt uni-
versum som ocks8 Hr faktiskt, Hur f8rklara detta icke-utilistiska fenomen.

FBljaktligen har han som den forskare han utan tvivel var dragit sig till

{
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minneasnggraxmemorabla drtmmer han haft, kanske under fler&xgr, men som
hiingt med. Minniskan har ett nattjag, ett undermedvetet. sa lgngﬁ/an=
jag med. Och det var en stor sjHlvdiagnostisk syn, Jag beh8ver vl inte

sga att hans senare tilldmpningar av demna syn visserligen 4r psykologiskt

h8gintressanta: men faller alldeles utanfdr denna frsta klara observation.)
Ekel8f's: own ability to balance between the extremes: is perhaps one of the
maiks of his own vitality and can be seen in a self-characterization in his
Anteckningsbok U: "[as is evident] I'm @ sceptic in the midst of all my
romantlclsm"[brackets Ekelﬁf's] ([gom synes ar] Jag skeptiker mitt i all

romantik. )

190 Unpublished draft of a Petronius commentary, capsule tBverstitt-
ningar,!

191 . . '

Feuerbach's thoughts on religion and materialism and their influence
on Marx are well-known. I am paraphras1ng here a. summary of Feuerbach's
philosophy given: in KrBner'ss Philosophisches: WBrterbuch, ed. Georgl.Schlsch-

koff, 17th ed. (Stuttgart, Krbner, 1965), p. 162,
192

Ekeldfi's: draft to a Petronius commentary, capsule 'Oversﬂttnlngar '

193 Capsule 'OF,.! :

194 Barly note from a notebook dated "1941," capstle 'Sent pg jorderss !
According to EkelBf's: own marginal note, the entry could be from a later
date but: mast be firom the war years,

195 Anteckningsbok T (1942), entry dated 1 September 1942 dealing wiith
the "preludes" which EkelBf at one: point considered publishifigralong with
En M8lna-Elegi, in particular "Samothrake" and a prelude "Daphnis & Chlod.
Hommage a Claude Lorrain-Maurice Ravel,"

196 EkelBf, Edith S8dergran studier, p. *16. There is an interesting
agreement between Ekel8fi's interpretation of Sédergran's "Ingenting" here .
and that of Tidestrbm in his 1949 book on S8dergrans Gunnar Tidestrtm, Edith
Sdergran (19493 Stockholm: Aldus/Bonniers, 1960), pe 79. Both associate
the poem with: reproductions of popular commercial art, in particular with
tourist posters, and with the theme of escape from the confines: off daily
life, Tidestr¥m writes of the poem: "The warm human reality which the:
yearning person pictures forhimself is also unreal, as on a travel poster."
(Dem livsvarma verklighet som den: lingtande utmdlar f8r: sig 8r overklig:
ocksS den, som ps en turistaffisch.) Ekel8f reviewed Tidestrm's book for

BIM (1950) and one wonders to what extent Tidestrm's interpretation of
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the poem may have influenced EkelBf's own. In:any case Ekel8f in his
§Lg.review (see bibliography), pp. 137-138, does not eliminate the possi-
bility that such reproductions of art or "anti-art" may hawe inspired some
of SBdergran's poems: "In answer to the question as to the possibility that
reproductions of visual art may have inspired certain poems . . « it can
be said parenthetically that as late as 1938 the cover pages from weeklies
and monthlies were still glued to the old wallpaper in SBdergran's deathroom,
but that these coloured illustrations as far as the present writer can
remember were in the decadent style of the time and, to put it bluntly,
ugly." (Till frggan om mBjligheten av att reproduktioner av bildkonst inspi-
rerat vissa dikter . . . kan parentetiskt meddelas att de gamla tapeterna i
SBdergrans d8dsrum 4nnu 1938 hade kvar uppklistrade omslagssidor till vecko=
eller mgnadstidningar, men att dessa fHrgbilder sSvitt undertecknad kan
minnas var i tidens dekadenta stil och rentut sagt fula.)

197 Blandade kort, pp. 12-13,

198 Gahier I, pp. 16-1T.

199 Ibid., p. 72. This passage also cited in HellsirBm, p. 247.

200 popsule 'OF.'! Also cited in En r8st, p. 75
201

In his discussion of EkelBft's: attitude towards the surrealists and:
Rimbaud, Landgren also deals with the role of the "Gesamtkunstwerk" in Eke-
18f*s: thought. See Landgren, pp. 115-116,

202 Draft to an article with the title "Samarbete" (a !'fBrstudie! to the
essay "Konsten och livet"?), capsule *Tidiga manuskript,' from the early
1930's (1934?).

2oBTRimb'aud, Oeuvres, p. 252.

204 Cahier 5, 'f8rstudie' to the essay "Konsten och livet" entitled
'Artikel.! Cf. Landgren, p. 115.

205 An "influence" commentary, capsule 'K,! 'Kommentarers!'

206 Gunnar EkelBf, rev., of Emamuel Swedenborg, Dr8mboken, ed. Per Erik
Wahlund, BIM, Srg. 22 (1953), 1, p. 61.

207 palen Gardner, The Art of T, S. Eliot (New York: Dutton, 1950), p.

165.
208

Letter from Gumnar EkelBf to Georg Svensson from Dorotea, dated 6
May 1941, Albert Bonniers: frlags arkiv,

209 EkelB8f's rendering of a part of section I of East Coker, in T. S.
Eliot, Dikter, ed. Ronald Bottrall and Gumar Ekel8f, 2nd ed. (Stockholm:
Bonniers, 1948), p. T6.
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210 Karl Vennberg, '"Legenden och texttydarna," rev. of En MUlna-

Elegi, Aftonbladet, 3 November 1960, p. 2.

211 Lundkvist, "Ekel8fs f8rvandlingar,” p. 4.

212 Ibid.

213 See Ek, pp. 206-207.

21 mpia., p. 207,

215 tleanth Brooks, "My Credo," Kenyon Rev1ew, Vol. XIII (1951), P. T4

' 216 Hugh Kenner, "Bradley," in T. S. Eliot. 4 Collectlon of Crltlcal

Essays, ed. Hugh Kenner (Englewood Cliffs, N.J.: Prentice-Hall, 1962), p. 36.

217 Eco, p. 81.

218 m, p. 207.

219 Hellstrbm, p. 274.
220

Ekel8f's refusal of an all too academic approach to the problem of
"organic unity"--if not of the concept altogether--is evident in such state-
ments as the following (Blandade kort, p. 26):"The Red. Room is of course also:

one of those books built on picturesque details and it has met with exactly
the same criticism as Ottar Tralling, namely that it doesn't hang together or

form an organic whole--which both nonetheless do: in my opinion, though on an
entirely different level than that prescribed by !'serious' critics.”" (R8da
rummet Hr ju*ocks& en sidan dlir av pittoreska detaljer uppbyggd bok och den
har r8nt alldeles samma kritik som Ottar Tralling, nimligen att inte h#inga
ihop, inte bilda: en organisk helhet--vilket. bada m enligt min mening ¥nad
gbr, fast pa helt: anmat plan 84n det som f8reskrevs av "allvarsamma" kritiker.)
221 I am thinking here above all of Hellstr8m's analysis of the aesthet=-
ics of the incomplete in Ekel8f's work as it developed under the influence of
Taoism, Buddhism and Oriental thought (see his chapter III and the sectiom
"Jag skriver inte mera 'poesi'': 50-talets absurdism och antiestetik,! pp.
234-282), Both Egbert Paas and Umberto: Eco in their books on the open-form
devote considerable attention to the influence of Oriental aesthetics on the
development of the: open=form in Western art and literature. |

222 Brooks, "My Credo," p. 72. For the reference to this article by
Brooks I am indebted to Egbert Faas,

225 See the: heading "Unity" in the Princeton Encylopedia of Poetry and

Poetics, ed. Alexy Preminger (1965; Princeton: Princeton University Press,

1974), pp. 880-881,
224'Pla-*to, Phaedrus in Collected Dialogues of Plato, ed. Edith Hamilton
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and Huntington Cairns: (New York: Pantheon Books, 1961), p. 510.

225 Tbid., p. 511, |

226 See Hugo Friedrich, Montaigne, 2nd ed. (1949; Bern: Francke
Verlag, 1967), pp. 327-330.

221 Montaigne, Oesuvres completes, ed. Albert Thibaudet and Maurice Rat

(Paris: Gallimard, 1962), p. 974. I am obviously in no way implying that
there is a strict correspondence between the open-form as practised by
Montaigne and the modern usage thereof in T. S. Eliot and Gunnar Ekel8f
but rather that there are artistic forms of all periods for which the:
concept of "organic unity" is hardly germane.

228.Egben$gEaas, Offene Formen in der modernen Kunst und Literatur
(Miinchen: Wilhelm: Goldmann Verlag, 1975), Pe 11.

229 Tbide, pe 12.

230 Isem, "Image und Montage," pp. 386-387.

.Part II

231

Paul Van Tieghem, La Littérature comparée (Paris: Librairie Armand
Colin, 1931), p. 138. R ‘

232 ponald Primeau, Influx, ed. Ronald Primeau (Port Washington, N.Y.:
Kennikat Press, 1977). pe 6.

233 Gunnar EkelBf, "Sviter," rev. of Sviter, by Erik Lindegren, BIM,
arg. 17 (1948), 1, p. 53.

234 ouran Hermerén, Influence in Art and Literature (Princeton: Prince-
ton University Press, 1975), PPs 130-131,

235 Ivid., p. 178.

236 Ihid., p. 277

237 Ruin, p. 350,

238 Ekel8f, Cahier I, p. 47 in Ingrid EkellYf's typescript copy.

239 Claudio Guillén, Literature as System (Princeton: Princeton Uni-
versity Press, 1971), note 16, p. 385.

240 i,

247 1id., p. 386.

242 A note written on an envelope, capsule 'K,' 'Kommentarer,' dated
‘1963 by Ingrid Ekellf.
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245 Friedrich Nietzsche, Gesammelte Werké (Miinchen: Musarion Verlag,
1926), XIX, pe 0. The spelling of all_quotations from the Nietzsche edition
modernized by ite.

244 Tvigi, p. 51,

245 Nietzsche, Ges, Werke, XVI, p. 303

246 Hermann Hesse, Die Niirnberger Reise (19273 Berlin: -Suhrkamp Taschen-
buch Verlag, 1953), p. 7.

247 Guil1én, pp. 28-29.
248

Ekel8f, "influence" commentary, capsule 'K,' 'Kommentarer.'
249 Another "influence" commentary in pen, 3 pgs., undated, capsule 'K,'
'Kommentarer. !

250 Conradin Perner, Gumnar Ekel8fs Nacht am Horizont und seine Begegnung
mit Stéphane Mallarmé (Basel/Stuttgart: Helbing & Lichtenhahn, 1974), p. 106.

251 Guil1én, p. 20.

2%2 Kjell Espmark, "Ekel8f och Eliot," BIM, grg. 28 (1959), 8, p. 683,

253 "Influence" commentary, capsule 'K,' 'Kommentarer.'! /Unfortunately
it is virtually impossible to distinguish between the various "influence"
commentaries; they are, however, all in capsule 'K,!

254 Carl Fehrman, Poesi och parodi, p. 230,

255 Erik Lindegren, "Gumnar Ekel8f--en modern mystiker,” in Kritiskt
40-tal, ed, Karl Vennberg and Werner Aspenstrbm (Stockholm: Bonniers, 1948),
Pe 2970

256 "Influence" commentary, capsule *‘K,' 'Kommentarer.,'

251 Letter from Kmut Jaensson to Gunnar EkelBf, dated Getd 10 February
1949, Gunnar EkelBf collection, Uppsala University Library.

258 Bengt Holmqv1st, "Sangen om nagont1ng ammat," Nya Argus, grg. 40
(1947), 13, peo 196. ,

259 Artur Iuandkvist, "Sgng f8r att leva blttre," rev, of Fliriess s by
Gunnar EkelSf, BIM, arg. 10 (1941), 8, p. 646.

260 See Lars BHckstr8m, Erik Lindegren, 2nd ed. (Stockholm: Raben &
SjBgren, 1979), pe 52. A statement in one of the "influence" commentaries
seems to indicate, however, that EkelBf had no or at most a very superficial
acquaintance with Lindegren's: translation of Ash-Wednesday (capsule 'K'):

"I have no memory of Ash-Wednesday. I remember that when it was intended
that Eliot should comé during the War and I together with Ronald Bottrall
got the commission to edit a collected volume of what was then available




[of Eliot's works] in translation here and there, Bottrall expressed his
great dissatisfaction with Lindegren's translation of the poem. I glanced
at it but didn't have time to compares « « " [A_sh-Wednesday har jag inget
minne ave Jag minns att 4% det var meningen att Eliot skulle komma under
kriget och jag tillsammans med Ronald Bottrall fick uppdraget redigera en
samlingsvolym av vad som pg olika h311 famns 8versatt, sa yttrade Bottrall
sitt h8gn missn8je med Lindegrens 8versHttning aw dikten, Jag Ygnade i den
men hade: inte tid att jimfbra. . . o _
261 “Influence" commentary, capsule 'K,' 'Kommentarer,! p. 3 in Ingrid
Ekelbf's typeseript copy. '

262 Richard Steffen, Svensk’:litteratﬁrhistoria f8r den hbgre elementar-
undervisningen, 10th ed. (Stockholm: Svenska bokf8rlaget / Norstedt , 1944),

pe 281,
263

Erik Hjalmer Linder, Fem decennier av nittonhundratalet, in Ny
illusti‘erad svensk: litteraturhistoria, 4th ed. (Stockholm: Fatur och Kultur,
1966), p. 768. Ekel8f has himself underlined the fact that the supposed
similafiﬁes be tween: Four  Quartets and Fﬂrjesgng are largely superficial

and impressionistic and reside more in the consciousness of the critic than
in that of the poet: (letter to SjBberg from Sigtuna, dated 2 Jamuary 1963,
Gunnar Ekel8f collection): "Moreover the fact remains that E's [Eliot's]
poems and mine:have different things to say. As far as the way of saying
them is concerned, there exists a certain superficial similarity, at most
a kind of tone of voice, lowered and seemingly:objective.” (F.8y stgr fast
att Ess dikter och mina har olika saker att siga. Vad sBttet att siga dem
pg. betriffar f8religger en ytlig likhet, ett slags tonfall mes$, nedskruvat
och skenbart sakligt.) f

264 Joris Taels, "Gunnar Ekel#f," Encyclopedia of World Literature in
the 20th Century, ed. Wolfgang Bernhard Fleischman (New York: Frederick
ﬁngé,r, 1967), I, pe 322, In the revised 1981 edition of this same work,
ed, Leonard S. Klein, Ross Shideler may be commended for not having mentioned
the name Eliot in comnection with his entry on Gummar Ekellf,

265 Hjalmar Alving and Gudmar Hasselberg, Svensk:litteraturhistoria,
5th ed, (Stockholm: Svenska b¥kforlaget / Bonniers, 1963), pe 395.

266 Sven Hakon Rossel, Skandinavische Literatur 1870-1970 (Stuttgart:
Kohlhammer, 1973), pp. 133-134.

267 Alrik Gustafson, A History of Swedish Literature (Minneapolis:

University of Mimmesota Press, 1961), p. 480.

257
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268 Tbide, Pe 479

269 3., pp.

es DPe 478-479.

270 popmark, “EkelSf och Eliot," p. 684.

n "Influence" commentary, capsule 'K,' 'Kommentarer,' p. 4 in Ingrid
Ekel8f's typeseript copy.

272 Typescript copy of a letter from Gumnar Ekel8f to Leif Sj8berg,
dated 16 April 1963, Gunnar Ekel8f collection.

213 Typescript copy of letter from Gunnar Ekeldf to Leif Sj8berg, dated
17 September 1963, note 19 (EkelSf's habit was to write certain “literary"
letters in the.form of numbered amnotations), Gumar EkelBf collection,

274 Donald Gallup, T. S. Eliot. A Bibliography (London: Faber & Faber,
1969)9 PP 62-63, 69.

275 1vid., pp. 68-69.

276 Espmark, "EkelBf och Eliot," p. 684.

27T Gunmar EkelSf, "Eliots betydelse f¥r mig," R8ster i Radio, Srg. 15
(1948), 48 (28 November), p. 6.

278 peidar Exner, Gumnar EkelSf. En bibliografi, in Acta Bibliothecae
Regiae Stockholmiensis (Stockholm: Bonniers, 1970), VIII, p. 45.

279 Espmark; "EkelSf och Eliot," pp. 684-685.

280 Letter from Gunnar Ekellf to Bonniers férlag, dated 23 April 1941,
Albert Bonniers fdrlags arkiv,

281 Letter from Gunnar Ekel8f to Kaj Bonnier, dated 27 April 1941,
Albert Bonniers flrlags arkiv.

282 Letter from Gumnar Ekeldf to XKaj Bomnier from Kleva, Orust, dated
13 July 1941, Albert Bonniers firlags arkiv, .

283 Capsule *M8lnay' folder ‘'c.' The title “Noi People" (variant "But
not for People") would, of course,.be:an-allusion to-Heidenstam's- line-
"Men:ej till mMrnniskor" in Ensamhetens tankar (see note 22 and éorresponding
quote). ’

284 "Kommentar: Ekel8f v, Eliot," capsule 'K,' 'Kommentarer,' p. 1 in
Ingrid EkelBf‘'s: typescript copy.

285 "Influence" commentary, capsule 'K,' 'Kommentarer,' Anders Oster-
ling wrote of the débutant Gunnar EkelBf in his disparaging review of Sent
pgo jorden in the Svenska Dagbladet of 4 August 1932: "A young authority is
said to have stated recently in connection with the Bj8rnmson jubileum that
nearly all our poets of the younger generation have shattered nerves. That




is the speaker's opinion. But in Gunnar EkelBfi's début the bad young nerves
are undeniably grating, and the wayfarer seems. to be lost all too soon in
the waste land which T. S, Eliot has depicted. The future will have to de-
cide to what degree this is a misfortune or a fashion of the times." [En
ung auktoritet 1l¥r nyligen i samband med BjBrnsonjubileet ha flrklarat,
att niistan hela den yngre f8rfattargenerationen hos oss har férstirda.
nerver. Glosan fir std flr talarens rikning. Men i Gunnar Ekellfs debut
gnissla onekligen de dgliga' ungdomsnerverna, och vandringsmammen tycks allt-
f8r tidigt fbrirrad i det Bde land, som T. S. Eliot har skildrat. Framtiden
£or visa, i vad mén detta Hr fatalitet eller tidsmod]

286 p)andade kort, pp. 162-163.

287 Linder, Fem decennier, p. 643,

288 See also Ekner, I den havandes liv, p. 39

289 Promengder och utflykter, pp. 17-18.

290 gre18f, "Eliots betydelse f8r mig," p. 6.

2N Original copy of letter from Tora (Dahl) Jaensson to Gunnar Ekeldf,

dated Liding¥ 23 May 1942.
292

"Influence! commentary, capsule 'K,!' 'Kommentarer,! p. 4 in Ingrid
Ekelbf's typescript copye. o "

293 Linder, Fem decenmier, p. 796+

294 Such ditties are of course common in the:child's world but there is
a striking similarity between EkelBf's and section IV of Birger SjBberg's
poem "Av raka linjen" in Kriser och kransar with lines such as "Sidan fem:
med raskhet och klim / skojare ringas pg jakte / Sidan sex: En livsglad,
som vicks / ur liv i champagneprakte e...«" Outside of the:direct quote from
Bellman ("Bort vid en grind utiien skog") in this section of the Elegy, there
is also the Latinizing form "Martii manad" which would have been entirely at
home in the Swedish of Bellman's period. Ancther quote can be mentioned en
passant and that is the lines(35; 371-372) "And at eight.-the motntain.gives
birth / to a rat." (Och klockan Stta fBder berget fram / en ritta). Origi-
nally the lines are from Horace in the form "Paibturiunt montes, nascetur
ridiculus mus," but they also serve as mottos to chapters in Jacob Wallen-
berg's novel firom 1781 Min son mo galejan (literally: My Son in the Galleys);
the Swedish expression "vad hade min son ps éalejan att gra" (why did you

take that risk) may come to mind in connection with Wallenberg's novel.
The name Wallenberg is mentioned several times in the M8lna manuscripts.

259
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295 LYgoa patience, p. 46.

296 T. S. Eliot, "The Love Song of J. Alfred Prufrock," Coiiééfed Poens:
1269;1252‘(London: Faber and Faber, 1963), p. 17. .

291 "Influence" commentary, capsule 'K,' pp. 3-4 in Ingrid EkelBf's

typescript: copy.
298

A note on p. 9 of EkelBf's annotated copy of En MﬁlnauElegi indi-

cates the source.

299 T, S. Eliot, The Waste Land. A Facsimile and Transcript of the
Original Drafts, ed. Valerie Eliot (New York: Harcourt Brace Jovanovich,
1971), Dp. 46-47.

300 g, R, Leavis, "The Waste: Lend," in T, S. Eliots 4 Collection of
Critical Essays, ed. Hugh Kemmer (Englewood Cliffs, N. J.: Prentice-Hall,

1962). pe 91.
301

302

Faas, Offene Formen, pp. 139-140,

Linder, Fem decennier, ppe 793-794.
503 Exel®f, Dikter (Stockholm: Bonnmiers, 1965), p. 117.

304 EkelBf's unpublished Petronius commentary, capsule 'K,! 'Kommen=-

tarer.!
305 gindlers Literaturlexikon (Zrich: Kindler Verlag, 1964), VI, p. 842.
306 Letter from Gunnar EkelBf to Kmut and Tore (Dahl) Jaensson, dated
Dorotea 10-11 May 1942, Gunnar Ekel8f collection.

307 See also SjBberg, A Reader's Guide, p. 53. Translation taken from
the Penguin translation of Petronius, The Satyricon, p. 171 (see bibliography).
3508 petronii Arbitri Cens: Trimalchionis, ed. Mamtin S. Smith (Oxfords

Clarendon Press, 1975) Pe 141.
309 Walde~-Hofmann, Lateinisches: etymologisches: W8rterbuch, II, p. 6.
310 Reinhold Klotz, HandwBrterbuch der lateinischen Sprache, I, pe. 1143,

Section 52,8 of The Satyricon has the expression "éordacem ducere" ('einen

cordacem auffiihren'), Smith comments om the "cordax": "The precise nature
of this dance is more doubtful than its: obscenity."

311 EkelBf's: own definition of this term as applied to Petronius in the
introduction to "Petronius, Rtta dikter i svensk: tolkning av Gunnar Ekel8f,"
BIM, &rg. 29 (1960), 4, p. 271,

312 Petronius, The Satyricon and the Fragments, trans. John Sullivan
(Baltimore: Penguin, 1965), p. 16,

33 Hiagh Kenner, The Invisible Poet: T, S. Eliot (New York: Ivan Obo-

lensky, 1959), p. 158.
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514 Typescript copy of a letter from Gumar EkelBf to Leif Sjbberg,
dated 12 October 1963, Gunnar EkelBf collection.
315 Such a date of publication would correspond well with the fact

of Naples (see Ingrid Ekel8f's Ekel8f-chronology in En sjHlvbiografi, p.

15)s The article, at least under this: title, is not cited in Ekner's

bibliography.

316 Draft in pen to an article "Neapel betyder," capsule 'PP,' 'Publi-
cerad Prosa.! i ©
7 .

Hellstrtm, p. 279,

518 Translation notes The term "philosophizing emotionally" (kHnslo~
filosoferande) is a part of that whole complex: of "thought-feeling" in Eke-
18f's world view; thought and feeling are not seen as a rigid dualism but
rather as complementary terms. This attitude becomes apparent in the essay
"Under hundstjdrnan," where EkelBf insists on the value off emotion as a wvehi-
cle of knowledge and emphasizes the limitations of discursive thought with
such statements as "That which I know is already dead, thought kills every-
thing that it gets hold of." (Det jag vet HYr redan d8tt, tanken dBdar allt

. o
det kommer: at.)

39 Sjbberg, A Readerts Guide, pP. 53
320

Regarding. such poetic beginnings EkelBf writes: in & letter to Leif
SjBberg of 17 September 1963 (typescript copy, Gunnar EkelHf” collection):
"Apropos influence: I am' glad that by incalculable chaﬁce- I still have an
envelope with my schoolboy verse; otherwise I could all of a sudden be ac-
cused of being influenced by absurdism. Then (in 1925) I knew no more about
dadaism than the name. HOly Soupgacqua and Anabasis as an exuberant gypsy
band occur there for the first time," [Betx-'f. pg.verkni"ng: jag 8r glad att jag
av en outrknelig slump har kvar ett kuvert med mina skolpojksdikter, annarss
kunde jag ritt som det Hr beskyllas fbr att vara pg.verkad av absurdismen.

Om dadaismen visste jag d& (1925) inte mer #n namnet., Dir flrekommer fBrsta

gg.ngen den helige Soupgacqua och Anabasis som ett frodigt zigena.rf&lje.]
321

322

Kemmer, The' Pound Era, p. 62.

This: particular stanza is: found among the EkelBf manuscripts, cap-
sule 'Bversfittningar,! alongside the marginal question in Ingrid Ekel8f's
handwriting: "Originaltext av William Blake?" It can be identified as being

from Joyce's Chamber Muasic,
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323 Note 2, "Noter till amtikelkoncept," typescript copy of notes of
Gunnar Ekel8f to Leif Sj8berg'!s: draft of an article on En M&lna-Elegg,puhé.
lished in the Germanic Review of March 1965. In the possession of Ingrid
Ekellf,

524 “Influence" commentary, capsule 'K,' 'Kommentarer.! The statement,

at least as regards Petronius, is corroborated by another in the unpublished
Petronius commentary, where Ekeldf remarks on his: having begun the reading
of Petronius while at 'gymnasium': "I don't remember what year it was I began
Petronius, but it was in the gymnasium forms, at some time or othexr contem-
porary with when we began to force Livius down." (Jag minns inte vilket &
det var som jag blrjade med Petronius, men det var i ringarna, nggon ggng
samtidigt med att vi pinade i oss: Livius.) It is pretty much out of’ the:
question that Ekeldf could have read Eliot at such an early date, for The
Waste: Land only appeared in 1922, at which time EkelYf was a mere 15.

525 Bengt Holmgvist, "Sgngen om nggonting annat," p. 196,

326 Carl Fehrman, "Teknik och tradition hos Gunnar Ekel8f," Svensk
Litteraturtidskrift, grg, 9 (1946), 3, pe 112 (an early version of his chap-

ter on Ekel8f in Poesi och parodi). !
327

328

Capsule 'Oversittningar,' folder !'Valfrindskaper.'
Malcolm Lowry, Hear Us O Lord From Heaven Thy Dwelling Place and
Lunar Caustic (Harmondsworth, Middlesex: Penguin, 1961), p. 102.

529 See the notes to the poem in Rimbaud, Oeuvres completes, pp. 850~

851, The editor also writes: "Delacroix avait également traité La Mort
dv@phélie, lithographie, en 1843,"

530 Georg Heym, Dichtungen und Schriften, ed. Karl Ludwig Schneider
(Hamburg / Miinchen: Verlag Heinrich Ellermann, 1964), I, pp. 160-162,

33! Bertolt Brecht, Gesammelte Werke in acht Binden (Frankfurti Suhr-
kamp Verlag, 1967), IV, p. 252. '

552 P. 15 of Ekel8f's own annotated copy of En Mblna-Elegi.

333 james Joyce, Ulysses (1914, 1918; New York: Random House, 1934), P.

46,

534 tpid., pp. 50-51.

335 Typescript copy of a letter from Gumnar Ekel8f to: Leif Sjbberg,
dated 17 September 1963, Gunnar Ekel8f collection.

336 Commentary to an article draft of Leif Sjlberg in a letter from
Gunnar Ekel8f to 5jB8berg, dated 20 April 1963, Gunnar Ekel®8f collection.
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551 "Influence" commentary in typescript copy, capsule 'K,' 'Kommen- -
tarer,!
338 A quote: from Baudelaire's "Les sept vieillards," section "Tableaux -

parisiens" of Les Fleurs du Mal., The line iis also quoted in note 60 of The .

Waste Land but to those who would therein see an influence from Eliot to Eke~-
18f one can only repeat EkelBf's statement: "ngerkningssbkande ghr sig
inget besvir,"

339 Unpublished Petronius commentary, capsule 'Oversfttningar.’

540 Anteckningsbok T ("Anteckningar till En M8lna-Elegi och:13 Preludi=-
er"), one of the three capsules 'AnteckningsbBcker.!

31 Martin Lam, Swedenborg (Stockholm: H. Gebér, 1915), p. 80.

342 1pid., p. 40.

343 Gunnar Ekel8f, "DYden," Perspektiv, grg. 7 (1956), 8, po 358. On
the copy of the poem in the: Gunnar Ekel8f collection one reads in Gumnar
Ekel#8f'ss handwriting (?) "Till MBlna."

544 Capsule 'MBlna,' folder 'j.!

345 Lamm, p. 223,

346 Anteckningsbok E (1930-tal), old note: in pen,

41 Joyce, Ulysses, p.. 51.

48 ruin, p. 304.

549 wg1add till brev till Reidar Ekner" (1960), concerning "Panthoidens
sgng," capsule 'K,!' 'Kommentarer.!

530 Kemmer, The Pound Era, p. 380.

35! Ruin, p. 314.

552 Julius Frauenstldt, Schopenhauer-Lexikon (Leipzig: F. A. Brockhaus,

1871), I, p. 114. All subsequent quotes from this: collection of Schopen-
hauner quotations have been modernized by me.

533 Ruin, p. 312,

354 Capsule 'MBlna,' folder marked '8verst,' containing 'Argument' to
the Elegy.

355 August Strindberg, Skrifter, ed. Gunnar Brandell (Stockholm: Bonni-
ers, 1962), XI, pp. 373-374. ' 1

356 This is a draft to the prose poem "Solnedggngen" in Promenader och
utflykter but is unidentified in Anteckningsbok G.

=l Ruin, p. 315.
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558 Ruin, p. 338: "Such an elusive being in fluttering, continually
changing coats is just what the poet is." (Ett sadant ofixerbart visen
under fladdrande, ideligen skiftande kappor 4r just vad poeten #r.)

33 Letter from Cunnar EkelBf to his mother Valborg Hahr, dated 1926,
Gunnar Ekelbf collection. The letter dates from the period of EkelBfi's
sojourn as a summer guest at the home of a Protestant minister in Scotland,
a period whibh,\poetieiéed, is deseribed in the "novell' "Ljungkvisten" in
Promenader och utflykter. |

_3 © msase, Diktér; p. 287.

361 Capsule 'PP,' 'Publicerad Prosa.'!

362 Capsule 'K.' The "evéntyr" of Andersen: which. it is a.question of
here goes under the name of its main “character": "Stoppenaalen," H, C.

Andersen, Samlede Eventyr og-Historier (Odense: Flensted, 1961), pp. 242-
244, |
363 Capsule 'Tidiga: manuskript!' (1927--3 ). The entry bears the heading
"Encheiridion" after a: work of the same name by the Greek: Stoic philosopher
Epictetus. ' _

364 Promenader och utflykter, pp. 54-55.

365 See Henri. Bergson, Le Rire.(1900);-in Oeuvrés, Pe 414,

366 Anteckningsbok M (1938-40), As far as Lewis Carroll iss concerned,
a note in EkelBf&s Anteckningsbok N (1939-40, perhaps even earlier) under the:
heading "Fem-veckorsplan f. bcker" reads: "Exchange: Alice: & forwarding of”
Looking-Gl," (Byta: Alice:& eftersindn. av Looking-Gl.)

327 "Tat tvam asi," Philosophisches: W8rterbuch, pp. 589-590.
368

Thoreaun, Walden, p. 94.

369 Ekel8f, "Ur 'En M8lna-Elegi,'" BIM, grg. 15 (1946), 5, p. 368.

570 Capsule 'M8lna,' folder 'j,' brackets Ekel8f's,

31! Exelss, "D8den och flickan," Prisma, Srg. 2 (1949), 2, pe 60, The
topic of Ekellf's: and Eliot's notes to their respective poems is an interest-
ing one, Such notes have certainly played their part in establishing the:
reputation of both Ekel8f and Eliot as learned poets. One reason that Eke-
18f puts forward for: subsequently eliminating the notes to En MBlna-Elegi
when it was published in its entirety as compared to the publieation of the

various fragments was that he found such notes pretentious (should one see
a possible polemic against Eliot in such a remark?). The substantiality
and péliability of Eliot's notes to The Waste Land have been questioned, by
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Hagh: Kenner for one, who points out that they were put in more as an after-
thought to please the editor and perhaps to lend the poen & semblanoe off
unity; in Kennert's view one does best to read The Waste Land “faisant
abstraction" of the notes,

312 4 tience, Ppe 46-47.

375 "Influence" commentary, capsule 'K,' 'Kommentarer,' p. 7 in Ingrid
Ekel8f's typescript copy.

374 "Influence" commentary in pen, 3 pgss, undated, capsule 'K,' 'Kommen-

tarer.!

375 Ibid,

376 Lars Lindvall, "Fernando Pessoas Havsode och Ekelbfs Samothrake,"
Svensk Litteraturtidskrift, Srg. 1970, 1, p. 31.

317 See Guillén's quote in the text corresponding to note 247

5718 Hellstr8m, pe 94.

319 Promenader och utflykter, p. 28.

580 Typescript copy of a letter from Gummar Ekel8f to Leif SjYbverg,
dated 17 September 1963, Gunnar Ekellf collection.

581 “Influence” commentary in pen, 3 pgs., undated, capsule 'K,' 'Kommen-

tarer,!
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dated Sigtuna 26 June 1963, Gunnar Ekel8f collectione.
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419 Original copy of a letter from Gunnar Ekeldf to Leif Sjbberg, dated
29 July 1966, note 81, Gunnar Ekel¥f collection.




268

420 Commentary about Sweden and the Buropean tradition, capsule 'OE%'

'Opublicerad F8rsBksprosa,! dated 1962,
421 prauenstiidt, Schopenhaver-Lexikon, pe 124
422 Marginal note in pen to a draft of "Bbljesgng," among loose sheetis

in folder ‘'c,' capsule 'MBlna.'
423 Capsule 'MBlna,' folder marked '8verst,!
424 Frauenstidt, Schopenhauer-Lexikon, pp. 116-117. All ellipses: here

in the original text.
425 "Influence" commentary, 3 pgs., undated, capsule 'K,' 'Kommentarer.'
426 "Influence" commentary, capsule 'K,' 'Kommentarer,' p. 7 in Ingrid
EkelBf's typescript copy. For the quote in context see note 373 and corre-

sponding translation and original.,
42T 1pia.



Bibliography

I. Manuscripts

Albert Bonniers fbrlags arkiv, Stockholm:
Letters from Gunnar Ekeldf.,

Fru Ingrid Ekeldf, Sigtunas
Copy of En MYlna-Elegi with Gunnar Ekel8f's annotations.

Ingrid Ekel¥f's typescript copy of Gunnar Ekel8f's typewritten notes of
Oct. 1963 to' Leif SjBberg dealing with the Latin section of En MBlna-

Ingrid EkelBf's typescript copy of Gunnar Ekel8f's marginal notes to an
article draft of Leif Sj8berg dealing with the first part of En M8lna-
Elegi.

Ingrid EkelBf's typescript copy of Gumnar Ekeldf's notes: of Oct. 1963 to
Leif SjBberg's draft of an article on the allusions in the first part
of En Mblna-Elegi. '

Gunnar EkelBf's marginal notes to an article of Leif Sj8berg on the allusions
in the last part of En MBlna-Elegi, handwritten by Gunnar Ekel8f and in
handwritten copy by Ingrid Ekellbf.

Uppsala Universitetsbibliotek;

Gunnar EkelBf collection (uncatalogued), containing manuscripts, notebooks
and letters,

Ord och Bild's letter collection 1951-1967.

II. Additional Unpublished Material

Interview with fru Ingrid Ekel8f, Sigtuna, 11 June 1981,

269



III. Published Material

(BIM: Bonniers Litterfira Magasin)

Ekel8f, Gunnar. "Arthur Rimbaud eller kampen mot verkligheten." BIM, 8rg.
8 (1939), 5, pp. 333-340,

wcommmee==, 'Bellman och Yngve Berg." Rev., of Fredmans epistlar, by C. M.
Bellman, BIM, &rg. 23 (1954), 3, pp. 211-212,

---------- « Blandade kort. Esser. Stockholm: Bonniers, 1957.

---------- . "Brev till BIM." BIM, &rg. 28 (1959), 9, p. 832.

---------- « "Commedia dell'Arte." Svensk:Familjetidning, grg. 17 (1942),
35y pp. 10-11,

————— . "Diktens medel och m3l." BIM, 8rg. 2 (1933), 5, ppe 18-21.

----- ewaw-, Dikter. Stockholm: Bonniers, 1965.

---------- . Dikter 1965-1968, Stockholm: Bonniers, 1976.

---------- . "DBden och flickan." Prisma, arg. 2 (1949), 2, pp. 60-63.

---------- « "Edith S8dergran. Studier av Gunnar EkelBf." Svenska Akademiens
handli s 75« delen. Stockholm: Norstedt, 1968, pp. *1-26.

---------- « "Eliots: betydelse fr mig. Tre poeter deklarerar sitt f8rh8llande
$i1l T. S. Eliot." RBster i Radio, arg. 15 (1948), 49 (28 Nov.), p. 6.

---------- . "En dterblick." BIM, arg. 9 (1940), 10, pp. 771-773.

--------- -« En M8lna-Elegi., Metamorfoser, Stockholm: Bonniers, 1960,

---------- o« En natt i OtaBac. Stockholm: Bonniers, 1961.

---------- o En r8st, Efterldimnade dikter och anteckningsr. Ed. Ingrid Eke-
18f, Stockholm: Bonpiers, 1973,

——————— . En sjlvbiografi. Efterldmnade brev och anteckningar. Ed. Ingrid
Ekeldf. Stockholm: Bonniers; 1971.

---------- . "Fran bokhyllan." Rev. of Dagbok Bfwer en Ostindisk Resa fren
1750, 1751. 1752., by Pehr Osbeck. BIM, arg. 11 (1942), 7, vp. 541-542.

—————— . "Fren bokhyllan." Rev. of Dikter, by August Strindberg. BIM,
arg. 10 (1941), 9, pp. 725-726.

---------- . "Fron bokhyllan." Rev. of Ett drSmspel, by August Strindberg.

BIM, 8rg. 9 (1940), 8, pp. 635-636.

eeceme-=e~, "Frdn bokhyllan." Rev. of Pan, by Kmut Hamsun. BLM, drg. 9
(1940), 6, pp. 489-490.

--------- -. "Fron dadaism till surrealism." BIM, arg. 3 (1934), 1, pPp. 34-

---------- . Fﬁrjesggg. Stockholm: Bonniers, 1941.

270



---------- « -"Fullbordat-ofullbordat.” Rev. of Rondo, by G8sta Oswald.
BIM, 8rg. 20 (1951), 5» PP. 388-389.

—————————— . Hundra 8r modern fransk dikt. Fran Baudelalre till surreallsmen.
1934; rpt. Stockholm: Bonniers, 1960,

---------- o "Konsten och livet.," BIM, grg. 3 (1934), 8, pp. 58-62,

---------- . "Kulturhistoriskt." Rev. off Dr8mboken, by Emanuel Swedenborg,
ed, Per Erik Wahlund. BIM, Srg. 22 (1953), 1, pp. 60-61,

--------- -o Ligon patience. EssHer., Ed. Reidar Ekner. Stockholm: Bonniers,
1969.

wmmmmeme==, Introduction. In Livet i et#: svunnet Stockholm, by Gunnamp
Reinius and Gumnar Ekel8f. Stockholm: Bonniers, 1963, ppe 7-19.

= o o o e « "Martinson." Rev. of VHgen till Kiockrike, by Harry Martinson.
BIM, &rg. 18 (1949), 1, pp. 56-57. |

---------- o A MYlna Elegy. Metamorphoses. Trans. Muriel Rukeyser and Leif

Sj8berg. Comparative: Criticism. A Yearbook. I. Ed. E. S. Shaffer.

Cambridge: Cambridge University Press, 1979, pp. 215-269.

I— . "Om bl. a. politik," Ed, Ingrid Ekel8f. Ord och Bild, Srg. 78
(1969), 7, pp. 554=557.

e—————— « "Petronius. Rtta. dikter. I swensk: tolkning av Gunnar Ekel8f."
BiM, 8rg. 29 (1960), 4, pp. 271-273.

--------- -+ Poesie. Trans, Nelly Sachs., Frankfunt: Suhrkamp Verlag, 1962,

- o "Poesi fWBr poeter." Rev. of Mannen utan viig, by Erik Lindegren.
BLM, 8rg. 11 (1942), 6, pp. 466-467.

---------- . "Pompejansk scen." Prisma, arg. 2 (1949), 6, pps 7~9«

—c o ===, Promenader och utflykter. 1941, 1947, 1958; rpt. Stockholm:
Bonniers, 1963,

-------- -=. "Reflekterande pertritt." Ord 99§‘3i1d9jg£$°;69t(1960)’-5?;pp'
350-352,

mmemmeme==s "Robert Desnos." BIM, arg. 23 (1954), 8, pp. 606-607.

meeeeeee-, "Sagt om Eliot." Prisma, arg. 1 (1948), 5, pp. 26-27.

wememmme==, "Samothrake. En demokratisk vixelsSng." BLM, arg. 12 (1943),

1y pPe T-13

—ememem———-, Sent pgijorden med Appendix 1962 och En natt vid horisonten
1930-1932, Stockholm: Bonniers, 1962,

wmmmemee—=, Songs of Something Else., Selectéd Poems of Gunnar Ekelbf,
Trans, Leonard Nathan and James Larson. Princeton: Princeton University
Press, 1982,

271



--------- -+ Strountes. Stockholm: Bonniers, 1955.
--------- -s "Sviter." Rev. of Sviter, by Erik Lindegren. BILM, 3rg. 17

(1948)9 1y PPe 52-54.

emeecese=y "Ur 'En MBlna-Elegi.'" Ars, Srg. 1942 (1), p. 3.

mememmeme-s "Uf 'En M81na-Elegi.'" BIM, arg. 15 (1946), 5, pp. 358-368.

memememem=, "Ur-En MBlna-Elegi (Sammanfattning och avslutning).” Poesi,
8rg. 2 (1949), 3, pp. 3-6.

cmmececew-, "Ur En MBlna-Elegi," Ord och Bild, arg. 65 (1956), 9, pp. 473-
478.

memmmcemes, "Urmyten." Rev, of’ GilgameS-eposet, trans. Knmut Tallqvist.
BIM, 8rg. 15 (1946), 3, pp. 252-254.

~=mmemew--, Valfrindskaper, Omdiktningar. Stockholm: Bonniers, 1960,

cmmmmaveee, "Vattendelarei," Rev. of SliktmBtet, by T,:S. Eliot, trans.
Caleb. J, Anderson-and Karl Vemnberg. BIM, 8rg.<17 (1948), 10, pps 754-
755

Adorno, Theodor W, "Thesen Hiber Tradition." In his Chne Leitbild., Parve
Aesthetica., Frankfurt: Suhrkamp Verlag, 1967, ppe 29-41.

Bachelard, Gaston, L'Esu et: les réves. Essai sur 1'imsgination de la maxiégg.
Rev, ed. Paris: J. Corti, 1947.

Balakian, Anna. "Influence andiLiterary Fontunes The Equivocal Junction of’
Two Methods." Yearbook of Comparative and General Literature, 11 (1962),
PPe 24-31,

Benjamin, Walter. "Uber den Begriff der Geschichte." In his Gesammelte
Schriften. Ed. Rolf Tiedemann and Hermann Schweppenhf#user, Frankfurt:
Suhrkamp Verlag, 1974, pp. 691-704., Vol. I:2.

Bergson, Henri. Matiére et mémoire. In his Oeuvres., 18963 rpt. Paris:

Presses Universitaires de France, 1959.

Bergsten, Gunilla. "Abraxas, Ett motiw hos Hermann Hesse och Gunnar EkelBf."

Samlaren, arg. 85 (1964), pp. 5-18.

Bergsten, Staffan. Time and Eternity. A Study in the Structure and Symbol-~
ism:of T, S, Eliot's Four Quartets. Diss. Uppsala. Stockholm: Svenska
bokf¥rlaget / Bonniers, 1960,

Bjbrek, Staffan, "Vigen. Gunnar EkelSf: En verklighet (drtmd)." In his
Lyriska 1l4s8vningar. Lund: Gleerups, 1961, pp. 169-175.

Block, Haskell M. "The Concept of Influence in Comparative Literature."
Yearbook of Comparative and General Literature, 7 (1958), pp. 30-37.

272



273

Bloom, Harold, The Anxiety of Influence. A Theory of Poetry. New York:
Oxford Unlverslty Press, 1973.

Brandell, Gunnar. Fran fBrsta vﬁrldskriget t111 1950. Vbl. II of Gunnar
Brandell / Jan Stenkvist: Svensk- 1itteratur 1870-19]0. Stockholm:
Aldus, 1975.

mmmmeme—ee, "Samothrake 4n en ggng." In his Konsten att citeréa Stock~
holm: Bonniers, 1966, ppe. 114-127,

Brooks, Cleanth, "My Credo." The Kenyon Review, 13 (1951), pp. 72-81.

eeecocwee=, "The Waste Land: An Analysis." In T, S, Eliot. A Study of" his
Writings by Several Hands. Ed. B. Rajan. New York: Russell & Russell,
1966, ppe T=36.

Capra, Fritjof. The Tao of Physics. An Exploration of the Parallels Between
Mbdein Physics and EastérnzMysticism. 19753 rpt. London: Fontana, 1981,

Dante Alighieri. The Divine Comedy. Inferno. Trans. Charles S. Singleton.
Princeton: Princeton University Press, 1970.

Delblanc, Sven. "Loggbok fran ExelBfis livsresa." Rev. of En M8lna-Elegi.
Arbetarbladet, 4 Nov. 1960, p. 2. )

Desnos, Robert. Rrose Selavy. In his. Corps.et biens. 4th.ed. Paris:
Gallimard, 1930,

Diéls, Hermann. Die Fragmente der Vorsokratiker. 11th ed. Ed., Walter
Kranz, Zirich / Berlin: Weidmannsche Verlagsbuchhandlung; 1964, Vol. I,

Eco, Umberto. Opera aperta. Forma e indeterminszione nelle poetiche contem-
poranee, 2nd ed, Milano: Bompiani, 1967.

Ek, Sverker R. "'Auditivt: fokus.' En aspekt pg Gummar Ekel8fs En M8lna-
elegi.” In Lyrik i tid och otid. Lyrikamalytiska studier tillHgnade
Gumnar Tidestrdm 7.2.1971, pp. 197-217.

Ekner, Reidar, "Det mbrimar 8ver vigen." Svensk.Litteraturtidskrift,

grg. 31 (1968)’ 39 PP 3-11o e oy
~meeem~ee=, Gumar Ekel#f, En bibliografi. Stockholm: Bonniers, 1970.
---------- o "Gumar EkelBf: Panthoidens sgng." In Orjan Lindenberger /

Reidar Ekner: Att 1Hsa poesi. Stockholm: Bonmiers, 1955, pp. 130-146,
cmeemewee=, "Gunnar Ekel8f. The Poet as Trickster." Scandinavian Studies,
42 (1970), 4, pp. 410-418.
———————— -=o "Herren Nigonting Annat. Dr8mmen om Indien hos Gunnar EkelBf,"
Ord och Bild, 8rg. 76 (1967), T, pp. 534-543.

wememmw=e=, ] den havandes liv, ftta kapitel om Gunnar Ekellfs lyrike.
Stockholm: Bonniers, 1967.




Eliot, T. S. Collected Poems: 1909-1962. London: Faber and Faber, 1963,

---------- . Dikter. Ed. Ronald Bottrall and Gumar Ekel8f. 2nd ed.
1942; Stockholm: Bonniers, 1948.

meeemee--, Preface to Anabasis, by St.-John Perse, trans. T. S. Eliot.
19303 Harcourt, Brace, 1938, pp. 9-12.

------ «=e=, Selected Prose, Ed. John Hayward., Harmondsworth: Penguin
Books, 1953, "

---------- . '"Ulysses, Order,~amd:Myth." Rev. of Ulysses, by James Joyce.
The: Dial, 75 (Nov. 1923), pp. 480-483,

The Waste: Land. A Facsimile and Transcript of the Original
Drafts; including the Amnotations of Ezra Pound. Ed. Valerie Eliot.

New York: Harcourt Brace Jovanovich,. 1971.

———emm———— -» Writers: at Work. The Paris Review Interviews. 2nd ser. New
York: Viking Press, 1963, pp. 89-111, |

Ellmann, Richard. James Joyce. New York: Oxford University Press, 1959.

Enckell, Rabbe, "Gunnar Ekel8fs lyrik." In En bok om Gunnar EkelBf. Ed.
Stig Carlson and Axel Liffner. Stockholm: FIB:s Lyrikklubb, 195, pp.
9=-51,

The Epic of Gilgamesh. Trans, N. K. Sandars. Rev. ed. Harmondsyorth:

Penguin Books, 1972.
Espmark, Kjell. "EkelBf och Eliot. En studie kring 'F&mjesao.ng;'-" M,
3rg. 28 (1959), 8, pp. 683-690. -
cmcmcneees, "Ekel8fs metamorfoser." HIM, grg. 29 (1960), 9, pPpP. TT73=776+
--------- -, "I vintan pg em Ekel8f-bok." Stockholms-Tidningen, 7 Oct.
1955, pe 4e
comemmee==, Sjdlen i bild. En huvudlinje i modern svensk: poesi. Stockholm:
Norstedt, 1977.
Faas, Egbert. Offene Formen in der modernen Kunst und Literatur. Zur Ent-
stehung einer neuen #sthetik., M#nchen: Wilhelm Goldmann Verlag, 1975.
Fehrman, Carl. Diktaren och de skapande: Bgonblicken. Stockholm: Norstedt,

1974,

-------- --. "Ekel#f, Bengt Gunnar." Svenskt litteraturlexikon. Lund:
Gleerups, 1964.

————————— . Poesi och parodi. Essayer. Stockholm: Norstedt, 1957.

------ ==, "Peknik och tradition hos Gunnar Ekel8f." Svensk Litteratur-

gidskrift, arg. 9 (1946)3 3, ppe 97-117-

274



275

Freud, Sigmnd, "On Dreams." In The Standard Edition of the Complete
Works of Sigmind Freud. Ed. James Strachey. London: Hogarth Press,
1953, Vol. V.

Frye, Northrop. T. S. Eliot. An Introduction. 1963; Chicago: University
of Chicago Press, 1981,

Gallup, Donald. T. S. Eliot, A Bibliography. London: Faber and Faber,
1969. .

Gide, André. "De 1l'influence en littérature." In Oeuvres: completes d'Andre
Gide., Paris: Nouvelle Revue Frangaise, 1932, pp. 251-273., Vol. 111,

Guillén, Claudio. Literature as System. Essays toward the Theory of Litersry
History. Princeton: Princeton University Press, 1971.

Gustafson, Alrik. A History of Swedish Literature. Minneapolis: University

of Minnesota Press, 1961,

Gustafsson, Lars. "Kung Midas i diktens rike." Rev. of En M8lna-Elegi.

Upsala Nya: Tidning, 4 Nov. 1960, p. 2.

---------- e "'Mer #n sagor'. Antikt mBnster i tre moderna svenska diktverk."
Svensk: Litteraturtidskrift, arg. 29 (1966), 1, pp. 14-23.

Hassan, Thab J. '"The Problem of Influence in Literary History: Notes towards
a Definition." Journal of Aesthetics and Art Criticism, 14 (1955), pp.
6676, A

Hellstrbm, Pdr. Livsklnsla ocg'sjalgutplgning. Studier kring framvixten aw
Gunnar EkelBfs Strountesdiktning. Diss. Uppsala 1976, Uppsala: Lunde-
quistska Bokhandeln, 1976.

Hérmerén, G8ran., Influence in Art and Literature. Princeton: Princeton

University Press, 1975.

H8glund, Bengt. "Gunnar Ekel8f och musiken." In Musiken i dikten, ed. Carl
Fehrman. Stockholm: Norstedt, 1969, pp. 83-102, .

Holmgvist, Bengt. "Drﬁmspeleﬁupg MYlna." Rev. of En MBlna-Elegi. Dagens
Nyheter, 4 Nove 1960, p. 4.

---------- . "Sgngen om nggonting amnat. Gunnar Ekeldf vid fyrtio Sr." Nya
Argusy 8rg. 40((1947), 13, pp. 192-198,

Iser, Wolfgang. '"Image und Monfage. Zur Bildkonzeption in der imagistischen
Lyrik und in T. S. Eliots Waste: Land." In Immanente fisthetik. Asthe=
tiéche Reflexion, Lyrik als Paradigma der Moderne. Ed. Wolfzang Iser.
Mtinchen: Wilhelm Fink Verlag, 1966, pp. 361-393.

Joyce, James., Ulysses. 1914, 1918; New York: Random House, 1934.




276

Kellerer, Christian. Objet trouvé und Surrealismus. Zur Psychologie der
modernen Kunst. Reinbek bei Hamburg: Rowohlt, 1968.

Kenner, Hugh. 'Bradley." In T, S, Eliot., A Collection of Critical Essays.
Ed. Hugh Kenner, BEnglewood Cliffs, N. J.: Prentice-Hall, 1962, pp.

36=5T.

---------- o The Invisible Poet: T, S, Eliote New York: Ivan Obolensky,
1959, |

- -+ The Pound Eva. Berkeley / Los: Angeles: University of California:

Press, 1971.

Kuhn, Hans, "Gunnar Ekel8f," Rew., of Poesie, By Gunnar Ekeldf, Trans, Nelly
Sachs, Neue Zlircher Zeitung, 8 Apr. 1963,

Lagerl8f, Karl Erik. "Vad 4r em 1l#rodiktare?" Rev. of Tre: lirodiktare, by
Marie Louise Ramnefalk. Dagens: Nyheter, 30 Dec. 1974.

Lamm, Martin. Swedenborg. En studie 8fver hans utveckling till mystiker och
andeskfdare. Stockholm: H. Geber, 1915.

Landgren, Bengt. Ensamheten, d8den och dr8mmarna. Studier YBwer ett motiv=
komplex i Gunnar Ekeldfs diktning. Diss. Uppsala 1971. Lund: Liro~
medelsfbrlagen, 1971, .

[iao TZu{l Tao: Te Chings Trans. D. C. Lau, Harmondsworth: Penguin Books;
1963,

Lennartson, Eva-Lisa, "Ogat i Gunnar Ekel8fs diktning.'" Horisont, gmg. 24
(1977), 3, pp. 4-12.

Lexikon der altem Welt. Ed. Klaus Bartels and Iudwig Huber. Zlrich / Stutt-
gart: Artemis Vefl&g, 1965.

Lindenberger, Orjan. "Gunnar Ekel8f: Helvetets Brueghel.," In COrjan Linden-
berger / Reidar Ekner: Att 1isa poesi. Stockholm: Bonniers, 1955, ppe.
121-129,

Lindegren, Erik, "Gunnar Ekel8f-en modern mystiker," In Kritiskt 40-tal.

Ed. Karl Vennberg and Werner Aspenstrbm. Stockholm: Bonniers, 1948,
ppe. 282-310,.

---------- . "P] v#g mot: instrumentallyriken." In Kritiskt 40-tal, ppe 305-
310.

Linder, Erik Hjalmar. "EkelBfs M8lna-Elegi." Rev., of En M8lna-Elegi.
GBteborgs-Posten, 4 Nov. 1960, pe 7o

————————— -+ Fem decennier ayv nittonhundratalet. Vol., V:2 of his Ny
illustrerad svensk litteraturhistoria. 4th rew. ed. Stockholms
Natur och Kultur, 1966.




Lindvall, Lars. ‘'Fernando Pessoas Hawvsode och Ekel8fs Samothrake." Svensk
Litteraturtidskrift, Srg. 1970, 1, ppe 3=31.

Lundkvist, Artur. "Ekel8fs fYrvandlingar." Rev. of En MBlna-Elegi. Stock-
Holms~Tidningen, 4 Nov. 1960, p. 4.

------- —, "Sg.ng f8r att leva bHttre." Rev. of Férjesggg, by Gunnar Eke-
18f, BiM, 8rg. 10 (1941), 8, pp. 646-64T.

Malmstrtm, Sten. Takt, rytm och rim i svensk vers. Verslra., Stockholm:
Esselte: Studium, 1974.

Matthiessen, F. O, The Achievement of T. S, Eliot. An Essay on the Né,tlgr_g
of Poetry. 3rd eds New York: Oxford University Press, 1959.

Mesterton, Erik. "'En eld som brimmer i allas ansikten'. Poesdi och verklig-
het i en EkelSf-dikt." BIM, &rg. 1981, 2, pp. 94-96.

Michl, Josef. "Gumnar EkelBf og;Franz Kafka." Svensk . Litteraturtidskrift,
drg. 1970, 1, ppe 22-24. |

Onnerfors, Alf. "latinet i 'En MBlna-Elegi.'" Dagens Nyheter, 9 Nov. 1960,

Osterling, Anders. "Experimentaldikt." Rev. of Sent pg jorden, by Gunnar
Ekel8f., Svenska Dagbladet, 4 Aug. 1932, ps 5.

Olsson, Anders., "Ekel8fs nej." BIM, 8rg. 49 (1980), 6, ppe 339-34T.

Olsson, Bernt., "Gurmar EkelSf och spraket." Svensk Litteraturtidskrift,
8rg. 1981, 2, pp. 3-19.

wmcwcenme=, "Cumnar Ekel8f vid tiden f8r debuten." Svensk Litteraturtid-
skrift, arg. 1970, 1, pp. 3=21.

Palm, GBran., "'En av de stora dikterna.'" Rev. of En MYlna-Elegi.
Expressen, 3 Nove 1960, Ppe 4=5.

Perner, Conradin. Gunnar Ekel8fs Nacht am Horizont und seine Begegnungrmit
Stéphane Mallarmé, Diss. Basel / Stuttgart: Helbing & Lichtenhahn,
1974.

Petronius. The Satyricon. In Petronius: The Satyricon and Seneca: The

Apocolocyntosiss Trans. J. P. Sullivan., Harmondsworth: Penguin Books,
1965,

Peyre, Henri, "André Gide et les proﬁiémes d'influence en littérature."
Moderm Language: Notes, 57 (1942), pp. 558=567.

Plato. Phaedrus. In The Collected Dialogues of Plato including the: letters.
Ed, Edith Hamilton and Huntington Cairns., New York: Pantheon Books,
1961,

Pound, Ezra. Selected Poems. London: Faber and Faber, 1975.

277



278

Preminger, Alex, edl, Princeton Encylopedia of Poetry and Poetics. Enl.
ed. Princeton: Princeton University Press, 1974.

Pz:intz-Pghlson, G8ran. "Diktarens kringkastade lemmar. Motivisk och
metodisk primitivism hos Gunnar Ekel8f." In hiis Solen i spegeln.

~ Essfler om lyrisk modernism. Stockholm: Bonniers, 1958, pp. 86-143,

crmmmenee=, "M8te med det ﬁﬁrggngna." Rev. of En M8lna-Elegi. Kvills-
Posten, 4 Nov. 1960, Dp. 4.

Qvarnstr8m, Gunnar. "En dikt och ett brew." Svensk. Litteraturtidskrift,
8rg. 1970, 1, pp. 25-29.

Ramnefalk, Marie Louise. Tre: l¥rodiktare. Studier i Hamry Martinsons, Gunnar
EkelBfls och Karl Vemnbergs lyrik. Diss. Stockholm 1974\ Stockholm:
Bo Cavefors Bokfidrlag, 1974

Rimbaud, Arthur. Oeuvres: completes. Ed. Antoine Adam, Paris: Gallimard,
1972, |

Rosenthal, M. L. "The Waste Land as an Open Structure." Mosaic, VI/1 (Fall
1972), pp. 181-189, '

Ruin, Hans, Poesiens: mystik. 2nd ed. ILund: Gleerups, 1960.

Rying, Matts, "Bes8k hos Cunnar Ekeldf." R8ster i Radio, g:ng. 17 (19%0),
14, PPe 4=5.

Selander, Sten. "Nya diktsamlingar." Rev, of Farjesggo » by Gunnar Ekellf.
Svenska Dagbladet, 2 Dec. 1941, .

Shakespeare, William, The Tempest. In William Shakespeare: The: Complete |
Works. Ed. G, B. Harrison. 1948, 1952; New: York: Harcourt, Brace &
World, 1968.

Shaw, J. T. "Literary Indebtedness: and Comparative Literary Studies." 1In

Comparative Literature. Method & Perspective. Rev. ed. Ed. Newton P.
Stallknecht and Horst Frenz, Carbondale: Southern Illinois University
Pressy 1971, pp. 84-97.

Shideler, Ross. Voices: Under the: Ground, Themes and Images in the Early
Poetry of Gumnar Ekel8f., Diss, Berkeley. University of California
Publications in Moderm Philology, Vol. 104, Berkeley / Los. Angeles:
University of California Press, 1973

SjBberg, Birger. Kriser och kransar. Stockholm: Bonniers; 1926.

Sjbverg, Leif. "Allusions in the First Part of Gunnar Ekel8f's En M8lna-
Elegi." Scandinavian Studies, 37 (1965), 4, pp. 293-323.

emeceeeew=, "Allusions in the Last Part of Gumnar Ekel8f's En MBlna-Elegi."
The:-Germanic Review, 40 (March 1965), 2, pp. 132-149.




el "Gunnar Ekelt&f's "Pag och skriv': A Reader's Commentary."
Scandinavian Studies, 35 (Nov. 1963), 4, pp. 307-320.

----- ~====s "A Note: on Poems: by Ekel8f," Scandinawiam Studles, 39 (1967),
2y pPe 147-152, .
------ wma—y A Rea.der's Guide to Gunnar Ekelbf's A MBlna Elegy. New York:

Twayne Publishers, 1975,
wmmemmmee-,  "Iwo Quotations in Ekel8f's 'Absentia animi.'" The Germanic
- Review, 44 (Jan. 1969), 1, pp. 45-60.
S8dergran, Edith, Samlade dikter. Stockholm° Wa.hlstram & Widstrand, 1977.
Stagnelius, Erik Johan., Dikter. I nml av: Gunnar Ekelbf. Ed, Osten Sj8-
strand. Stockholm: BokfBrlaget Prisma, 1967, ‘
Steiner, George. After Babel. Aspects of Langusge and Translation. New York:
Oxford University Press, 1975, :
Stenbeck, Manne, '"Den raks stilen hos Ekel8f." Ord och Bild, grg. 74: (1965),
5s PPe 459-472. '

- e o -~s "Kring Strountes-reflexioner kring mer eller mindre: allvarligt
strunt i Cunnar EkelBfs diktning." Horisont, arg. 27 (1980), 1, Pp.
12.22,

Stolpe, Jan. "'Latrin och kr#kiskat', Det antika. materialet i Ekellfs 'En
MBlna-Elegi.'" Rondo, 8rg. 1 (1961), 1, pp. 13-20. ‘
Strindberg, August. Skrifter. Ed. Gunnar Brandell. Stockholm: Bonniers,
1962, Vols, IX, XI. ‘
Suzuki, Daisetz Teitaro. An Introduction to Zen Buddhism. New York: Grove
Press, 1964.
Svensk: dikt. Frén trollformler till Lars Norén. En antologi. Ed.. Lars
" Gustafsson. Stockholm: WahlstrSm & Widstrand, 1978.
Swedenborg, Emarnuel, Dr8mboken. Journalanteckningar 1743-1744. Ed. Per
Erik Wahlund. Stockholm: WahlstrBm & Widstrand, 1964,
Tanzer, Helen. The Common People of Pompeii, A Study of the Graffiti,
The: Johns Hopkins University Studies: in Archeology, no. 29. Baltimore:
The Johns Hopkins Presg, 1939,
Thoreau, Henry David., Walden: or, Life in the: Woods. Néw York: New. American
Library, 1960,
Tidestrm, Gunnar. Edith S8dergran. 1949; rpt. Stockholm: Aldus / Bonniers,
1960,
------- w==, "Fosgsil inskrift." Im Lyrisk tidsspegel,. letanalyser ay _Carl-
Erik af Gelgjerstam, Erik H6rnstrﬂm, Gunnar Svanfeldt, Gunnar Tldestrﬁm.

279



280

Lund: Gleerups, 1947, Pp. 165-173, .

emmmmmeme=, "Samothrake." In Lyrisk: tidsspegel, pp. 239-254.

Van Tieghem, Paul. "Succes et influences: globales.” In his: La Lvitte/ra;tune
comparée. Paris: Librairie Armand Colin, 1931, pp. 116-142,

Vennberg; Karl. "Legenden och texttydarna." Rew. off En: M8lns-Elegi,
Aftonbladet, 3 Nove 1960, p. 2.

Vowles, Richard B, "Strindberg and the Symbolic Mill." Scandinavian
Studies, 34 (1962), 2, pp. 111-119,

Wigforss (Tigerschild), Brita. "Ekel8f wid horisonten." BIM, arg. 32 (1963%),
3y PP. 193%-201.

cmmmmmem==, "Samothrakes.tems." BIM, arg. 28 (1959), 2, pp. 134-142,

Williams, William Carlos. Paterson. New York: New Directionms, 1963,




281

Appendix

The Swedish originals: of all indented quotes are given here, The numbers

are those of the pages numbers where the indented quotes begin. The twoe

main sources of translations other than my own are the translation of A MBlna
E_léa by Rukeyser.*/ Sj¥berg and the translation of selected poems of Gunnar
Ekelbf by Nathan / Larson (see bibliography); where they have beem used these
sources: are: given parenthetically with the pagess numbers: referring to those:
particular editions. Where an English translation has: beem cited in the: notes:
as the source of an indented quote originally in Swedissh, the source of the
original Swedish (for example Strindberg, Si‘cr.ifter, ed, Brandell etc.) has: beem
indicated here. Some: liberty has beem taken in making: slight changes: in the
borrowed translations by both Rukeyser / SjBberg and Nathan / Larson where

this has beem thought necessary. Italian quotes: are also given in’ the-original.

8% P8 sin tid hinde det, att man ondgjorde sig 8ver att Ve.léry gav ut
olika versioner av samma: dikt, till och med varandra motslgande - -
versioner. Han har alltid haft argument: att f8rsvara sig med ooh
har direkt uppmanst sin tids:; diktare att--liksom kompositBrerna:
som arbetar i tonernas: material--producera: och 1imna efter sig;en
rikedom av variationer Bver sammm tema, Bland de svenska diktare,

som f8ljt hans uppmaning; 4r Gunnar Ekel’tiﬁ'.3

11. Nike, segergudinnan, 8r sjilv en molnbild. Har ng‘gon ngsgonsi“ﬁ Yot
henne, vumnit segerns;. ng‘tt nalet? Knappast. P8 sin h8jd har han
hj4lpt nagon amnan ps vig mot. hemme. M3let viker stindigt undan
likt gallionsbilden p(a)a, skeppet. Men om detta Hr sant, a8 4r ju
mglet, 43 Hr ju hiu;nem omboxrd, s 4r segern frbunden med sjllve

strivandet. o« « o
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Ng;@-'az, av dessz fragment har ocksd® senare anvints i olika diktsame
lingar, men- d9 detta skett under delvis: mycket modiffierade: former
och i olikartade, gentemot dikterna oorganiska sammanhang, har det
f8r: mig varit av ett visst kuriositetsintresse att terstilla dem
i deras:ursprungliga skick och Qterinstitta dem i vad som finns: kvar

17

av deras: ritt=z omgivning;

Det fimms: i varje dikt, menar Riffaterre, en kHrns: som han Kallar
matris. Matrisen bestar av en: minimal sats, ibBland en hel mening,
ibland ett enda.ord, som i s flall inte fBrekommer i dikten., Matrisen
Sterfims oftast i de' f¥rsta raderna eller nggon ggng; i titeln, Den
genererar sedam en rad variationer till dess #mnets m8jligheter dr
utt&maaf. Matrisemnm imehgller alltsgt den information som upprepas
dikten  igenom och som ger den enhet: och dirmed signifikans. Denna

variationsprocess kallaxr han expans-ion.18

Full fathom fiwe

[Ja.g vill] drunkna:

utan: vippbréda, [atan] kanon-
kula, [u%&n]* flagg

eller hellwe brinnas
[bré:rmas ss att] med stigande
r8k och slickas

S8 att det 14ttaste av mig
stiger till stratosfirerna
hamnar som sporer pg:,
fjldrran stjlrna:

nytt liv

s att det medeltungs ligger
i var mans trﬂdgg.rd;

son gldsel

8% att det tunga: nllr askan
8r utstrdd sviivas i
oceanerna

munnas och utminnas som odugligt av
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oceasmernas: fiskar och guldfiskar.
[ki'nesisk: odug]ii?ghet]
82 att det tyngsta sjunker till bottnen.
s att det tyngsta tyngsta
f8renas med medelpunkten,
(du 4r vigd pa em vag och befunnen

dels 14tt, dels tung).19

*och

15, (Natham / Iarson, p. 41)

Jag Yverger mig

58 som dem sista rattan ett sjunkande skepp,

ett brinnande vrak av vilket djupet far sitt nfir h8jden fatt
sitt, ’ .

(du 4r vigd p® em vag och befunnen dels: 1#tt, dels: tung),

em skeppsbruten som driver pg. det mbrka: gestaltskif tande,

attraherad och: bestralad av dem heml iighetsfiilla kampenss

st jlrnms,

hon som osedd 4r mHktigare #n sol och mg.ne,

hon som pa en gang Hr enkel och dubbel, dunkel och 1jus,

pg;-a en ggsng! Inte: i tur och ordning. |

16, I s2dana hir anteckningsbbcker behbver allting inte vara frén det
S de Hr daterade, tvirtom Hr mycket ofta: senare, a2 jag tagit vad
papper jag haft till hands. Jag har mirkt att jag nHstan alltid
brukat b8rja dem ii ena #ndan, och det har ofta varit i f8resats
att skriva em fortlBpande "dagbok" aw n&got slag, fir att ‘senare
b¥rje i andra: 4ndan (bokem vind upp ochiner) i em likmande (fast
mindre stark) fBresats., Vad som st8r i mitten torde vara senare
Hn dessa: b3da: "blrjor", 0

17. Tva ting kan vara virda att kommenters, innan vii lHmnar detta
diktenss initialstadium, sjustrofdikten., Det ena Hr det faktum
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att Valéry uppenbarligen pgbarjat dikten medan han var i fird med
att samtidigt komponera: andra dikter; nistan alla dikterna i Charmes
har, siger Valéry, gjorts "simultanément", Fbrhillandet dr inte
ovanligt; mgnga paralleller i andra- diktares: anteckningsbbcker
skulle kunna gberopas. Under en produktiv period rinner girna

idef18den och uppsilag till fran mgnga hg.11.2‘|

18, Jag l8ngtar hem sen Stta lgnga &r.
I sjdlva s8mnen har jag ldngtan klnt.
Jag lingtar hem. Jag lingtar var jag ggr
--men ej till minniskor! Jag lingtar marken,
Jag lingtar stenarna d#r barn jag lekt.22

Reflexionerna 8ver att detta: innanhav, denna insj8 4r d8da, att
vggorna 8r d8da, havet eller sjln fattiga, att vigen som b¥rjar hir
ingenstans leder trots fartygen som kommer in frgn alla linder
(terra nova Ostindiska compagniet). Denna anstrykning viisentlig
f8r firden uppgt utgt, den spirituella i slutet. Utforma och ut-
vidga betraktandet i samband med min muv. brygga o. M8lnas. Vggor-

na 4r ocksg?mina d8da.

(Rukeyser / SjBberg, p. 260)

Allting som inte skedde

Allt som till intet ledde-
Vggornsom blinkte

Vggor om vilka jag en ggng tinkte:
Ni 4r en viig ut i virlden

5 18ngt du Bnskar bér den

Men den bBrjar inte-

20, P8 nlgot vis har bilden av de vita: blodkropparnas f8rsvarskrig
mot frimmande inkr#ktare bitit sig fast i mig. Detta i fbrening
med andra bilder, vinkar, antydningar och parallellismer fran
andra h811 har hos mig i tanke som kinsla s8 grundligt inpridntat
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tanken: pgz, den minskliga organismen som en stat att jag sdllan kan
frestills: mig mig sjilv pS annat sHtt.>”

Som du kanske minns skrev jag till dig om eventualiteten awv att
erbjude dig en dikt t+ill nigot: av de fHrsta: h8stnumren, i samband
med min nya diktsamling. Jag har nal1it pg och arbetat pg;*. den fir
att om mBjligt: £8 den klar fbr midsommar, men har my kommit till en
punkt med den, d% det 4r om8jligt och kanske farligt att forcera.
Jag tror det blimr en bra och central [dikt], prélimindr titel
"Mannen frén havet", 19ng ca. 5-6 kvarto (om inte mer).26

Dér pg, stranden,

stod, ldngre bort, en egendomlig byggnad
begravd i dynerna, av gld.ri’g_; prigel,
cyklopiskt. byggd av grova stenblock, huggna
i nfgon geometrisk, prekolumbisk stilart,
em mayabygenad mBjligen...

(Rukeyser / SjBberg, p. 261)

Ett nyckfuillt Bgonblicks

och mu 8r djdvulem i klocktormet,
han som stal oss: var framtid,
stal vart f8rflutna,

- Men viktigare i det litterira sammanhanget: dr en: traditionalism_
av annan art, ett fasth8llandé vid vissa problém, viesa bilder och
upplevelser av personlig art, som stindigt g;tervé.nder i hans diktning;
Ett exempel: Gunnar Ekel8f iakttog som 13-gri'ng; om man fir tro hans
egna uppgifiter, en bldckfisk uppdragem pg:. stranden av en fiskare vid
Promenade: des: Anglais i Nicer» Genom hela hans produktion slingrar
gig denna blickfiisk med sina g;—tta armar och Fitt underbara: ens Yga,
tvirs igenom alla stilPfevolutioner och omprBvningar. En katalog
Bver s8dana: Ekel8fska temata, hans bildviirld och verbala formler,
skulle omfatta en hel volym, och den skulle vism att de flesta: aw
Ekel8fs poetiska framst8tar samtidigt Hr gterkomster.so
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25, Det var tvenne, skenbart varandra motsatta temperament: den: ene
objektiv och kontemplativ, den andre subjektiv och extatisk, Den
ene ville intet och den andre allt., S3 litet behSvdes fir att
efterviirlden skulle anklaga: endera. och mestadels romaren f8r verk-
lighexsflygg. FBr vad 4r intet och allt mer 4n tva aspekter awv

samma sak,

Det Hr snarare sa att blickfisken, ett oskyldigt djur, som fir:
minniskan blivit en det ondas symbol, simmar i vattenytan med sitt
underbart konstruerade och villseende: Bga ochzser ett vitt kapell pg
udden med en liten Theotokos (gudamoder), som rakat bli en fr
minniskan god symbol, medan i sjilva verket hela kampen mellan ovan
och nedan fontggr ofrminskad. « « « Uppfattningarna om ont och gott

har urgaml=s, magiska och sHkert inte utforskade skiftmingaw333

26, 'Auri. sacra fames', 'Sacra' betyder frbannad. Uttrycket kommer
av en gallisk sedvidnja, ty nir Massiliensarne hemsBktes: av pest
brukade nggon bland de fattiga erbjuda sig att ett helt 8r gldas
pg statens bekostnad och med den renaste f8da; direfter smyckades
han med heliga Brter och heliga klHder, leddes under f#rbannelser
mnt hela staten, 83 att alla dess lidanden mStte komma Bver hans
huvud, och utstbttes sglunda. Detta stgr att 1lisa i Petronius.

34

Gammal kommentator.

27, ~Drimpen~
Archeeopteryx
Mayatemplet: vign
Mayatemplet annan vy
28, ' Om man med det absoluta mensr det som Hr ofattbart f8r fBrmuftet,

sgtinnehgller:vﬂrlden f8rvisso ett absolut element., R8relsen,
tiden, vad den mu kallas 4r fullkomligt ofBrklarlig. Existerar
den fastln den 4r of8rklarlig? Det 4r svart att siga, eller snarare

det 4r omBjligt att bevisa demna: orationella faktors existens. TVi
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st infbr ett ol8sligt mysterium, det, att icke fr tanken kunna
bevisa att vi sjilva leva. I alla fall ha vi a8 och d8 en dunkel
f8rnimmelse av att vi leva., Jag tHnker; alltsé lever jag? Jag
kiinner allts8 lever jag? Men det 4r omBjligt att slgs jag kinner
allts? tinker jag; eller omwﬁnﬁ;sa

"fuet" 4r likamed--"rummet"., “Tid och Rum", det 4r historia:
(minne) + framtid (hopp, livekraft) och mu, det evigt stillastende
Bgonblicket, statiskt som rumsbegreppet och samtidigt dynamiskt
genon att fBrtid och framtid mBts dir. Man kan tinka sig rummet
endast under aspektet mu. Och efitersom rBrelsen har bade med rum
och tid att gbra uppdelar den sig f8r tanken i serier av mu-posi-
tioner., Utreda detta.39

Ensam med vigguret, denna maskin f¥r
icke~tid

Vad vet en metronom om musik?

om vad det 4r gjord att mita?

Dess ansikte 4r blankt och uttrycksl8st

en diskret gudabild

'gﬁr den mig medveten om relativiteternas

orimlighet
liv kan inte mitas med d8ad
musik kan inte m#tas med takt
Men vem kan utrdna denna livets instinkt
till ddd
Liv skapar dﬂd‘omkring sig, liv kapslar
| in sig i d&d
43

Det otvetydigaste uttryck jag hos nggon annan funnit f8r en lik-
nande, nistan exakt lika upplevelse, de Hnda fran barndomen stdndigt
Sterkommande upplevelserna av tiden dels som ett inre, med éstro-
nomisk hastighet rullande, roterande, glBdande och krossande feber-
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klot, dels som en utvilirtes, med lika o#ndlig 1gngsamhet skridande
procession, mina sammanbrott under kohtratankar, fBrst dikten i
och med nistan hela Seﬁt‘pg jorden, hela F&rjesgng,.halva Non
Serviam, hela M8lne-Elegin, ockss de allra tidigaste dikterna, i
Ord och Bild.44

32, (Rukeyser / Sj8berg, p. 234)

Och det r8da klotet,
det h8ga feberklotet, blindande och inflammerat,
kom v#ltrande 8ver dig, i ena Bgonblicket
olidligt hastigt och i nHsta outh#rdligt 1Sngsamt.

(Rukeyser / Sjbberg, p. 236)

Jag minns g
Tiden,
jag har den i mig,
jag blr den i mig som ett stenbarn,
fdrdig och of8dd-

Det hela fBrsigggr inom en odelbar tidsenhet, 18t vara en sekund
eller fem minuter, i varjenfall en kort stund. Det som hinder pg
sista sidan hinder i slutet, och det som stSr i mitten Hr nﬂrvaran@e
i siv#tl slut som barjan[ ] Det vill allts8 vara ett vertikalsnitt
&enonm alla de olika lagren av samtidigt framflytande tldselement,
sambtidigt flyter dikten, Hr i rbrelse[]

33, (Rukeyser / SjBberg, p. 239)

Stindigt pg vig! Nimn miig den efterblivne,
ett rudiment av den frén b8rjan givne,

ett fastnaglat moment av nggot skeende

som Bara. i sin helhet kan f8rklara

mitt beteende.
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Vort liv Hr i‘nuet; de f8restillningar om ett f8rflutet och om
ett kommande som fBrefinnas i.vgrt medvetande Hro blott svaga
bilder av- verkliigheten. .UﬁéiéQQf'man det f8rflutna genom att
minnas det eller det kommande genom att konstruera det? Vart
liv 4r ett nu uttdnjt genom decemnier och livet ett mu uttinjt
genom Srtusenden. (Jag citerar inte Bergson utan gamla sanningar

och var mans egendom);47

Det vore i sjllva verket en fingslande uppgift att efterse, huru
poesiens tekniska medel avser att just mBjliggbra ett sadant upp=
levande av en enhetsfylld, fortlBpande éj&lslig erfarenhet. « o o
19t ossatﬁnka,pg.rimméf; « « + Rimmet ¥r nSgonting nirvarande,
som visar framgt, men ockss tillbaka--en liten sak, vari poesiens.
visen gterspeglas: syntesen av f8rflutet, nfrvarande och kommande.
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Men ocksg assonansen och allitterationen ligger pg:sammaalinje.

Den drunknades av vattnet renspolade ben uppfattar Ekel8f som ett
estetiskt objekt i mgnga sammanhang, t.ex..svitenaHavstema'i Non
serviam och Gerontion i Utflykter. Demna behandling av d8den-
genom-vatten-motivet har blivit en poetisk allminning pg modet och

gir (via Eliots Det Bde landet) tillbaka till Ariels sing i Shake-
57

speares Stormen. « « o

(Rukeyser / Sj8berg, p. 259)

glla: vi flytande hir
flytande kring
o dessa lik som flyter

som vill in i vassen

-men vaggar osHkert utanfir

En annan ggng hade han sprungit till f8nstret dirflr att han
hirt vaktparaden komma. « « Nggonstané vid Gustav III:s staty var
det en folksamling som hade nggonting underligt fr sig. Med en bats-
hake fiskade de upp ett oformligt paket ur strBmmen--det var ett



fruntimmer som hoppat i fran Norrbro. HOn halades upp med
huvadet nerg¢, de volumin8sa, spetsprydda byxorna lyste vita
mot kajen, underkjolen hingde ut och invahd som en stor, grg-
vit klocka med henmes: huvud till kly.pp.60 ‘

(Rukeyser / SjBberg, p. 249)

4.

43

Vrakgods pg sbmnens st:ﬁnder
Drfmmar som klockklang ur djupen
Ilanddrivna sillkungar
Ledsnadens mjuka havsvidunder

Ge milg sepiornas. 8gon
de milda inStsk8dande
som h8rde de hemlig klockklang

bristande genom djupen

Tidigare hade Ernst Rolf hyrt en del av komplexet som ett slags
rekreationsort f8r sin China-ensemble, och han dog dir sBmnmedels-
f8rgiftad, kanske full, i vattnet t. h. om bryggan, vaktad av en
stor trogen och ilsken hund som om8jliggjorde r#ddningsfBrsbk, enl.
ryktet sedan han pg platsen Bverraskat Tutta in flagranti med en
Wallenberg, kanske ocks8 pg grund av leda vid sig sjHlv och dgliga
aff&rer. Jag tror pg f8rgiftningsteorin eftersom vattnet dr grunt,
den grunde dog pgzdet grunda, Detta: 4r adiafora men platser har

sina Bden och Bden har sina platser.

Vad Strindberg i demna scen dramatiskt antydande gestaltat, Hr det
psykologiska fenomen, som ggr under namnet livsrevyn. De flesta

har h8rt: talas om demna egendomliga psykologiska f8reteelse, bekrif-

tad av gtskilliga iskttagare, att mnniskor i yttersta livsfara, pg

grinsen till d8den, skulle se framfBr sig sitt livs hindelser som

pg en snabbfilm.66

290
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(August Strindberg, Skrifter, ed. Brandéll, vol, IX, pp. 117-118.)

45.

46.

Han I mirkt under tystnaden nattetid eller till och med pg
1ljusa dagen, huru minnena frén ert f8rflutna liv gteruppvﬁckta-
r8ra pg sig, ett i slnder eller gruppvis., Alla felsteg som du
beggﬁt, alla f8rbrytelser, alla dumheter; de jaga upp blodet. i
Brsnibbarna pa dig, kallsvetten i hiret, rysning utefter rygg-
raden. Du gterupplever ditt genomlevda liv 4nda frin fédelsen
till den dag som inne Hr; du lider 4nmu en ggng alla: genomlidna
lidanden, du svilljer alla: de kalkar du s8 ofta t8mt till drédgeen;
du korsflster ditt skelett nHr det icke mer finns nggct kBtt att
korsfista; du brinner & bile din sjHl, nfir hjirtat #r lagt i aska.

Du k#Hnner till detta?

Det 4r Herrens kvarn, som mal 1gngsamt, men mal fint--och

67

svart!

D ffggade 14karen

barnflickan som drinkt sig

men vHckts med konstgjord andning:
Vad hirde du? Vad slg du?

"Det var s3 r8tt och grannt salm
N& hbrde du nagot?
"0 ja vad dom spelte

dom spelte s8 vackert!"

Nir jag d¥r skulle jag som en akt av renlighet vilja bli begraven
i havet, £2 mina muskler avgnagda, mina inHl¥or uppl8sta, mina ben
polerade, bli ordentligt badad, balsamerad i stringa saltl8sningar
intill oigenkinnlighet och fBrintelse. Men det 14r kyrkan f8rbjuda,
ddr den ligger och vaktar pg glderdomshemmet. Den vet vad ocksg
vasstranas larvskal tycks mena och rassla bifall till: att makten
Bver de dBda till en viss grad 4r makten 8Bver de levande., Vad sHgerr
kontrollstyrelsen om det? Har inte informationsstyrelsen nggonting
att invinda?®?
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Ge mig det vHrdelBsa,

det som har tjinat ut

och kan gtergg. till sitt ursprung,

det som har tjdnat nog

att adlas av gl¥mska och vanvard!
Lyckliga ting som £8r vara sig sjdlva,
vittra och rosta i fred!

Jag kinner f#r dem.

Var det angelfget att 1946 markera tidsankytningen till den mbr-
kaste perioden &w andra. virldskriget, d8 de nazistiska arméerna
ockuperade Europa, syns det under dem: Ignga.konceptionsperiodens
gg,ng ha: blivit vitalare» att understryka det tid%?sa och allmin-

giltiga i den absurdistiska livssynen i. verket.

Svintyskar!
Och piskrapp och piskrapp pg pisk~
TapPe
Nu kommer polackerna. Lg;d: dem
ta hand om dem, Bra! Brz!

L3t oss utrota. dem i oss: sjdlva + o

73

Till dig, som jag inte sett pz%ett tag, ville jag bara. skriva ett
par rader om min bok som #r till 5/6-f#rdig. Du minns. kanske att
jag ringde f8r: ng,gon manad sen och h8rde om det fanns mBjlighet:
£8 ut den i hést. Naturligtvis: var det jag som svek--men det 4r
inte underligt, f8r Elegin #r ett arbete si svart a:c{; den tagit

o}

s 4.2 0O . . . .
mig tio ar, i arbetsrepriser visserligen, men Hnda,

Som det nu Hr, med min kritik i BIM och andra: gztaganden dessutom,
£8r jag kanske en 3 tva dagars: tid i ménaden att Hgna mig at M8lna-
elegin m.m. mem., och det blir bara hackmat. Jag ville ocksé kunna

gbra ng;got': helt en gg,-ng.78
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Jag gitter inte--eller vill snarare inte--sld upp.fbreggende
anteckning f8r att se hur gammal den Hr, mem har' en kinsla. awv
att en del hlnt sen sist,

Allts8: magsgret f8rstorat trots 8 veckors diete.o o o

Emellertid: arbetat och tinkt pg Elegin., Det verkar hoppfullt
och jag tycker mig ha en n&ttfull klar- och Bversyn vis-a-vis .
tidigare Bverarbetningar. Dem blir kanske fHrdig, trots att det.
sammanbindande partiet 4r mig lika eller nistan lika dunkelt som
férut.

FBr att undvika den n#rsynthet som 82 14tt infinner sig nir man
arbetar med em tekt, inte en tillfH#llighetsdikt, for jag i dag till
Kolmfrden och Nune.s.s o

Vad Elegin betriffar ser jag klart retoriken, det konstlade och
gjorda i alltsammans, mem tihker att dem 4ndS kan bli ett slags
bygenad, 18t vara med fiktionskaraktir. Men har nggonsin em lidngre,
pg ett eller annst sitt sammanhYngande dikt varit utan fiktionsin-
slaget, det lgtsade, det fabricerade, kittet som sammanhiller epi=-
soderna? Det enda som kan f8rsons: denna fBrevindning 4r en oerhBrd

formstringhet, jidmf¥r Dante, jimf8r hexametern. Jag menar inte: att

terzinerna eller 6-rytmen i och f8r sig 4r formstringhet, men de 4r
birare av den., Formsiringheten sjllv ligger pg en: annan niv33 det
4r den jag 4r ute efter, med andra medel. Sedan £8r episoderna
tala.

Men jag f8rhaller mig skeptisk till det hela, Ingen kan lyckas
annat 4n efter&t., Och det 4r bara alltfbr troligt att det hela

faller platt, att luften ggr ur det, som ur romantikens: epere. .o o e

Sommaren har varit mycket svar f8r Gunnar. Han skulle avsluta en
stor diktsamling, kanske sin stBrsta (MBlna-Elegien) som han har

nS11it pg med 1 20 gr, men alltid stupat pg. I ett par nénader

. har han mu, drickande, grubblande, olycklig, flrstkt. Han har 1list

enormt mycket, arbetat och arbetat, det har blivit flera nya, mirk=
virdiga: dikter, men ingenting; firdigt. Han har inte ggtt ut,
knappast nedfBr trappan, bara suttit pg vinden. Och hans problem
har en s3dan natur, att jag aldrig kan g ifrSn huset.o?
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55 Ja, m stdr jag pd dem punkten att jag inte vet om jag f8r firdig
M8lna-Elegien i tid f¥r: sisongen. Det Hr fgniigt d8rfir att tre ark
Hr uppsatta;, klichéerna under arbete och de resterande tve arken har
jag praktiskt taget klars hir. Det Hr s3 att stga bars ett binde-
streck som fattas. Men i detta fall--nu 23 8rs arbete--dr jag per=-
fektionist och kan inte begira hjflp av ngon. Saken Hr den att
jag fr Bgonblicket kinner mig totalt utarbetad, nimligen pg ett.
s8dant sHtt att jag hellre skulle syssla med ng.'got annat, t.ex.
skriva: ett prosastycke. NHr man sysslar linge med lyrik, i synner-
het med en sak: som denna, Blir man pg'-;ngxgot vis nirsynt och detta

ger avsmaX:och leder till depres&ion.89

56 Konstens: skfinhet. 1g.=g icke f8r dem. i det avslutade, det: fullstindiga
och symmetriska, utan snarare i det oregelbundna och. oavslutade
(deves. antydande), som inneh811 m8jligheten av vixande och rbrelse,
Ingenting undveks mera: sorgfilligt i konsten--savl vid dess. skapande
som dess: utstillande--4n upprepning och. Bverfyllnad., « « « Det Hr ju
rena motsatsen till vgz'p strivan efter uniformitet och symmetrisk

93

avslutning, var fallenhet f¥r upprepning:

57 Ekel8f anvinder den sexuella relationen mellan man och kvinna som‘en
bild f8r konstnHrens f&rhgllande;: till konstverket; kiHrleksparet Hr
tvg. Ygkapande’, tv& konstniirer som fredrar fragmentet, antydningen,
framf8r det fullbordade, fullkomliga verket.94

Dir fanns nmligen ett beglr efter en £_§s_§ virld, en fast punkt att
std pa och med st8d av vilken man skulle kunna f8rvandla virlden.
Denna fasta punkt 4r en minsklig illusion som kan tyckas: livsn¥d-
viindig men som Herakleitos och andra som bekant avb8jt. Den upp-
trider i marxismens: patentl8sningar av de sociala mer- eller mindre=-

virdesproblemen., Den fimns-i mgngas arbetshypot’eser.%

De fiktiva virdeomdbmena ha blivit s& all'enargdande ‘att ingen:
lingre vet vad som 4r samning. Alla virdeomdBmen #r fiktiva och
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alla omdSmen 4r vlrdeomdmen, t.o.m. de vetenskapliga dirflr att
de alltid ha en marginal fBr godtycke. Det finns ingenting sikert,
ingen fast punkt att std pa--allt flyter och f8rindras, . .

58 Det Hr migxocksg.kant att boken, min f8rsta, samtidigt som den
vinner iifyllighet, ockss Stertar s8in ursprungliga oavslutade karak-
t4r. De rent: tekniska villkoren f8r publicerandet tryckandet: awv
lyrik kommer- en, tvingar en, lockar en att dra konstlade grinser,
att presentera en diktsamling som ett vumnet resultat, en er8vrad
stgndpunkt. Men: i den: lyriska konsten 4r allting oawslutat och all-
ting inkommensurabelt som i livet. Man kan inte sliga: jag #r lyck=-
ligare mu, jag var olyckligare dg.

*Nggonting som inte fBrlorar bg.att vara mindre tydligt, en

< "diktsemling" som-om. den-vore:en.avslutad enmhet.
T.0.m. den enskiida dikten 4r ett monument som ofta, ftr att fylla
de litterfra konventionerna, fBrsetts med lerf8tter i form av nbd-
rim eller andra "Erginzungen", alldeles: som statyerna i Vatikanen.
Och det 14nder icke verket till. f8rtjinst att det dr f¥rfattaren,
konstnllren sjilv som restaurerat det, s att Hvem restaureringarna
kan skryta med att vara "Hkta". Fbrfattaren, om nggon, borde limna
oawvslutat det som #r oavslutat., Han kan vara ursiktad ddrigenom
att han inte fStt det fér publiken-bestillaren. Men han Hr i viss
mén ansvarig f£8r att publiken bibringats och vidareutvecklat derna
fiktion: Det awvslutade, i sig sjdlvt tillrHckligas: konstverket. En
sSdan fiktion hBr samman med ett visst halvutvecklat kulturstadium.
Vilden tar fram det visentlige och f8rsummar=Yverldmnar 8+ 2sk3darens
fantasi det som i hans vision var oviisentligt eller ofullggnge¢. De
verkligt stora kulturerna och konstepokerna har gjort detsamma, t.ex.

de ostasiatiska.

59 Elegin 4r som den under f8rhallandenas tryck: kunnat bli: starkt
skiktad (eftersom det #r 23 Srs arbete bakom), #ndd enhetlig. Hade-
jag gjort den flrdig f8r tio 8r skulle den ha blivit annorlunda,
£8r jag tillfllle att revidera den om tio 8r kommer den att bli
ammorlunda, troligen skulle jag d9 sBka gripa tillbaka pa tidigare.
och ursprungligare skisser.98
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1937 Allra. f8rsta utkastet var 3 rader varav den sista 1Bd
"min- tiotusende solnedgg.ng". e ¢ » Sedan har elegin oavbrutet
vixt och vixer vll 4n., Detta: Hr att betrakta som ett nddvindigt
men tillfHlligt bokslut f8r att fg. klarhet 8ver &tallningen[.] 99

I poesien ingg;r girna: ett direkt sBvande element. Poeten har i
mg,ngaz. stycken drag av en hypnotis8r, som med vissa speciella grepp
f8rstdr att férsdtta oss i ett slags domning, Det 4r ett faktum,
inf8r vilket den: skenbart oBverstiglige motsigelse frsvinner, som
synes: freligga mellan vad Valéry i dikten ovan framh8ller och vad
han eljest sa energiskt ggr in fbr, nimligen att poesien som konst
krlver av sin ut8vare hBgsta vakenhet, h8gsta: medvetande, Som ut-
8vare, som hypnotistr miste poeten i hBg grad vara vaken, miktig en
okuvlig vilja, men samtidigt miste han kinna till det l4ge, vari
han vill f6rsdtta l4saren, d. v. s. han niste sjdlv ha pr8vat den

saliga likgiltigheten: vid poesiens br!&:s:t."o2

bbr sammanfatta, gra distinkt h8rbart vad som siigs i mig: sa
"distinkt" att Uven det dunkelt, oslkert kinda f8r vara. dunkelt,
ostkert som det Hr, 88 ldnge det Ur det. Klarheten, sakligheten
4r inte att ge det klara som vore: det sjHlvklart, problemfritt,

utan att ge den dunkla, progressiva vigen mot lélaa.rhet.m3

De som vill att poesien skall gga, bestimda #renden och framflra
dem pa ett koncist och klart sprak, si att de inte: skall behSva
svilva: i tvivelsmgl, brukar k#nna sig illa bter8rda eller Stminstone
tveksamma inflr dessa slags dikter. . . . S8dergrans dikt Hr
associativ och den miste 18sas: agsociativt annars ger den inte
ifrén sig av sina hemligheter, Sin innersta hemlighet kommer den
aldrig att ge, i det avseendet 4r den ett gulnat brev vars: g%ta
dgarinnan tagit med sig i graven. Men 4r det iisjilva. verket
meningen att dikt skall s#ga mer av det os#gbara #n just detta att
det dr osﬂ.gb&rt?ws
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Andf har denns: dikt ett stort och mycket‘bestﬁmt 4rende. Den
vill ge en levnadsstidmning. . « . inte levnadsstimningens resul-
tat och derivat uttryckta i klara verba, utan levnadsstimningen
sjilv., Och liksom i livet tanke f8der klnsla och klHnsla tanke

och nyckfulla associationer glittrar pg ytan av minnandets:; lugnare:
strfm med dess djup av resignation och BdesfBrtrogenhet, 88 sker

det ocks® i dikten. °7

Man har gjort sitt blsta att fBrstBra: detta. stora diktpanorama--
jag: talar inte enbart om "Det 8de: landet", utan lika mycket om de
mgnga4dikterna f¥re och efter--genom att dissekera det och s8ka
lokalisera alla dolda citat och h#nsyftningar, av vilka en del
mycket vl kan vara omedveina, Stminstone i ingivelseligonblicket.,
Man skall 1#sa: det som en levnadsstimning, en livsfris. Det ir

alltid pusslet som 4r originellt. . . .108

Er metod att 18ta de nya bilderna “explodera bredvid varandra i
vdl avvigda doser", tyckes mig inte‘tilerckligt beakta: koncentra~
tionsprincipen. Det h#nder 1l8tt att bilderna inte explodera tack
vare att de eliminera varandra. FBr att en dikt skall gBra verkan
fordras att man iakttar en visashushgllninggme&.medlen. Otydlig-
hetens tjusning gmmer sig bakém varje med kraft och konst fram-
stllld bild, ett massuppbgd av bilder leder 14tt till att f8re-
stillningarna och associationerna, som bilderna skola framkalla,
utebli emedan mgngfalden av bilder hindrar den enskilda bilden att
utBva hela sin verkan alldeles som en sammanpackad boskapshjord
hindrar-de enskilda djuren i deras r8relsefrihet. Det Ur inte nog
med att dikten har en musikalisk linje, plastisk gskgdlighet. Och
gskadligheﬁen kan inte vinnas pg ammat sitt 4n genom en ytterligt
v#ilberfknad hush8llning av medlen--f8r min del tror jag att demna
bﬁst’ngs genom 2terh811samhet och en vl beriknad stegring i ut-~
trycket--denna Sterhallsamhet ger dessutom "den otydlighetens tjus-
ning" som Ni s8 riktigt observerat att en dikt bbr Hga fBr att glra
verkan och vara sant poetisk. Otydlighetsprincipen har ju redan
iakttagits av kineserna och jag pgminner mig: att 4ven Goethe: fram~
n811it den.'O?

297



298

65. Vad som gWr att man kan nimna C, o F, i sg.gott som samma ande-
drag (o. i bakgrunden Hj. S.) Hr att de bgda ha en konstnfirlig
egenhet som man gHrna vill kalla speciellt svensk: att via detaljer

skapa en helhetsstdmning., Detta 4r pgfallande &3 w4l hos C. som
111
F.

66. Nistan alla vara betydande f8rfattare har varit impressionister
nir de varit som bdst. Ibland har man ocks& kallat dem realister.
Naturligtvis: siiger ingendera etiketten nog, men att de varit impres-
sionister kommer nog sanningen ndrmast. De har arbetat med ett slags
verklighetsfrkortning som i sj#lva verket inneburit en uppf8rstoring
av verkligheten, ett fBrsbk att se det Bververkliga via detaljerna.
I RYda: Rummet #r det inte Falk eller Lilljans-kretsen som dr huvud-
personerna utan Legion sjdlv, samhdllet, tidsandan med dess trivsel
nggon ggngfeller vantrivsel mest. Att kritisera Strindberg f8r att
Falk inte hinger ihop som person dr ddrf¥r i djupare mening; lika
oberdttigat som att kritisera Bellman f8r att inte Fredman, Ulla,
Movitz eller Mollberg hinger ihép. Ullas amsikte skildras sillan
eller aldrig, ddremot hennes: "miner", klHder, r¥relser, kata eller
gracibsa, atmosfiren kring henne. Figurerns blir pg s5 shtt mgnga '
Ullor, Fredmﬂnner; Movitzar, och det Hr fel om man p%stgr att kollek-
tivdikt skulle varw,nggontinggnytt hos oss., Men samma figurer blir
ocksa vars: och eng Ulla, Fredman, Movitz, sa det vore lika fel om
man pgstod att individualismen inte blivit tillgodosedd.

Detta: impressionistiska sitt att dikta, detta svivande mellan
dem konkreta detaljen och det Bververklige: hela har alltid i f8rstone:
vickt kritik frén den majoritet av lHsare som hdller pg fakticitet,
f81jdriktiga hindelsef8rlopp, smusf8rnuft, moral och reson. Den
kritiken har, allom: bekant, inte tystnat i dag: denifiktar:sig mot
s.k. "svira" f8rfattare, sadana; som fordrar aktiv medverkan av

14sarna, astiller ansprgk pg deras eget fantasiarbete. ; o

67. Dessa ord ger melodin, men pg sadant sitt att de tvingar ldsaren
$ill ackompanjemang. Han £9r bestd kontrapunkten. Det finns inte
tve minniskor som f8rstir ett musikstycke pg samma sfitt och det
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kommer: inte att finnas tvg. minniskor som f&rstg.r en dikt av

SBdergran ps samma shtte. o . J13

Man kan f8rst8 och beundra: en dikt som man inte kan Bverstta.

DHr 4r man receptiv. Man kan f8rst® och beundra en dikt och upp-
t8cka att den ggr att Bversdtta, DHr 4r man medskapande, Att

dven receptivitet innebHr ett slags medskapande vet jag. Men det
dr inte nog. NHr man verkligen Hr medskapande beror det pg att den
andra dikten kommer en att pl¥tsligt upptdcka sig sjilv, YBppnar ett
KH1lsprang som man siger. Det Hr ddrfHr mina egna dikter ibland
innehf1ler citat., Déet Hr inte ¢itat, det 4r identifikationer, dikt-
fragment som jag gjort till mins egna, 58 testl¥st att jag ibland
inte kan skilja det frn s8dant som 4r mitt eget, om m sadant.
fimms, vilket. jag ibland tvivlar pg. " Ty allt mHnskligt hinger till
den grad samman eller Hr till den grad intrasslat i vartamnat att

talet om mitt och ditt gztminstone mystice f8refaller mig vara fg;-
fingt tal. 14 ‘

"Na torde nggon gliga'", hur skulle nggon kunna mita just det
Skbna i en sak? Jag har pgsﬂ:g.tt att man kommer att kunna fbrstgz,
rent intellektuellt, vHrf8r en sak Hr vackrare #n en annan., Det’
som man kallar det skbna hos: en sak ligger inte hos sjHlva saken
utan hos den som ser den. Det skbBna: och det som likmar konstnirens:
ursprungliga tanke, ligger inte i sjllva tinget. Ett konstverk
har nitt sitt md1 f8rst df det Sterf8ddes i betraktarens sinne.
Konstverket sjilvt Ur dBtt. Konstverket sjidlvt Ur bara en dbd
utgg.ngspunkt som f8r den ritte g.‘skg,da.ren +ill den stdmning konst-
niren gsyftat, som innehg.ller en viss:av sin upphovsman gsyftad
mtS-;j'lighefl:.11 >

I uppsatsen har du inlagt ng.gra 1l4rda saker som inte jag vet om:
De Groot och Yang och Ying., Men varf8r inte: visa sin 14rdom, och
jag H8r till hela min skapnad demokrat: alltsS: 14saren, tolkaren

skall ha rdtt att ldgga in sitt. Detta 4r n8dvHndigt. Och det Hr
116

klassisk i 8kta mening.
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Infogandet av den i sig sjilv slutna vulglrlatinska citat-
massan i den tidigare: helt litterfira strukturen har medf8rt en
oviintad kontrapunktisk effekt. EkelBf, som alltid varit intres-
serad av den rent typografiska utformningen av sina dikter, arran-
gerar det fristlende latinska textblocket imverkets mittparti pa
vinstersidor och den egna texten pg hdgersidor'pg samma. sitt som
8r brukligt i vetenskaplig edition av t. ex., klassiska texter med
simultanBversittningar. L#saren skall tydligt- suggereras till att
uppleva, att det rader sSvil identitet som simultanitet mellan de

bigge textblocken, '©

- - R .
Idee, % ce qu'il me semble de premiere importance.

L'Elégie commence calmement

[; . a

mais vers les pp 10 ou peut-etre 15 avec des. vides, la page E.gauche

par exemple et puis un tas de ceoquilles ou plutat graffiti (voir
ceux de Pompei), des pdémes grotesques ou lubriques, des phrases:
depourvu de sens, meme dans mon alphabet. Une espece de pluie
de Léonides, stbrningar
Poemes: Pepparrot
Nir en kejsare
Fran barnbyn
Serierna
Graffitiss I ggr tog jag Elsa etc,
Kuk

Karnalattasprache

En M81na-Elegi. / om det anses 1#mpligt att: den medtages. Den
f8r i s% fall inte sdttas pg:anﬁat sitt 4n den 8r i originaluppil.
eller Stminstone sa snarlikt som mBjligt, Det betyder att alla
vita utrymmen (pauser) mSste bibehgllas. Nggon ensuite-slttning;

ken inte komma i froge. 2!
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Ingenstldes spelar pauser, uppehgll, tysta. parenteser en sadan
roll som i poesien. Overhuvud Hger interpunktionen f8r den en
oj4mf¥rlig betydelse. Ingen skall slge att det hiir 4r fraga om
"tomrum" eller "luckor" i den poetiska: str8mmen, ty det Hr inten-
siva Bgonblick, fulla av liv, ett slags uppsamlingspunkter f8r
det som ggtt f8rut eller kanske vi hellre skall s#Hgz ett slags
fullbordande moment f8r den fBnvandling, som av ordens mosaik-

stycken gdr en odelbar enhet upplevd som ett enda nMrvarande nu.122

De dikttitlar Ni citerar--pa M8lna brygsa, BBljesang, Lterfartem:
etec. etcs-=Ur i sjllva verket bara ett slags marginalnotiser.
Dikten 4r en. Titéln P8 det valda awsnittet bBr vara "Ur En
M8lna=Elegi / Inledningen". Det sista. av denna avdelning utglrs
av en parentes "(ridgs vanflraz. 4lvor dansar)". Den bbr strykas.
Avsnittet gggig i Bvrigt sittas med iakttagande av samma: 'pauser
(stBrre och mindre vita mellanrum) som i originalupplagan. S&
har texten blivit satt 4ven i den i varas utkomna upplagan av
Var svenska lyriken (den s.k. blomsterupplagan). Detta: Hr ett
oeftergivligt villkor, och jag ber att £9 kasta: ett Uga:pg korrek-
turet.123

Det Yr en grandios tanke i detta avsnitt, dir r8ster fran
svunna Sthundraden och skilda: folk anmdler sig vid den stora
m¥nstringen, rBster frgn_Frankrike, England, Amerika, Norge, Portu-
gal, Island, Grekland och Orienten. Men nog m@ste man sige: att
den 1l4rde skalden #r ganska odemokratisk s&tillvida, att han f8rut-
stter en vida stbrre litteridr bildning hos sin publik 4n man
rimligen haxr ritt att begirm. Ingen mer #4n skalden sjdlv kan
fullt uppfatta de mgnga*stﬁmmornas raffinerade ekoverkan; .  »
Metoden att berika en dikts stdmningsvirld genom till hilften
dolda citat kan ha mycket att ge--Ekel8f har vHl 1lHrt sig uppskatta
den frimst hos T. S, Eliot~-men att skalden i detta fall ggtt fér
lgngt har han sjilv insett och didrf8r ocksf sedermera. strukit

partiet, . .125
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Och varfBr skulle jag ha assimilerat ett citat lika bra som
Stravinskij? THnk ps Dante! THnk p& hur Orpheus och Eurydike
uppenbarar sig i andantet i Mozarts A-durkonsert. Och jag #r
8vertygad om att Gluck i sin tur £3tt citatet ng.gon annanstans
ifrgn. Efterapningar giller inte, men traditionen som Hr stor

och obruten, den giller. M.m."27

5. Ekel8fs text kan sHgas likna en hundkyrkogSrd. Men vad som
ligger begrawvt dir #r naturligtvis frimst anspelningar och citat,
fran "HBga: visan" till. Swedenborgs dr8mboksblad i originalstavning,
frén Bellman till S8dergran. Och sj#lvfallet (aw artighet mot

14saren?) utan citationstecken. . . 130

76. Citattekniken-- . . . --den har ocksa sina sidor, f8r var ggr
egentligen grinsen mellan legitimt utnyttjande och st¥ld i detta:
£all?

Man fragar sig detta med sHrskild oro, inte dirfBr att Ekel8f
skulle ha begravt sig sjilv under citatens lappticke utan tvirtom:
d4rf8r att han har en sd kuslig fﬂrmg,—'ga att med sammanhangets
suggestion ge 4ven de mest frdmmande citat &n "omisskinnligt Eke~
18fsk" prigel. Man kan faktiskt--jag har tidigare gjort det sjilv--
1l8sa: "En M8lna-Elegi" som om den med gammalstavningar och allt
inte innehBll nSgra: citat alls, och detta talar fbrsts, poetiskt

sett, till EkelBfs f8rudn. >

Naturligtvis vet jag mu, 'var lugn mitt barn / det fimmes igen-
ting' Hr SBdergran, inte Ekel8f. Men nlr jag vil 14ste dessa
rader hos SBdergran, slog det mig hur oupplBsligt f8rbundna de var
med 'MBlna', och jag tror jag f8rstdr varfér de, i1 det sammanhang
didr jag fBrst ldrde kHnna dem, fick en s2dan egendomlig verkan.
Inte 1lingre SBdergranfragmentet sjilvt (det var vil aldrig s3),
utan just demna epilog, denna livssituation. Om det var ett dg.l’igt
betyg &t min litteraturk4nnedom, var det det motsatta till Er dikt:
den Yr Er egen, inte dess fragments och reminiscensers. Jag vet

inget mer exempel: 4n Stravinsky, dir en konstnir lyckats & full-
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stﬁndlgt transformera:. ett "frimmande" material, gUra det till
nagot nytt, unikt, personligt. 132

ma: in questo caso entra evidentemente in gioco il rilassamento
dell'attenzione: una sorta dtabitudine allo stimolo, per cui da
un lato i segni’' che lo compongono, a furia di. essere messi a
fuoco-~come un oggetto troppo guardato o una parola il cui signi-
ficato ci siamo rappresentatf.pfh e p{ﬁ volte: ossessivamente--
ingenerano una sorta di sazieta e appaiono ottusi (ié dove esiste
solo una ottusita temporanea della nostra sensibilifé); e d'altro
canto, trascinati dal meccanismo dell'abitudine, i ricordi che
convogliamo nell'atto: percettivo anziche essere un prodotto fresco
della memoria eccitata si costituiscono come schemi, riassunti dei
ricordi convogliati precedentemente. Si blocca qui il processo di
fruizione estetica e la forma, come viene considerata, viene risolta
in uno schema convenzionale in cui la nostra sensibiliéa troppo a

135

lungo provocata vuole riposarsi.

Och det 4r sant som numera slgs:

DWan siger ingenting nytt d8 man s&ger]

Konstverket Ur oberoende av konstnfiren

lever sitt eget 1liv inom sin egen ram

i sitt eget ljus, i sin egen tonalitet

Det visste de gamle som f8rhBll sig ano-
nyma.

Det objektiva och subjektiva i konsten? Maste bgdaafinnas.
Ingen kan vara objektiv utan en omfattande kulturhistorisk skolning,
endast pg grundval av den kan han faststilla sina- valfrindskaper,
triffa sitt val--bli subjektiv. Enbart subjektivitet Yr--om den
alls 4r m8jlig i konsten--ett slags hgllningsldst tyckmyckeri. En-
bart objektivitet Hr eklekticism och improduktivitet. En konstniirs
hgllning;kan varken vara det ena eller det andra, den 4r relativ.
Al1ts? en relativ objektivitet vars modifierande komponent 4r en
relativ subjektivitet=en strivan efter jimvikt mellan tradition och
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nyskapande. Framf8r allt gller att bdrja frén b8rjan, genomgg
alla. fosterstadier f8r att bli mdnniska, Ingen sjdl, inte ens:
Mozarts, f8ds fHrdig. Den har att genomgg en andra gestation,

efter den fysiska.

Demna orggggskafutveckling;kan inte precipiteras. Man kan inte
hoppa 8ver 7 klasser i den skolan och vara fHrdig student med det-
samma (vilket man kanske med f¥rdel skulle kunna g8ra i den andra:
skolan "1l4rdomsskolan", men Hven 1ivetsslgngsamhet och tvgnget att
traggla genom klasserna med de sHmsta, alltsg enhetsskolan, har
sin funktion).

Det finns i Svérige, vis a vis litteraturen, en ovanligt stor
traditionslBshet. En bildad svensk av i dag vet inte av sin faders
H1sklingsfrfattare, 4nnu mindre av de Hldre generationernas. Om
man jimf8r med England, Amerika, Frankrike, Tyskland, Spanien etc.
sgahar det produktiva f&rhgllandiagellan generation och generation
4

fgtt ett amnat utseende hos oss,

(Nathan / Larson, p. 155)

S8. vind dig, lutande, hostande poet

mot den unge soﬁAojﬂmerligt trakterade zittra
och du oldtfru

mot henne som vHvde brBllopslakanen

V4nd dig, mgiare, mot den tid

d8 du grundade sjHlv dina dukar

och sjilv rev din firg

och du, skulptir,

mot den tid d8 du 8jilv barfota trampade leran
V4nd tillbaka, fiskare

till stranden som lirde dig fiska

Sjdlvmordsdikt « « « Sjdlvmordsdikt plus en nistan museal stimning.
Vilket intryck kan inte de stora: miséernas sarkofagsamlingar och

andra vestigia vitae mortisque glra pg sinnet en grg sBndag med
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klockringning, besBkares dr8jande ekosteg och den tidiga efter-
middagens livsleda. Det vilar ett tjockt kulturdamm 8ver vart

1iVo e o o

. Det estetiska formarvet har en ofrgnkomlig karaktdr av kapital.
Analogt med kapitalbildning kan man tala om kulturbildning och ana-
logt med kapital om kulturarve « « . Rndd 4r det otvivelaktigt att
Stskillig modern konst ur alla andra synpunkter 4n.samlarens ndr
och Bvertrdffar de antika mHstare, som kapitaliserats i museisalar
och kabinett., Det traditionsbundna samlandets: process himnar livets.
spontana skapande. o « o

Och under formens- kompakta, vBrdnadsbjudande valv, som vilar pg
hans axlar, st8r konstniren liten och r#dd att glra sig urarva,
Han n8jer sig med det f8rflutna som den illitterate med det tryckta
ordet, Han trivs med traditionens bekvima f8rmyndarskap som den

sjuke med sina tvgngsfbrestallningar.152

Att leva Hr inte samma sak som att Hga--en plats, en f8rm8genhet,
en stil, en kultur. Man Hger inte sitt liv, man skapar det. Den
kultur tidningarna var dag sbker Bvertala oss att dga 4r oss.en
kvarnsten om halsen, kultur 4r inte f8rflutet, fast, orubbligt utan
f8rindras stindigt mot en viss framtid, nyskapas, nybildas som huden
pg mimiskans. kropp, vixer ur sin medelpunkt livet, innehdllet ut
mot periferien det fBrflutna, idealet, dir den smgningom faller
bort som hirdnad hornhud. P8 s sitt #r bildernas liv detsamma.

som livets bilder, men hela livets, inte bara de delar den minsk-
lig&nosakerhéten idealiserat f8r att skaffa sig ett imaginirt

stbd, ett halmﬁgggimﬂnniékan krampaktigt hgllerﬂfast.ili stillet-. -

£f8r att simma.

Den uppfattn. av antiken som debiterats hela eftertiden men siHrsk
fr.o.m. Winckelmann, Goethe, Ehrensvird hir, m.a.o0. nyklassicismen
4r enl. min mening grundfalsk., Visst fanns det senatorer, talare,
historieskrivare, filosofer t¢o.m. en.och annan kejsare som upp-
tridde i h8g ton i stil med "Edle Einfalt u. stille Grtisse" . . «
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Men sanningen Hr att sjdlve Cato d.4., hade slavfarmer f8r produk-
tion och prokreation till avsalu av nazistisk type. « « » "De Hdla

romarna",'jo, jag tackar, det har aldrig fumnits virre pbbel. . .157

Vad Winckelmann och andra sviirmare--eller skolfuxar-~och med
dem vi kommit att kalla fBr antiken, den klassiska antiken Hr
bara den officiella eller officilisa delen av detta. stora kultur-
komplexs Vad vi kallar Medeltiden fanns inneboende redan i detta,
bade med sitt svirmeri, sitt fromhetsliv och sin obskurantism. Det
fanns som en understrbm, men den gick ofta upp till ytan. Dessutom
var demna antika medeltid i h8g grad folkets livssyn och religion--
och har sf fBrblivit. "Antikens" d8d sammanhinger med det hirskande
skiktets uppl¥sning och bvortfall samt med uppstigandet av ett amnat
hirskande skikt som Bvertog och i sin tur tilldmpade den 8vliga
metoden och praktiken av damnatio memoriae: "Riven ned det, riven
ned det 4nda till.grunden."159

Det fBrekommer mig ibland som om de romerska retorernas tal aldrig
blivit hgllnw, liksom inte heller de fingerade talen hos historie-
skrivarna, Vad som sades fran rostra var nggoﬁ;betydligt mera:
allminbegripligt, tror jag. Sedan har Cicero och andra suttit sig
ner och kngpa¢ ut talen pg en konstprosa som aldrig var talat ord
och som f3 skulle ha begripit. S2: var det latin vi far lHra oss
"d¥tt" redan i klassisk tids o o »

Om kontinuiteten i mdnmiskosliktets: / undermedvetna historia « «
Undermedvetet dvs. utanfr festtalarnas / krets har ett slags
sanning h11it / sig vid liv. + « . Antiken har aldrig upphbrt
leva ett hemligt / 1liv trots Winckelmann eller Thorvaldsen / Att
f8rneka: det klassiska arvet ¥r ung. som / nfir en patient sBker

borttringa / sitt f8rflutna--det dyker upp i de / drBmmar han ev.
160

berittar f8r en ev / psykoanalytiker « o
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Vad hjllper det en vilsen och trilsk gymmasist att han vet
nggoﬁ‘om frnmuftsdyrkan, utilism och den borgerliga revolutionens
idéer nHir han 14ser Kellgren eller fru Lenngren? Han kommer bara:
att se smusf8rnuft och torftig sensmoral. Ge honom i stfllet
tiden, dess umgHngeston, kl#dedrikt bland hBg och lgg, gatsmts
och od8rer, ekipager, musik, 4ven slagdingor, mgleri, Yven krog-
skyltar, kBnsmoralen, formen pgwglasen, dekoren pg tallrikarna,
matrecept, sotarpojkarnas rop, skeppen pg Strdmmen eller Hlven,

dagens on dits och bon mots, och ge honom det 8skgdligt. . o .161

Makt 8r surrogat. Ju ldngre tid som ggr, desto overkligare ter sig
de stora skgdespelarna medan mHnniskan bestgr. Vad finns det kvar
av Alexander, Inte hundradelen av den under sin levnad obskyre
Sokrates, Detsamma kommer med tidens hjdlp att bli fallet med
Napoleon och Hitler. Att inte tala om halvmesyrer som Mussolini,

Att "inte vara: mer 4n minniska", det Hr en stolt uppgift‘.1-63

Vilka gldselhlgar H4r inte de: flesta stora min i historien. Se pg
dags dato och sHg vad ni ideologiskt och s3 vitt m8jligt privat
tycker om dem som historien tHnker gbra stora. Nej, de goda, heder-
liga och gedigna har sHllan lyckats komma in i sHllskapet, det finns
slkert en uppsjib pg helt och hillet obskyra Bden av minskligt ge-
diget slag., S8ka ut exempal pg monstrulisa 1. dumma personer som
£9tt hallstdmpel av historien. o4

De bda Lilljebj8rnarnz, far och son, #r emellertid 1gngt mindre
romantiska Hn bade Geijer och Lagerl8f och tycks: mig just ddrf8r i
hBgre grad f8rtjina epitetet. klassiska., De Hr dessutom nggot ovan-
ligt i Sverige, nmligen m#nniskoskildrare, -Hlskare och ~kinnare.
Sveriges historia Y4r inte fBr dem fBrkroppsligad i "dess konungars"
eller mer eller mindre osannolika kavaljererg utan enkla bruks-
patroner, eller yrkesmilitirer och fHltjdgarna eller andra vanliga
mirniskors. . « . Svenska diktares skildringar av gammalt vardags-
liv har ett romantiseramnde drag som gbr det hela overkligt, fantas-
tiskt. GYsta Berl?gg var inte s8 genial och kungarna var inte s8

dominerande. « o o
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95. Det 4r egendomligt att iaktta folks, sHrskilt vetenskapsmins
frhdllande till interferensproblemet myt/saga—verklighet. Schlie-
mann var Bvertygad om att ha funnit Agamemnons m.fl. gravar. Blegen
f3r det inte att stimma med brandlagren i Troja. Victor Bérard 4r
Bvertygad om att Odysseus--en faktisk, historisk Odysseus alltsg--
kastades i land pgasiranden s. om Palaiokastritsa pg Kerkyra. Jag
vill minnas att det 4r han som t.o.m. exakt sBkt berikna en segel-
f8rsedd flottas drift fran Malta dit till 16 dagar. Han ser i
Odyssén en exakt compte-rendu, nggot av en loggbok eller journal.
Fbrhillandet Hr naturligtvis det att myt och empirisk verklighet
inggtt ett heligt Yktenskap i dikten. Odysseus Hr ett typ-Ude.
Samtidigt med att det mycket vil kan ha funnits en "historisk"
Odysseus har det funnits mangm. Semtidigt med att det kanske
funnits en Agememnon har det funnits ménga. Deras Hventyr och
grnirigar kan ha varit "historiska" men samtidigt dr de mBnstex
fBr #ventyr och glrningar av likartat slag. Att reducera diktemr
till en (av div. fabler 8vervuxen) faktiskt timad verklighet, det
Ur inte alls f8rst® mekaniken i det minskliga, allmidnmiinskliga
sjdlslivet. Dikt och saga talar ofta sanning, arkeologiskt pgtagn
lig och konstaterbar sanning. Men att reducera: dem till enbart
detta 4r en kortsynthet utan like, en ren skrivbordskonstruktion.
FBr denna dikt giller alla som varit i sjdn8d, alla: som supit sig
fast i hamnar, alla maktgalna och i sin maktgalenhetttvehggsnw.och
i sin tvehggsenhet arroganta, sjdlvhdvdande, listiga, understucket
laborerande med "det mBjligas (eller om8jligas) konst." Kan det
konstateras att den eller den verkligen levat Yr det intressant
men inte mer. Det 4r intressant att det efter Srhundraden och 8r-
tusenden av muntlig eller skriftlig f8rmedling 4mnu finns en kirna
av sanning, historiskt. Men det verkligt intressanta 4r att dessa
8den under s8 1gng tid engagerat s8 mgngabanonyma. Dikt H4r en hBgre
grad av sanning, en allminneligare: grad, inte mindre historisk
dirf8r att den 4r knuten till sa mgngaanamnlasa.vidarebefordrare;
utsmyckare: och ofta f8rvringare. . . «

Lika illa d8mer de som s19r bort alla "historiska" spekulationer
med att de homeriska  dikterna "bara" Hr myter, fria fantasier utan
rot i verkligheten.

Dikt Yr verklighet och saga: sammanparades + « o
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Férsts antiken, gteruppleva:den fordrar utom kopi8sa studier
en s& total omstdllning, en sSdan identifikation snarare Hn in-
levelse, att den #r f3 fBrunnad.

Antiken Mr helt ammorlunda. Och vad man miste 4r-att koppla

bort‘mer Hn 2000 Sr och se framtiden-~ljus eller mdrk kan gbra.
170

detsamma--ur deras synpunkt.

Det Hr visserligen sant att demna framtid blev "kristendomen"
och att kristendomen till stor del Hr en omformad antik. Men den
Hr ddrf8r inte nggon arvtagare av antiken annat 4n h8gst medel-
bart, i flera, ofta dunkla led. Och Und& fanns de flesta av de
idéer och religiBsa beteendem¥nster, som skulle bli kristendomens;
redan hos de gamle. Men annorlunda, aningsl8sa om demna framtid,
som, f.8., "om inte om hade varit", hade kunnat bli en helt annan.

Det 4r denna potentialitet hos antiken man mgsteekunna uppleva och

fﬂrstga det duger inte att se den i nggot slags bakg¢belysning,
hela tiden med en baktanke pg hur det sedan blev och vilka Bden
viiggtt igenom. Nej, man maste pg nggot mystiskt vis vara mitt

i demna f8rflutna tid fBr att fatta den och inte alls vid Thermo-
pyle eller med Sokrates, utan i ett vanligt hem med dess husaltare
och torftiga miblering, eller vid ett vanligt symposion, dHr man
inte alls presterade nggrardjupsinnighemer utan kanske n8jde sig

med attiska scholier av den typ som Athenaios: meddelat.

s8 epigoniserar Lundkvist, kanske intet anande--Picasso (i Agadir).
Men Picasso Hr en personifikatBr-normalisatlr av Medelhavsvirldens
myter. Hos Lundkvist stir si bara kvar vad han f8rmatt se i detta:
den f8rvridna attityden, grinet, grimasen och det exceptionella
tillfdllet. Dirf8rr4r han journalist. Hos Martinson diremot finns

mycket mer, en verklig traditionstillh8righet, om ocksS inte sa
mycket sammanhgllning. Men kanske bbrjan till ett hela jorden om-
fattande kulturmedvetande av samma slag som det en ggng omfattande
Medelhavet,

De #r tva typer fbr resenlren-luffaren* [*och sagobeﬁéttaren];
den refererande och den in- och medk#nnande; den som i grunden 4r

utanfr och den som H4r inom.171
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101, Det hHnder ibland dgnjag ligger och inte kan sova
pg singen med tassar av brons, under lampan som tiger
att jag hBr slavarna tassla och viska i nHrheten-
Tbland nHr jag vakhar till ur min s8mn eller dvala
8r det som om nggon just hade r8rt vid mig
som om nggon tafatt s8kt stryka mig Bver handen.

Jag 4r nHmligen Bvertygad om att en 8versittare--och sirskilt en
Yverslttare av frimmande lyrik--f8r att kunna: gbra ett tillfreds-
stillande arbete maste ha en string spind i samma ton som grund-
torien hos den diktare han tolkar. Saknas samklangen 4r varje fBr-
s¥k meningsl8st. Det Hr-i fBrsta hand den starka sympatien som
betingar allt omskapande och allt urval.174

102, Den som skrivit litteraturkritik vet: en god, givande artikel
kan man knappt skriva om den inte handlar om en bok som man sym-
patiserar med, som 4r god och givande just f8r en sjdlv. En dglig,
osympatisk, meningsl8s artikel skriver man knappast om nggon annan
bok 4n den som flrefaller en osympatisk och tom. Eller likgiltig,
meningsl8s. Nggon objektiv litteraturkritik finns inte, 8tminstone
inte f8r migy Jag 4r subjektiv: och maste f8rsvara min subjektivi-
tet.

103, Vad betridffar mitt antikstudium Hr det naturligtvis ocks8
besynnerligt, osystematiskt och tillmitt efter mina behov, inte
efter nggon vetenskaplig grund. « « P8 antiken, som nir oss bara
som skiirvor: och viskningar, gller det att ha antingen 1) en persorni-
lig syn, 2) en sxratig;&fiskféyn s8dan som de utomordentliga: ameri-

kanska arkeologerna, annars har man ingen.178

104. Det finns ocksg sidor av P, och antikensi: 8vrigt som 4r intressant-
are, men de fordrar en moralisk frisinthet, eller snarare ett psy-

kiatriskt-kliniskt intresse, som jag inte heller kan glra reda f8r.
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Att ta. sig auktoritet 8r inte min sak, nfir s& mycket:av vad vi
"vet" om antikens minniskotyp 4r rena hypoteser, som det tycks:
mig, ' 1

L4st om min ungdoms Hans: Alienmus, dock endast blHddrande. Som
Strbg sade: en pekoralsymfoni., Men den innehgller, trots det

sjuka, #ndd mikt. o o o Men nir det gﬁllei-Grekland, Rom etc, -

st8r han kvar p8 Winckelminns stSndpunkt. Och det Vatikansks

fikonlBvet sitter dfir prydligt. O

Religiositeten 4r alltss projektionen, blomman eller frukten,
vad som med en trgkig term kallas sublimeringen.

Under den och som f8ruts#tining finns myllan, vixtkraften,
drifter, beglret.

Den som f8rnekar det kbnsliga bestgr inte naturens prov a8 det
gller det inneboende gudomliga.

Han blir teolog, dogmatiker, fanatiker.

Den som Bverdriver det k¥nsliga har ocks8 han en sterilitet

inom sig.

"Det var fruktan som f8rst skapade gudar i vHrlden"--diktaren
smuddar hiir vid en oss vldlbekant religionshistorisk tanke-~men ym
Hr var och en i fHrd med att dikta sig gudar efter egna intressen,
gudar som han kan skylla pg eller ursikta sig med.190

Tyvirr har Petronius rékat i skymundan--det har skett pg grund av
en sakta men sHkert verkande propaganda. som satt honom pg index,
frénk4nt honom varje moralisk bevekelsegrund, pgdyvlat honom en

tom, ytlig och meningsl8s elegans som han inte har och gjort honom
till den pornograf som han enligt kulturhistoriska bed8mningsgrunder
inte &r.192
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Nordiska museet med allt sitt plotter av yverborna kuriosa Hr
en rest av den oscariska mjBdhornsf8rfalskningen. Bygg upp ett
k8k fran 1700-talet och 18t folk sltta: sig i det. GUr en salong
och inte av idel s#llsynta eller praktpjliser och f8rse den med en
ljudfond av sp8klikt, halvsl8tt kallprat. 184 dett troviirdiga
minnet fungera, som en illustration, en verkligt illuderande sadan.
18t besBkaren préva pg saltmaten och det halvhirskna, det sver-
tugeade brédet (tvd bak pr Sr). 27

I Raivola, i SBdergrans rum satt enkla: konstreproduktioner, himtade
ur billiga jul- eller veckotidningar uppklistrade p&: de bagnarde
tapeterna. Rven amnorstides har SBdergran visat en viss f8rklHrlek
fBr vad man skulle vilja kalla commonplaces i sin samtids bild-
vldrld, och Tizians tawla var pg sftt och vis en av dem om den ockss
inte var ett verk av tiden amnat 4n ur reproduktionssynpunkt. Det
4r ingen svaghet hos henne, ty hon anvinder alltid dessa ofta Bd-
mjuka, fBr mingden berHknade illustrationer till minskilighetens
eviga sBndags~ och paradisdrbm, till drbmmen om "den grinslBsa:
lyckan", £8r att kontrastera: dem mot andra bilder av torftigheten
i minniskans vardagsvillkor och det f8rtvivlade i hennes kamp.

"En bliare: himmel och en mur med rosor eller en palm och en 1jum-
mare vind" ur "Ingenting" 4r helt i stil med tidens sentimentala
dekorations- eller illustrationsideal, sddant det f8rekom i res-

taurangmatsalar och novellmagasin.196

Vi f8r inte glBmma att vad vi betraktar som litterdr konst bara
beror pg en Bverenskommelse som stindigt revideras. . . « Och den
som blrs av detta anonyma som somliga kallat livskidnsla och andra
personlighet--han m§ sedan vara fBrfattare eller 1lsare, tridgirds-
odlare eller fiskare-~honom Yr det obetaget att som japanerna se
skfn konst i en av havet skulpterad sten eller lyrik i en blomster-
katalogs offerter., Det 4r bara: smakfilistrarna som anser att konst

nbdvindigtvis maste varaxnggonting som 4r gjort efter de akademiska

197

spelreglernas « o o
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Det finns oerh8rt vackra saker som aldrig blivit presenterade med
ansprgk pg att vara konst, och som drf8r blivit betraktade mest
som kuriositeter t.ex. maskiner, som det f8r 30 8r sedan inte skulle
ha fallit nggon in att f8Brs8ka se.nggon skbnhet i. Ett ting blir
ett "konstverk" f8rst d3 det faller nigon in att mbta det, att ga
emot det med beglr att f8rstd det som sgdant, att uppbjuda en viss
lyrism f8r att se det skBna i det. HBgt kultiverade nationer sasom
kineser och japaner ha insett detta lgngt f8re oss. Den siste
kinesiske kejsaren hade en stor samling egendomligt formade natur-
f8rem8l, I Japan voro vackra kiselstenar hBigt betalda.

SkulptBren Brancusi 4r en av dem som mu f8r tiden f8rs8ker glra
dylik konst. Hans strivan 4r fullt berlittigad. Det vore i sjilva
verket fullkomligt berdttigat om ettt vackert snBklitt berg eller
en vacker havsstrand betalades med lika h8gt pris som en Michel-
angelo eller en Raflael eller vad de heta. F.8, borde de betalas
h8gre. (de fBrra). Norge kommer att bli ett ytterligt vHrdefullt
land med tiden. Litom oss vara tacksamma att leva i en tid a8 vi
4nnmu kunna njuta dylika skBnhetsvilrden s8 gott som gratis.198

S8 sade jag mig:

De enda diktare jag bryr mig om

4r de som bHr flrsiktigt

med nervlsa hinder

en sk8l full med blod

i vilken en droppe mj8lk har fallit
eller en skl full med mjdlk

i vilken en droppe blod har fallit . . .
Nu har jag sett, mu vill jag se

det fasta greppet om en briddfull skal
med kHllvatten,

Av den konst som vi vant oss att kalla romantisk tycker jag
mer och mer om det enkla, det som f8rlorat sin éclat och blivit
banalt, Det som kallas dalig smak har nagot ofndligt rBrande och

vackert i sig ddrf8r att det fBrlorat alla pretensioner pg att vara
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konst. Jag har trBttnat pg allt som presenteras som konstens
sista ords . . . Torvaldsens Kristus Hr rBrande vacker pg viiggen
i ett enkelt rum med emmastolar och symaskin. Firgtryck ur jul-

glidje. Jules Verne, Marryat, detektivromaner. . . .199

De d8da och deras upplevelser, allminmiinskliga, vardagliga 4r
vart minne, historiskt sett[.]

Vad bryr jag mig om 8rtal eller Sveriges kungars st¥vlar,

DHrf8r sBkerjjag mig till vad som skrivits i brev- och memoayrer-
dag-bbcker av "vanligt enkelt folk[@], till deras vardag och sin-

da.g 0 200

I dagliga livet ger ju allt associationer till allt, allt h#nger
samman. Det 4r inte bara toner som associera till toner, tankar
till tankar: da skulle Ju universum vara splittrat i ett otal
kategorier[J

Det 4r egendomligt detta principiella avstSndstagande till
blandad konst som numera: tycks: vara god smak. Jag kan medge att
praktiskt i de flesta fall, men ... praktiskt 4r dock all emotionell
upplevelse i livet betingad av denna r¥relsefrihet mellan konst-
arterna. En konsinfir vars sjil Yr stingd fbr nggon av dem maste
sannolikt ha nggon defekt som konstnir och den som endast kan en
sak blir obevekligt en Arnold Ljungdal. Men Hven om det av prak-
tiska skHl Ur konstarterna f8rbjudet att mBtas och sammansmilta
till en enda, praktiskt, sa gtr de det 4ndd pg scenen i vart

. 202
INree o o o

% andra sidan ger konkretionen maleriet perspektiv, musiken
programmatik, d.v.s. litterdr prigel. P2 det hela taget har all
konst en strivan att smilta samman med annan, att i en mBjligast
fyllig fBrening ge till resultat nggonting som ndrmar sig universal-
konsten.

Denna universalkonst som hlgrat sedan urminnes tider och kanske
ndtt sitt [sin] utopi--utanfr litteraturen--i operan, vill bli
en symfonisk simultanblanding av all sinnes- k#nslo och tanke-

314
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njutning. Den liknar med andra ord i fWrvillande grad livet
s3dant varje minniska Ynskar sig att det vore, livet frigjort
frgn vardagens grg och enahanda, livet i hela sin f8rbjudna
rikedom av k#nslor, drifter, m8jligheter, drYmmar, livet i fri-
het, fyllt av allt det som konvenansen och den steriliserade
minsklighet som ggm under namnet moral, stat, religion stingt
inne, f8rvisat till natten och tystnaden. Just i demna fantas-
tiska utopi: universalkonsten, higrar milet fBr konstens utveck-

ling: dess identifikation med live¢.204

Konst 4r nggonting helt och odelbart. Jag tror t. ex. att det
finns s& mgnga likgiltiga komposit8rer dHrfBr att de har en out-
vecklad smak i frggatom mdleri och litteratur. De 4r f8r speciali-
serade, de 4r fackidioter. Hur ofta syns det inte pg deras val av
romanstéxter (att inte tala om behandlingen) och vad skall man
s8ga om detta Scheusal till "allkonstverk'", den romantiska operan.
Detsamma giller milare som ofta har en barnslig om inte hatfylld
instdllning, till "litteratur", till vad de menar med litteratur.
Detsamma giller diktare som 4r 88 omusikaliska att de t. ex, 8ver=-
flyttar sonettformen till sprgk f8r: vilkas naturliga melodik den
inte alls passar. Eller som i rimklinkandet semfnggoﬂ;allena
saliggbrande. Det kan aldrig nggonsin bli frggaiom ett allkonst-
verk. Men det Ur i hl8gsta. grad frgga*om verk av allsidigt. kinnande
konstnlirer mottagna. av en'allsidigt ' bildad publik. Men 18t oss fbr
guds skull frén b8rjan slippa ett ord som "allkonstn#r'". Att vara
en allsidigt klnnande konstnir betyder inte att man skall kunna
komponera, kunna male £8r att kunna skriva. Ddremot: skall man
kunna allsidigt uttrycka sig inom sitt begransade medium.205

F8r det f8rsta har han funnit sig ftranldten att normalisera
Swedenborgs: "barbariska ortografi och interpunktion". Den ne
nu vars. barbarisk eller primitiv men i mitt tycke 4r det att
bertva originalet en del av dess tidstypiska charm, och utan
all jdmf8relse fr Yvrigt Ur det ett fBrfarande av samma slag
som ndr Vatikankonservatorerna, utan att fatta: den antika hud-

315
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behandling som vissa marmorskulpturer en ggng naste ha. haft,
tog och polerade upp sina gubbar och f8rmodligen nBtte av dem
206

nigra vdsentliga millimeter.

Redan i b8rjan av fyrtiotalet publicerade Gunnar Ekel8f frag-
ment av En M8lna-elegi. Men f8rst mu fBreligger diktverket, om
inte: fullbordat s8 Stminstone YverlHmmat at 14sarna. o » » Dirmed

ber8var det sig ockss nggoﬁ av det legendens skimmer som kommit

att omge det. « « o Men jag betvivlar att demna dikt rymmer den

stora upplevelse som fbrvﬁnta¢33211

"En M8lna-elegi” verkar som en stor dikt till uppligegning och
syfte, men brister i fullf8ljandet. Den griper efter magi, men
f8rlorar sig i lYsligheter, en 14ttvindighet som fUrskingrar i
stillet f8r f8rl8ser. Symboliken tittar fram glckande och f&r-
svinner igen. Sin fYrsteningsprocess, sin kHnsla: av levande d8d
orkar Ekel8f inte lyfta upp till sammanhingande syn. Det blir

nggot brustet, en poesi i ruiner. . . .212

De svarigheter Ekellf hade att fullborda En MBlna-Elegi kan
mycket vHl tHnkas: bero pg den form den stora dikten hade plan-
lagts i, och vilken nu upplevdes som oegentlig eller passerad.
Den rikt orkestrerade och mgngbottnade kompositionen fick trida
tillbaka f8r en det oslipades och enbart antyddas diktning. o o o

Det splittrade och kaotisks& .intryck MYlna-Elegin ger framsﬁgm
ur demna synpunkt som oundvikligt. Under de decennier dikten
vixte fram kom Ekel¥f att revidera sin konstsyn. I den publi-
cerade dikten bryter sig de tva kompositionsmetoder mot varandra,
med vilka diktaren brottades under den utdragna tillvHxtprocessen,
Elegin blir pg detta sHtt ett ovanligt talande vittnesbbrd om

frindringar i konstuppfattningen.219
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Part II

(Motto: from one of EkelBf's "influence" commentaries, 3 pgs., undated

and written in pen, capsule 'K,' 'Kommentarer,')

Hela pgverkningsforSMingen b8r ompr8vas; benigenheten fBr denna
kausalitetsmanil skruvas ner.

De litterfra: pgverkn:i.'ngarnas relativt mindre betydelse jHmfBrt
med armat i impulsvilg som livet har att bjuda.

Men jag tror att det 4r i den riktningen man maste sbka. nyckeln till
den form av poesi det hir Hr frgga om. Som uttrycksmedel f8r upp-
levelsen begagnar den inte bara ett personligt, av pg.verkningar och
egna formstrivanden bestimt sprg.k, den vill begagna poesin som hel-
het, som kanon. Detta representerar i sin tur ett upplivande av
f8rromantiska: ideal eller snarare av fBrromantisk praxis. Det var
romantiken som a tout prix ville vara sig sjdlv. Tidigare Bste man

233

mycket mer ur gemensamma k#llor.

men om du ser att solen lyser kHmmer du omedelbart gliddje och
njutning. Det Hr nog sant men om du tinker dig en nyskapad m¥nniska
s8 gammal att hon #r vid sina sinnens fulla bruk men fullstindigt
utan erfarenheter. Hon skulle sHkert inte kinna: ng-‘gon glddje Bver
att solen lyste flrsta gg.ngen hon sgg det [.] Varfr? DHrf8r att

det inte finmms n3got simnesintryck som ger dig en kinsla om du inte
fBrut har ng.gon erfarenhet av det. Om du ser ett ting som inte
liknar nigot amnat, som inte paminmer dig om nSgot du f8rut sett,
varken till form, fHrg lukt eller smak, vad skulle du kinna f8r

.
kiinslor niir du sgg det, Ingenting om inte mBjligen en kHnsla. av

fbrvgnihg ddrf8r att du ingenting klnde, ddrf8r att din emotionella
erfarenhet inte sade dig: "HHr har du det och det tinget, det Hr
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vackert, det 4r fult det Hr farligt[" etc. etc. Men om det dir
tinget stack dig eller brinde dilg skulle du sHkert aldrig se det

igen utan en kHnsla av fbrskrackelse.238

P8 professorer ter det sigrvil snarare s3: deras: associerande Hr
receptivt, inte produktivt (som f8rfattarna tror att deras Ur var-
vid minga har fel och nigra har ritt.) De (professorerna och de:

som skall bliidet) sitter och I#ser och sHger sig: 8h fan! det dir
k#nner jag igen frén den eller den franska-engelska-tyska f8re-bilden,

-eller: %k fan! dem d¥r har lHst om oidipuskomplexet: eller Yin och

Yang. Om de gick ut i livet i stdllet skulle pgverkningsproblemet
inte stdlla sig mirkvirdigare 4n att min styvfar Andersson gjorde
det svirt f8r mig eller att min moder Petersson och hennes Hlskare

242

Iundstrdm kom mig att slitas mellan principer.

Det 4r en total och beklaglig missuppfattning att endast littera-
tur, eller huvudsakligen litteratur, kan: paverka litteratur. Mam.
kan sHga att det Hr eniobeggwad missuppfattning. S. k. formstring-
het kan en poet om nggons$ans 14rea: sig i musiken och:varf8r inte: i.
arkitekturen, 2tminstone vissa: slag av arkitektur. Vad ham kan
18ra a@imSleriet #r fullkomligt oberfkneligh, f8r maleriet 4r sjdlvt.
en: skola i hur man uppfattar, ser livet: och flreteelser omkring;

sig, 248

Eliot: pgstgendet har upprepats: ideligen, oftast vl Yvertaget
fran andra: kritiker, som om man genom denna upprepning velat und-
vika att 1Hma: positiva BHevis, Nir alltsd: senare kritiker velat:
18mna st8d £8r och uppge kfillan f8r pastaendet har de bara kurmat
hiinvisa till det och det tidigare goda namnet. Ett rykte om ett

splke kan ockss fortleva genom hinvianing till trowvilrdig person.253

I "Firjesdng" har EkelBfs diktning fatt en analyserande, ofta
abstrakt, intellektualistisk hgllning. F8r stilen i dessa tanke-

dikter har han utan tvivel fgfx en impuls”frgn Eliots: senare poesi,
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som han under aren efter 1940 ockss Bversatt; pgpeka.ndet gjordess
redan av Erik Lindegren i hans initierade och skickligt deducerade
EkelBfessay i Tiden,> 24"

Fﬁrjesgng priglas helt av kampen hos: den "som vill em mening';

den Hr till stor del problembrottning, radikal sjdlvuppgBrelse,

pg en ggng sakligare: och: abstraktare 4n hans ft&regg.ende; man
kommer ovillkorligen att tinka: pg. den senare Eliot. Men problemen
4r helt Ekeldfs: egnsi o« .255

- Om man vid l¥sningen av t. ex. mig "kommer att tdnka p(a)." te ex.
Eliots diktion och hans dolda.eller Bppna citat, s Hr det’ genast
en: "pg,verkning!‘. I sjdlva verket Hr det 1#sarens association.

Fbr hade han sett efter grundligt, gjort sig mBdm att ta reda ps.
inneh81l och innebbrd, d2 hade han inte glirna: kunnat komma. att
tinka pg. Eliot--ammat 4n par contraste, som en antipod.

s9 ggar det i sl8hetens tecken. Det som infinner sig som en
association hos- 14saren: pgdyvla.s ofta f8rfattaren som en pgverk-
ning, medan- det i s;jétlva verket f8rhiller sig s att 14saren tackdr
ja till de jimfYrelser: som arten och graden-av hans bellsenhet in-
bjuder honom till, Attt hirav dra ng.fgon som helst slutsats Ye-
triffande Bverensstimmelserna: i’ hans och: min beldsenhet dr minst
sagt 1§.ttsirmigt.256

Din sista dikt i BIM.var utomordentligt fin., Hémsk men intressant
och som alltid komponerad med stor smak, Jag kom att tinka pg,
Baudelaife--den skald som jag sedan: linge har tyckt att du 4r
mest besliktad med--och erinrade mig hans speciella: estetiska
finess: att f8rprosliga poesin. Eliot har haft samma idé, nfme
ligen att den finaste poesin, den riktiga poesin, ska ha ett in-
slag av prosa, vilket v4l inte: betyder amnat #n att dem ska

gakna fraser. Redan: Te‘gne’sr--ﬂﬂrx att tala i recensionsstile~

. 2
rekommenderade ju att i poesin llgga in ett stycke "granit". el
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Det Ur dirmed nistan givét att EkelBfs mvarande mMstare maste
vara Eliot, den senare Eliot frdn och med "Ash-Wednesday". Nggot
i det psykologiska 18get hos de bada skalderna f8refaller likartat:
denxsﬁalvgenomskgdande regignationen, den kvalfulla trosbristen,
det envisa: sanningstrevandet som med‘utstuderad :lyrisk:teknik
f8rvandlar bikt till dikt. HAven tekniken, versen, och sjilva: ut-
trycksslttet hos Ekeldf pgminner ofta om Eliot: det sententilist
tillspetsade, det paradoxalt antitetiska, de halwt rituella om=-
tagningarna och suggestiva upprepningarna, nggot‘praglade av auto~
matism och samtidigt f8rrHdiskt nyanserade. (Inte ens: det grekiska
citatet fattas.) Mem det 4r 4ndd inte i f8rsta hand fraga om be-
roende, utan om en befrielse: Eliot;har hjdlpt honom med Pefrielsen,
och det Hr:en befrielse fran syften och gestaltningar som EkelBf
inte ki#nt helt som sina egna., Resultatet har blivit em stringt
destillerad, intellektuell lyrik som med sin saltsmak och sin
kristallkonsistens: kommer mycken annan dikt att te sig formell

1.2%9

och konventionel

DS och di under 30-talet 14ste jag vdl Eliot, det jag hade,
vilket slutade fBre Ash-Wednesday. Jag: liste det a2 i nostalgiska
stimningar, dels med tanke pg den gamla virld som as gick under,

dels, som sagt, av sympati f8r England under B-].i*l:’zen.26)1

Dikten vill mu vara. klar, torr, sanningssBkande, intellektuellt
analyserande; vill visa det falska och grova i vara vanliga
verklighetsomdmen., Det f8refaller vara T. S. Eliots analyslyrik
och intighetsklinsla som er8vrar Ekel8f, samtidigt som Uven yngre
lyriker B8rjar odla samma’stil} men Ekel8f sHger sig ha 1lHst Eliot
ﬁvrst i eﬂ‘terhand.263

EkelBfs: Yverslttningsarbete: har slkerligen utgjort ett av de
starkaste indiciérna i paverkningsfragan., Tolkningen av "East
Coker" publicerades i BIM bara.nggra ﬁgnader, innan:"Férjesgng"
utkom, och det har utan tvivel bidragit till att skapa f8rut- -
fattade Ssikter. Exempel pg_att Bversittningsarbetet verkligen
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tillskrivits en viss; betydelse i sammanhanget mBter:man hos: Bengt
Holmqvist i hans: EkelBfessf i Nya Argus: 1947. Hven Fehrman tycks
ha' samma uppfattning, ndr han i "Farjesgngs!' abstrakta, intelleke=
tuella: stil spg.rar ett inflytande "fran Eliots senare poesi, som
han (EkelSf) under aren efter 1940 ocksS Bversatt..." Kan man
visa, att de visentligaste dikterma i "Fﬁ.rje‘sgng" tillkommit,
imman EkelBf pg.bar,jade sitt arbete med "East Coker'", har saken

kommit i ett delvis. nytt 1lge.>!0

Jag liste under 8ren 38-40-41 en del Eliot, mer av sympati f8r hans
tillbakablickande ldggning och f8r England under Blitzen 4n aw
egentlig sjlilsfrindskap, fr hans teologiserande konservatism Hr
mig alldeles: frimmande, Jag liste dock ingem av Kvartetterna
f8rrin jag fick bestillningen att Bverslita East Coker som flugits:
nit i ng;gra ex., Bver spHrren med de legendariska. hemliga: mosquito-
planen (hette de sg., byggda av tri och famér). Espmarks; fram-
stdllning; av den: s.k. pgverlminghi’s:torien': i BIM okte 59 (har Ni
den, dem Yr viktig) Hr i stort sett riktig. Av Eliot var mig s
tillgingligt endast dikterna i den f¥rsta, mindre: "samlade'" upp-

lagam som ggr fram $i1l Sr? Inga ess.‘ier.272

Jag skall girna, mycket girna Sta: miig: Yverslttning: i den man dikten
4y Bversittlig., Eftersom jag inte sett dem Hr det ju i viss man
grisem i s#cken och jag har endast vanliga lexika. Men betr,
eventuella variorum readings kam jag ju kanske konferera med dig
ikorre ¢ o o | ’

Min diktsamling nalkas mu 4ntligen efter ett fruktansviirt jobb
sin fullbordan och visar sig sBnderfalla: i. tva: dels nggra och
trettio dikter, dels en ldngre Waste-Land-dikt som handlar om tiden,
identiteten och jakten efter det fB8rflutna. Den tinkte jag even=-
tuellt fBrsbka: £& utgiven separat, d% den spatiBst satt kunde bli
ett litet h#fte, bara en plaquette alltsS. o o .

Jag viintar med spimming- pg. El:i.ot!280
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Jag sinder diktsamlingen il Bvermorgon, skall endast gira en
kopia f8rst. Det blev en massa arbete, men nu Hr det gjort. Sg,
mgnga nya perspektiv 8ppnade sig under arbetets: gg,ng. Materialet
visade sig s8nderfalla i tva delar, dels ng;gra och' trettio dikter, dels
em l8ngre Waste-Land-dikt, som mBjligen skulle kunna utges separat
d8 den spaciist satt skulle fylla: ett litet hiifte., Dem senare Hr

dnmy inte: alldeles klaxre o .281

160, Jag m3ste emellertid f8rutskicka att demma dikt, liksom de tva
andra medsinda fragmenten, inggzr i en ny diktsamling, som jag arbe-
tade pg. gamtidigt med Félrjesg,ng ochi: som &dr mer en HalvfHrdig, 85
att: jag tror mig om att kunns: ha dem klar till varen, Dem kommer
att bestd aw en mycket 1ang dikt (omkr. 30 & 40 kvarto), "En M8lna-
Elegi", i wilkem jag, som Eliot: i "The Waste: Land" efiter flrra:
virldskriget, bl., a. sbker dra ett streck under de gangna Srens
levnadsstdmning och summer=z ihop. Dessutom innehdller den mycket

"annat av mera: personlig art, f8rdelat pg ett antal samh8rande aw-
snitt, ldsbara som dikter vart och ett fr sig. Utom elegin skulle
samlingen innehg.l‘laz.--och avslutas med--ett antal "Preludier", in-
ledningar till nggo.ﬁt- nytt, av: vilka "Samothrake" #r en. Det blir

till en del krigs~ eller snarare strid‘sdikter;282

Det Hr egentligen med Kaj jag brukat gbra min diktsamlingsav-
slut men jag visste inte om han kanske Hven denna sommar lgzg ute
i skﬁrggrden och: tog mig d¥rf8r friheten att skriva till Er i
dmnet pg* Samma: gg.ng jag skrew anggende "Horisont" « o « o

Med mina andra diktsamlingar har jag tidigare f8tt gbra pa
samma sitt att jag ldmnat upp en litem del a¥'dem vid en: pre=-
liminHr Bverenskommelse, Demna diktsamlings titel skulle f8rslags-
vis vara "En Molna-Elegi och 13 Preludier",
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Grupp: 1:
I-IV, (De drunimade), (Totentanz), (Idealisterna), Polyfem,
(Ormbunkarna), Oden 1-2, (Vem som helst), Krympllngar, Turi,
(Chopinpreludiet), (Sn8flingor).

Grupp IT (Bvergdng) a) Grisstrat, Fekate (ev. ), Mandikt,

(Lektyr?) b) En saga, (Perspektiv), (Rimbaud), Gandharamed,
" Vit 8rn, Stormen, Daphnis I-ITI, (Bal des: lits bls.),
(Lorrain), Amor o. Psyke, Sung

Grupp III: Melancholia, Vitt natt, (Namnl¥st), Ej mskr (?), I huvud-

L_taden (2),

Frid (?), Jord: (9), De ofBdda, MBlnaelegi (Han py terrassen)

r I, 17, I1I, 1V, Snbfllngor, Polyfem, De drunknade, De stupade, Iuri,
Krymplingar, Idealisterna, Oden, Vem som helst

163,

Men ej till mskr?283

1929-30 i. Paris h¥rde jag talas om Eliotmmen hade inte 1list honom.
D8 och 1931 i Stockholm koncipierades det mesta av vad som skulle
blii Sent pg Jorden- 1932, Hven SpJ 1962, 1931 1lHrde jag genom Clarté
k4nna Mesterton, som d8 (bl. a.) befann sig i em period av Eliot
studier. Han visade migfgtskilligt som vlckte min fBrvgning;mest
genom det virde han satte p8 det (ex. Eyes: that first I saw in
tears). Han yttrade sin h8ga entusiasm Bver ex. Prufrock och uppe-
h811 sig mycket och 1l8rt vid detaljer t. ex. a pair of ragged

claws etc. Det f8refBll mig vara ett underligt s#tt att lisa
poesi med mikroskop. I de diskussioner mellan honom och Karin
Boye betr. detaljer i The Waste: Land vid vilka jag rdkade vara
nirvarande (det var minge fler) kan jag sanningsenligt siga att
jag var en. f8rstr8dd Shbrare. Jag hade ju heller inte i bilden
att gﬁrao284

Nystar man upp de: tr8ddndar som finns torde man hamma. hos Oster=
ling som om min allra fBrsta bok skrev att jag hamnat bra‘lgngt

ime i "det Bde landet" eller liknande. Han 2 sin sida har f8r-
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modat pgverkanieftersom "Det Bde landet" nggra manader imman
komnit i 8versdttning pg Spektrum, i vilken tidskrift han visste
mig engagerad etc. Jag sgg Bversititningen fBrst vid ombrytningen
i vilken jag medverkade som lay-out-man., Hur skulle @g dessa fa
minader ngonting kunna firga av sig ps Sent ps Jorden. Jo, jag
klnde ju Mesterton och Karin Bvye och dikten fbrelgg ju sen linge
pg engelska. De tog inte det oskrivna bladet mig sa symmerligen
mycket till r2ds i sitt arbete. Jag var inte: sirdeles intresserad
av Eliot och jag fann deras diskuterande fram och Ster av minsta
uttrycksdetalj en smula preci8ist, Och: f8r Bvrigt! Rterigen samma
frgga: Vad finms av E i Sent pg jorden. MNulla! Inte ens en typo-

grafisk prick.285

Eliot lldrde jag kHnna f8rst genom Mesterton, tidigast 1930 eller
1931, och helt franskorienterad som jag d2 var sade han mig inte
mycket. Jag fick ingem kontakt. . . « 1932 pg varen 14ste jag
med intresse f8r detaljerna, knappast 4nnu f8r helheten, den Boye-
Mestertonska 8versfttningen av The Waste Land. OSent pg jorden var
a8 furdig, . . .20

Féretaget var till det yttre ganska respektabelt. och om de ut-
givna alstren kunde egentligen bara: sigas att man delade eller inte
delsde de meningar som framf¥rdes: iidem, men: det fick: sin. skumma
prdgel genom initiativtagarna, tva judar av tvivelaktig afflrs-
morale o o o '

Sgdan var han och sidan var den milj8 dir han--liksom av sysslo-
18sliet--tillbringade det mesta av sim tid., Jag var med mgnga ggng-
er da det resonerades Ryssland, libido, Corbusier etc. Det var
revolutionlira resonemang sdtillvida som de utgick fran att den
mest fullstdndiga traditionsl8shet var idealtillstandet och att en
sddan traditionslBshet var en tinkbar framtida verklighet. Mot
alla stimmingar eller firestdllningar som inte: kunde uppl8sas i
rent intellektuella bestSnddelar upptridde man hinfullt avfdrdande.
Alla livsyttringar uppfattades som funktioner, alla personliga'
karakteristika uttyddes: och f8rldnades en obscen, lajlig;eller
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lumpen innebBrd., Ingen har vH1 blivit s missbrukad som "fader
Freud".289 '

Memnx jag kan inte slge att jag nggonsin kom djupare in i hans virld
f8rrin jag sjilv b8rjade Bversitta. Det har ofta skett under trass-
liga och besvirliga f8rh8llanden och jag Hr inte alltid n8jd med
resultatet: salunda: tillkom den 1942 utgivna "Valda dikter" (i. sam-
arbetet med Ronald Bottrall) under pressen av en oerhbrd tidsndd
inf8r Eliot's snart vintade ankomst till Sverige pr "flygande
matta", och de Bversittningar med vilka jag bidragit niste nog

(med undantag f8r "East Coker") betraktas som nastverk, 220

Kmut har h8rt tvd f8redrag av Eliot och jag hrde baras det sista,
det om Shakespeare. S n8rde vii honom 1Hsa dikter och det ver
nggot som man aldrig h8rt f8rr. Det var melodiBst och rytmiskt
som musik. Burnt Norton 1lHste: han mediﬂvertygaﬁde kraft, som en
missa solemnis. . « » Han maste hBra: sinm dikter liksom en musiker

h8r sina tonskapet‘:lster.zg1

I dessa. sympatiserande stimningar satte jag i bbrjan av Promena-
der, som imeh&ller gterhlickande, sjdlvbiografiska: skisser, ett
citat ur Prufrock:s Jag kallade ocksS ett kSseri f8r "Vad Sskan
sade", Men vad flickorna sjing som jag d2 mBtte cyklande: var en
osedlig visa med ordet kmulla som rimord. Jag uppfattade i blinken
melodin och detta ord, Och detta 4r en polemik mot en Eliot som
st811ts och stillt sig sjilwv pS piedestal, inte nSgot 18n, Det-
samma gHller prosastycket Gerontion i Utflykter. Dir gdller pole-
miken: den svenska orkeslBsa instingdheten under kriget, med referens
till den eliotska impotensen, 83 som den hir det giiller vitala
funktioner kommit till uttryck i nHistan alla hans dikter.292

Hjulen snmurrar och snurrar,
Q o] .
dararna star och: hurrar

vid alla=s¢ationer,
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allt medan taget gor vidare
utan att f8ra till blidare zoner,

utan att gg nggon vart . . o

Prufrock fimnns: ddr i sin egendomliga, pensionerade anonymitet,

och han formulerar vad som delvis maste ha varit Eliotss egen
situation: han har h¥rt sj8jungfrur sjunga till varandra, men
tinker sig inte att de skall anropa honom, Faktum kvarstir att
han h¥rt dem, och redan det Hr ett slags anrop, inte gudvﬁndigtvis
95

till en erotiskt passiv, men till en erotiskt modl¥s.

"I grow old, I grow old / I shall wear the bottom of my trousers
rolled", sSdan défaitism kan jag aldrig gbra till min., Jag 4r
sangviniker och motstandsman 4ven mu (mot: det s. k. vd1lfHrdssam-
h#llet). Jag jag tror gsic], jag vet t. o. m. att havsjungfrurna
sjungit just fbr mig. ?

Han ['l‘rimalchio ti1lh8r v8r tid. Och s gbr 4ven de andra, fram-
f8r allt de tre personer som ot sjilva: handlingen i Satyricon om
hand: Encolpius, Ascyltos och Giton, ty deras, sHrskilt Encolpii,
8de tycks: vara Priapos' f8rbannelse, den erotiska oregelmissighet
och heml8shet: som var ett av efterkrigstidens karakteristikinoch
som spBkat i defflesta av 20- och 30-talens: bista: och allvarligaste
' 304

romaner, noveller och dikter.

Cumae var grekernas 41dsta koloni i Italien (?) och moderstad
till sjdlva Neapel. Den Cumanska sibyllan spelade linge samma
roll f8r den vdstligas latinska vérlden som oraklet i Delfi fi¥r
den Ystliga. Hos: folket fortlevde demna skrHckblandade vBrdnad
#nmu sedan oraklet under den f8rsta kejsartiden tystnat, ja, d4nnu
lgngt in under kristen tid, eftersom Sibyllan, liksom #ven Virgilius,
antogs hasprofeterat om Kristus och om yttersta:.domen och dirfbr
blev halvt kanoniserade fast hon h8rde hedendomen till. Den medel-

tida psalmen Dies: irae . o « vittnar om dettas
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. Och aw-de: fem Sibyllor- som Michelangelb mgiade i Sixtinska kapel-
let 8r det bara-en som har en djﬁptfpersonligt,upplevd fysdionomi, den
cumanska. De. andra Hr ganska ordinfira modeller., Men i den cuman-
ska sibyllan har M, portritterat en romersk Yttemoder av folket, en
gammal striv och bitsk megira. som hirskar Bver en hel'bakggrd full
av barn och barnbarn i kraft av sin dominerande r8st och svada alle-
stddes nirvarande i ekot mellan de lutande och ruckligaabakggrds-
viggarna, Vergilius skildrar henne just som rytande och stormande
i sin yrai och det 4r vHl efter den skildringen kan ggtt men Hven
efter en dominerande folktyp. Man har beggvat henne med en bok=-
det 4r de s. k. sibyllinska bYckerna, en senare kristen f8rfalskning.
Enl., V., ristade hon sina ord pg 18v och 18t dem fara: och det var

sedan den frggandes sak att sammanfoga dessa ord till en mening.316

(MBlna brygga. . Bortom vattnet Stdra Bergem utanf8r Fafting
Till ther;Djurégrdens lﬂﬁﬁaQSOr'ovanfﬁr dem: skymtar ett o annat torn
man‘hbr-sfadens kibockringning-
. Johan Dureen: sitter pg soffan under trHden en bit indt
land., Ham 8r:vil pgpaisad hatt, scarf flera ggnger om halsen, ulster,
h#nderna i fickorna, pampuscher. Han ser solen sjunka).
la durfe Durden
. Fufl8de 18f TUndell Nedldf
Nend-
Kinslofilosoferande _ Edun Duen
NMade

Identitetsproblemet redan pg bryggan Hr viktigt fir allt det
f8ljande. Vem Yr det som sitter dHr? Jag och: icke jag, eller jag
och: icke 18ngre jag? Vem Hr narren? Dem brokiga h8sten omkwing
med de olikfirgade 18ven. Vad 4r h¥sten och h8stl8ven? Minnes=
fragment, meningsfulla eller bara "s8dant som faller en: in", vilket
vid Gud 4r lika meningsfullt. Vad gBr detta spbke: aw ett ego som
sitter ddr? Du sHger att han skriver. I helvete, hur vore: det
mBjligt. Han 8r ett passivt upplevande medium som 18ter "det"

ske, alldeles som luften 18ter 18ven fladdra genom s:i.g.323
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Jag hittade i Shakespeares "The Tempest" f8ljande (mycket
bertmda, i antologier ofta citerade) visa, sjungen av Ariel,
f8r din sjuttonhundratalsserie, Om du toge firam din gamla
surrealism och fBrmHlde den med dins naturalistiskt-romantiska
1érosp3n tilY ettt underhavslandskap med vattenlointainer! och

nt 227

gubben fBrsvimmande i omgivninge

Det fimns parallellismer, 2 personer pg helt olika platser kan
gbra samma erfarenhet och dra likadana slutsatser, t. ex. uppfimna
samma gngmaskin,.fbr olikare varandra Hr inte: vi mHmmiskor 4n att
detta 4r mBjligt. Allt vad vi g8r dr ett slags f8rldngning av
vira simmen och av dem Yeror, till en god del, "sjdlen", vara Bden
och Yventyr and our achievements. Inte ens: tiden spelar gvgbrande
roll, jag menar s8 att likartade uppfinningar helst uppstgr ien

335

av Ymse parter delad livssituation.,

Litteraturen 4r pg visst sdtt en och odelbar. Det finns: nim-
ligen i vira dagar (liksom i tidigare skeden) vad jag skulle vilja
kalla en dikdens: frimlingslegion. Utf8ra. Medlemmarna kinner ofta
inte varandra, det Hr kanske tusen mil mellan dem och de: har aldrig
h8rt varandras namn eller 1l#st en rad av varann., Men minniskan 4r
inte mer avvikande frén typen, och mimniskans: villkor, moraliska,
sociala och konstn#rliga, 8r inte mer olika 4n att flera samtidigt
levande: kan ha kommit till liknande;, j=, nistan identiska eller
rentav identiska formuleringar. Vart kinsloliv ger i wvissa allmin-
minskliga: situationer samma utslag och vart tankeliv presterar
sammg;. 18sning. Detta Ur konstens parallellf&reteelsen.557

(Rukeyser / SjBberg, p. 257)

Nej, 184 mig kastas i havet

uwtan kanonkuley, utan fana

sakta fBrintas f8renas

Nej, f8rst brinnas till aska

att kastas i hawvet

DS 4r jag drunknad ocks? i luften



188,

189.

RBken har f8rt mig ut 8ver landen

Det lidttaste av mig vilar i stratosflren
Det medeltunga skall‘ligga som gHdsel

i var mans.tradggrd

medan det tyngsta skall sjunka till botten
och smilta samman till medelpunkten

och det subtila skall flyga som sporer

att tinda nytt liv. Enfin c'en est fait,
La Brinvilliers est en l'air

de sorte que nous la respirons!

Tack: vare: sin nyplatonska Sskidning beh8fver Swedenborg’ salunda -
fortfarande ej draga nigon distinkt grins: mellan andligt och
materiellt. Kroppen blir f8r honom endast omli8ljet £8r anden,
stoffet, som endast i tanken kan skiljassfrgn formen. Det Hr

i k»aft af demna grundtanke, som Swédenbong i sitt teologiska:
system i viss man kan spiritualisera allt kroppsligt och fBr-
kroppsliga allt a.ndlig’t.341

Ty sjilen 4r Kroppens mest subtila substans; det 4r dHrfBr vi med
skerhet veta, att den Ur odBdlig; ty den kan ej fBrstbras af de
grbvre: elementen, Den kam ej f8rrittna, gg under genom eld eller
luft eller pa nigot annat s¥tt. DA kroppen dér, frig8r den sig
frén dess viifnader ochssamlar sig, 4fven om nggra spridda delar
diraf g8 fBrlorade. +2

P8 oss senf8dda hvilar tyngden af alla de f8reg§ende generationer-

na§?a££allﬁfrgn det gudomliga, ej sésom nigon o6frgnkomlig arfsynd,
som predestinerar oss fiii helvetet, men sdsom en. neddrfd belast-
ning af onda bYjelser, Det Hr detta, som symboliseras diraf att
de aflidnas andar pgverka alla vara tankar och kHnslor. Gud sjiif
srjer f8r att jimvikten mellan 4nglarna: och de onda: andarna all=-
tid uppriitth8lles i vart inrve, s8 att det blir var egem vilja, som
filler utslaget. Vart syndafall blir dirf8r lika sj4lff8rvalladt
som den farsta*manniskans.345

329
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Vad jag 8nskar framhdlla #r endast, att man icke far lMgga alltfbr
stor vikt pg det yttre upptagandet av ideer frén olika h8ll. . . .
Man m3ste skilja mellan den: sj#ils- eller livsart, varur en dikt
framggtt, och de yttre pgsxbtar, som f8ranlett diktandet, eller de
firdigt pggzgffade tankeformer, i vilka diktarens erfarenhet tYmmer

Sigo e o o

Makrokosm-mikrokosm. Mitt nilrmaste korrelat dr Swedenborg som
ju betraktar Gud som "den stora minniskan" i vilken vi Hr partik~
lar, Men det vore lika oriktigt: att sge: att jag 13nat tanken som
att den originellt upptritt hos mig. Den har bBara fBrefallit omedel-
bart acceptagz; ddr jag trdffat pa den., Himr som i annat: +illhbr jag

traditionen,

Dock!
F8r18t en enkel man
som har varit i.det krig
ﬁ“mgnga,
krigen mot sig sjilv
o o o
Affairerna vid Valkiala
Austerlitz
dir jag stupade under en
armenisk: general
stod upp igen
vid Leipzig-
orthodox
m.m, mina: stupade sldktingar

lever i mig.

Genom den andliga. avkopplingen Befbrdras,bildSkgdandet, och det
kan ihﬁeaf&:vgna oss, om i bildskadandets spgr den. paradox fram-
trider  som Hr utmirkande f8r "déjé-vu-fenomenet": 8 ena sidan

vetskapen att det vi stSr infér icke av: 0gs: tidigare erfarits,
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& andra sidan det igenk#innande leendet inom oss, ja, viskningen:
det har du sett fBrut!>>)

Diktaren., Mig tyckes:att jag upplevat detta fBrr ...

Dottern, Mig Hven.

Diktaren., Kanske jag drdmt det?

Dottern. Eller diktat det, kanske?

Diktaren., Eller diktat det. '

Dottern. D& vet du vad dikt 4r.

Diktaren. D4 vet jag vad dr8m Hr.

Dottern; Mig tycks: att vi. statt ndgon anmanstans: och sagt. dessa
ord f8rr.

Diktaren. DS kan du snart r#kna ut vad verklighet Hr!

Dottern. Eller drim!

Diktaren. Eller dikt!>2?

Jag kommer fran det fjﬁrran landet. DHr hade: j=zg far och mor.
Det f8refaller mig; 88 18,ngesen. o oo

Det m3ste ha varit fBrsta gangen jag kom +ill jorden. Allting
fref8ll mig s% ytterligt frimmande, vHgarna ledde alltid fjHrran,
mina 8gon kunde inte flsta sig vid nggonting. Jag glbmde allt f8r
detta nya, det f8rflutna: fr det kommande, F8rst mu, i minnet, 4r
mig det f8rflutna som ett hem,

Jag minns: dunkelt andra.vlrldar, jag vet att de; 521' andra virldar

jag mimms, Men det Hr sH#llan och s oklarte o o o

Vi kunde ocksa s#ga: det Yr samma identifikation, som ligger under
de f8rvandlingar, som i sagorna plBtsligt kan triffa bade levande

och d¥da ting och som vi Sterfinner hos: romantikerna, dir de 18ter
sina blomster- och djurhammar falla Bver minniskorna eller twvirtom
13ta minskliga: varelser 1lYsgBra sig ur bundenheten i helt andra
357

existensformer.

331
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Tron pg. ett organiskt fBrsteg

ett mysterium mellan hud och dBdskalle
en skapelsens: springande puz_akt--.

vad den har gjort oss inskrinkta!

"Liw har mgnga metoder

frén stjlirnhimlens jdsning
till tjHrnens
och till den minskliga brygdens

Vad skall jag tro

armmat 4n att stenen ockss lever
s& som den har frindrats:

om ocksa dess dag Hr 12:1'13

ngt oss inte underkimmz livet

19t oss inte underskatta det

genom att. glra det +ill ett privilegium
360

enbart f8r oss,

Ho Co [Andersen] speglade sig sjdlv I tingen. « o « 4

Vart ting har symbolvlrde, eller snarare: vart ting 4r ockss en
en symbol, #ven vid behov  de enklaste. '

H. C. Andersen var en ypperlig skrotskulptér. Han kunde f% de:
enkla tingen att leva och tala: och han beh8vde inte. ens: svetsa
eller l¥d=, Stoppngﬁlm hade: vissa vyer genom sitt enda YBga., Vad
hon mest fruktade: och vad som gjorde henne mest irriterad, vad hon
rent av hotade omviirlden med som .en halvhysteriska, det var att
hon skulle: gga avi, Hon hade: ingen riktig sHkerhet, f8r pigans:
fingrar och inf8r de grova: tyger, kanske rentav l#derskoningar,
hon brukade: stickas: is Hon visste med sigatt hon var av dgléig;t
stal, billilg; allmén, Mnd® Hmnad en krivande, alltfibr kr#vande
uppgifits Allt detta: shger oss hos Andersen demna artefakt, och de
andre d8da. tingen eller "osjdliga" smdjuren siger oss: mycket de
ocksg,. N

Saken #r den att Andersens konst stir pga, en djup magisk grund.
Han Yr mmgiker som barnet eller vilden., Han trollar in liv i det

332
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enkla. féremilet, utan hj#lpmedel. Han behBver inte leda in elake
tricited: [si‘c]. Ven har sagt att konsten skall vara:.r8rlig. Det
dr konstniren som skall trolla in potentiell r8rlighet. Den som

byggde Parthenon var ackss en magiker. 362

Det rficker inte:med teorien att livet existerat av evighet,
men vi miste f8rutsitta att allt 4r liiv och att det inte finns:
ndgon "dBd" msteria. Dirmed faller hela den besviirliga fragan
om livets uppkomst bort. Jag tror alltss inte pg*~ en sadan skillnad
mellan organisk och oorganisk kemi att den ena av dem skulle.dga:
ng,got som den andra saknar. Eller vara en produkt av ngsgot en: 14nk
i en kedja som den andra helt och hillet star utanflr., Men jag
tror' inte heller att man sk&ll kurme: framst#lla liv i laboratorier-
na, dette av rent: tekniska skil., Vi finna det helt naturligt att
det oorganiska livet varit evigt men kunna inte tinka oss att det
organiska: skmlle vara det. o » .36}3

Titel: Ting och saker
trouvailles
ddr ting Hr obearb namtur

saker mskligt

Ting: 8r natur
fynd. pg:, stranden
formade: av vind och
vatten
Saker Hr minskliga
bl spgr av- den ordnande
eller nBtande handen

Dir satt hon, la Femme-Tronc, pg., en skranglig: piedestal med svarvad
fot, nlistan liknande en: hattstdllning hos en modist, fast solidare.
Hon log mot publiken och det var nggot verkligt glatt och till-
dragande i leendet. Det mirkvirdiga: och fingslande med henne
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tycktes faktiskt inte ligga i att hon var vanskapt utan i att hon
trots: allt var sa vilskapt., Hon var platinablond och det lilla
nitta ansiktet hade Blg.'-,'-‘f spelande Ygon och en mycket r8d mun,
Kréppen var k18dd i b1& trikS, djupt urringad kring halsen, Bris-
ten pgz, a«rm‘ﬁg:@ings)- och fortkomstledamBter tycktes; helt och hallet
f8rsonad genom en fullidndad formernas rundning, skuldrorna var
fasta. och vHlformade, den Bvriga kroppen framtrfidde under de: titt
Stsittande trikSernm med samma frdel, endast h8f‘tpartiet: hade
genom det stindiga sittandet blivit vH1l kraftigt utvecklat. Det
kom henne att likna ett pHron d4r hon satt, ett vackert franskt
piron, lika' sjlvklart och naturligt: armiBst och benlBst som ng:gon-
sin ett pdron kan vara. Hon var ett slags levande f&remgl, jas Jjust
ett fBremal--som man kan sitta~-stilla-1dgga pg en Byrg:, pgz ett bord
eller var man vill ha det. Ett levande fSremSl. 0

200, / Tragiskt meningsfullt nonsense / Caxroll / evighetens kartong

201.

202,

minniska: och mskan Bdet,

de minskliga schackpj#sernas samtal i underjordens.

byrgslg,da‘_-Schackpjaserna--

Projekt. Bok av grotesker: Sagan om Dlirers Melancholia. Fluga
f8r en dag. Alltifrdn melankoliskt underliga: prosadikter: +ill
rena Falstaffiader. Barock utbyggnad av Andersens sagoteknik,
personifiering; av om8jliga: ting, sagoton. Det hela: ligger i
tonen: det melankoliskt undrande betraktandet av vad som helst
och m8jligheten till en mHnsklig handling i det. Minsklig==o-=
minsklig., Komedin i tragedin i allt, Arbeta efter principen
Saigas om f8rsta bista ting som faller en in, (en filt, en kort-

lek) sHtta sig in i filtens-Kortlekens situation om den vore
. 366

(Rukeyser / SjBberg, p. 239)

S8 1Hser jag upp 18s och drar fran reglar.,
sa stiger jag f8rgdves ut ur speglar
in i speglar,

ser sjdlv i 4ndl8s spegelfBljd
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hur of8rinderligt och 1gngt

jag sneglar--

Un peu a [dansﬂ la manidre: de M. Eliot

Aven. tiden har sina tr&dggrdar
en entumsligenhet pg deer[malna
dusch, bokvrs, lite lycka:
och lite lycka:
och preventiv och smgningom [kanské]'.

nr inget annat hidlper hysterio O

Xngest och preventiv Those brown pills
Xngest och kolokvint

Den fBrestiller bland amnat en spinnhusflicka, 4nnu inte helt f8r-
dirvad, pg 1700-~talet och ma, med duemma eller Zammal faster och
tillbehr. Utropet "Ah c¢a! ma: chére" hirstammer fran en mindre,
impressionistisk scen av Bellman, f8rlagd till ett av Clas pg H8r-
nets smgrum, i vilket nggra adliga odggor tar en lantlig oskuld "ﬁg
ett bord",

Eliot var grsbarn med Katherine Mansfield, och eftersom jag just
14st henne kommer jag att tinka pg vilken egenartad och tidstypisk
fbrmgga bada har, Eliot 4Ynnu starkare, att ge oss mystiken i en
existens, hur alldaglig som helst, genom att mglw.tingen omkring,
tiden pg dagen, luften och ljuset. i rummet, genom att gBra minniskan
till en osynlig nHrvaroe « « o

Eliots storverk #r f8r mig den hemlighetsfullt levande bild han
givit av tjugutalet, viktorianismens d8dskamp, efterkrigstidens
gngest, moralnd och uppl8sning, det epokgrande samh#llsskredet.
Detta var en verklig initialupplevelse, och var egen tidsgnges$,
den md vara hur motiverad som helst, mSste: ses: som en f8ljdfbre-

teelse till det som inspirerade den. Man har gjort sitt bista att
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f6rst¥ra: detta stora diktpanorama--jag talar inte enbart om "Det

8de landet", utan lika: mycket om de mgnga dikterna fl8re och efter--
genom att dissekera det och sBka lokalisera alla dolda citat och
hinsyfitningar, av vilka en del mycket vil kan vara. omedvetna, St
minstone: i ingivelse8gonblicket. Man skall 1H#sa: det som en levnads-

stdmning, en livsfris. Det 4r alltid pusslet som 4r originellt. .
372

Summan av mitt légitime défense blﬁi som f8rut att mina dikter
inteeinnehgller, inte uttrycker detsamma' som hans: dikter uttrycker
och innehgller, och det har avseende sgvil pg arten av tidsupp-
levelse som arten av konstn&rlig"hgllning;och mglsattnfng, har
giltighet minskligt, religi¥ist eller om man s&. vill mystice, samt
373

i fraga om historiesyn och moralisk firg. . . »

Det finns: all anledning att r#kma med ett inflytande fran
Thoreau vad giller EkelBfs hBga uppskattning av det vilda och vald-
samma: i’ naturen och mdnniskan, ett inflytande som blir 4n troligare
med tanke pg det likartade i de tva f8rfattarnas uppfattning av

negatlva faktorer i samhéllsutveckllngen och s#ttet att undanrdja
378

Det Hr det fina och skygga, det sjdlvstindiga, det vilda-~inte det
rovgirigt vilda utan just det vildd element som kan glra en minniska
till sin egen unika minniska: och ingen annans, detta vilda som
Thoreau ansgg'fbrklara och f¥rtydliga vad vi vill och menar a8 vi.
helt obestimt talar om "det goda".379

Det finns. identifikationer, du déjé vu, "mig tyckes: att jag upplevt

dett&af&rrfq(DersPelet) eller Platons idéer eller Pythagorams sjdla-
vandringsfantasier, som inte: Hr "19n" d¥rfBr att det rbr sig om un~-

geflrr likvirdiga: (diktare, konstnirer, musiker, vanl, minniskor,

djur etc.). o o 0380
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Jag har £t mig tillsldnda; lic-uppsatser som i slutet haft
lgngaf. fBrteckningasr Bver 1list litteratur. Detta och Ster detta
har jag l#st f8r att komms underfund med E,

Inte en tredjedel i dessa. listor har varit mig bekant och inte
en fjlirdedel har jag ens 'i';gzgonlundm; 14st. En del har naturligtvis
varit standardverk: i vilka vederbBrande sBkt underritelse om den
tradition jag anses: tillh8ra: mystikernas; underavdelning de: kon-
fessionsiBsa och :i.n1:‘e11ek1;1.1e11a.381 '

Min tidiga bedBmning i uppsatsen Ekel8f och Eliot, En studie kring
"Firjesdng" . . . torde krdva: viss revidering; jag skulle i dag
vara mer bendgen att se: vissa med kinesisk och indisk mystik sam-
verkande impulser frén Eliottexter: som Ash-Wednesday och Burnt
Norton. Invindningar mot att tillskriva: East Coker avgBrande

betydelse kvarstir dock.5 82

Hade Rammefailk forskat pg egen hand i saken, hade hon kunnat
bevisa att Espmark hamnat i fel fil. Det finns nimligen ett 18ngt
brev frén Cunnar Ekel8f till Karl Vennberg frSn 1938 diir EkelSf p3
begran: aw Vennberg vlrderar en Eliot8vers#ttning demme gjort, Eke-
18f har inte f8r tillfHllet sina EliotbBcker: tillgingliga, fBrklarar
han, men--visar det sig=-det spelar inte s8 stor roll. Han kan
lg;-nga stycken utantill., Brevet finns: f8rtecknat bland otryckta:
k#llor i Vennbergslitteraturen. 583

Sadant och andra: fBrfllugna: citat och 14sfrukter drar ibland fBrbi.
mig. S!iliaan eller aldrig minns jag en dikt eller en mening: helt.
Det 4r kanske f8r att jag inte kunnat skriva under s9 mSngm dikter
helt. Vanligtvis 4Yr det Yara: ng,gra 18sryckta ord som jag kommer
1hg.gt och som i sin 18sryckthet tycks:s mig ha: en mystisk tonfirg,
klang: och mening, Ett slags tung och meningsl¥s: mening; gallret,
gallret, gallret. Orden som f&réggm radernas: sTutfall har jag re-
konstruerat i minnet som ett slags: tidsf8rdriwv, jag kunde inte
minnas: dem sjHlvfallet, och de tycks: miig ocksa mera Iikgiltiga.
Det Hr sjHlva: klangen i detta slutfall, inte ordet i och fBr sig,
som Hr meningsfull och som ger den: minskliga situationen. . . .384‘
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Jag undrar ockss om du skulle ha lust att g.rta;ga dig att YBversitta
Eliots sista dikt, Little Giddings, som jag £9tt av férfattaren.
Jag vintar med att skicka den tills jag fSr h¥ra om du anser att
du kan Staga digdet. Eliot sj#lv skulle bli mycket: glad om du

gjorde det, det har han skrivit.388

ven jag fiick Little Gidding frén Eliot, drog igenom den och tyckte
att den kmappast var i samma: klass som East Coker och de andra.
Mitt intryck var emellertid flyktigt. Jag skall f8rsbka. tringa
l8ngre in i den och ge dig svar eftem Pgsk, a8 v41 ocksf lite mams:
torde vara att vinta. Den 4r nog i alla: fall lHttare att tolka dn

The Dry Salvages som var i det ndrmaste omBjlig. 389

Samma dag som E. anlinde for jag med nattgget till Lappland igen
och hann inte triffa honom [anna;t 4n 5 minmuter: Ingrid Ekelbﬂ‘].
Till saama dag lyckades f8rlaget ocksgz,'presssa fram det f8rsta:
exemplaret av boken f8r att l#mma honom i hand. vid ett inledande
cocktailparty hos Bottrall, resten naste jag av Bveranstringning:

391

. m O
me m, fara: ifran.

Emellertid var jag inne pg middag med Eliot, som jag "hade till
bordet", d.ve.s. det var en herrmiddag och han hade vHrdinnan till
bordet och jag honom, en stillsam, amsprgkslbs; och f8rtjusande

man som pratade Princeton, Oppenheimers, sina gamla systrar, engelsk
landsbygd etc. med Ulla Bonnier ungeflr som om virlden vore s3 ‘
liten (och stom) som den just preciss Hm, samt om "Practical Cats"
med migs 395

Men: jag skulle tro att Eliot 4ven annars, i en sannolikt inte: orik-

tig kinsla av ol8sligheten i det problem Vdsterlandet sedan hundra-
femtio ar bemBdat sig att 18se pg. dem ofta illusoriska frihetens:
och frivillighetens vig, helt enkelt vigrar flrhandlx pg.a basis av
de f8rutsittningar liberalismen gjort till noim, ddrfbr att han

anser dem vara.postulat i diskussionen, inte fBrutsitiningar f8r
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den, D3 stdller han sig hellre under trons auktoritet. Han tror

nimligen: inte p& framStskridandet. Och jag undrar om det inte

skulle vara nyttigt f8r lite: var av oss att syna var egen 54

kallade radikalism i sbmmarna. . . . Under sadans f8rhSllanden

4r jag beredd att betrakta Hven Eliots kyrksamhet som en smak-

sak, ett fenomen snarare: 4n nggontingz' minskligt graverande., o « .«
Ser man Eliot. som en lite mindre modernistisk poet och en lite

mera: radikal konservativ bortfaller ju #ndd ng»got av den besvHrande

dubbelheten i var syn pg. man och verk., En viss migr8nartad sur-

het ggr ; Bver, 396

Nir jmg vid nfirmare skirskSdande feck veta att det gHllde Jesus
uppenbarande sig vid Emmaus. f8r I8rjungarna (ett: trol. falskt
passus till st8d £8r uppstSndelsen i kBttet), strbk jmg det. Den
enbente, enBgde eller blinde krymplingenm som gir omkring i Dublin,
utssttande med j¥mna: mellanrum: "For God, king & country" Hr mig;
ondligt mkt mer sympatisk Hn: "I'm a royalist, an anglo-catholic
& a conservative" Har myckem falskhet! Man frg.gar sig det,

Dirmed Hr inte sagt att jag inte teknisgkt pg.verkad;s eller under-
visat mig sjilv via Eliot. Men hela hans typ, fran Sst Louis via
Boston till London Hr mig djupt frg,ns;wtande, liksom trol. jag har
varit honom d:o. Jag i positiv fl#dermlrgskula, ham negativ,

Jag skall Sver.l‘gva denna kuf och hans kufsillskap av prelater o.
397

dg;l. professorer,

Kanske hade T, S, Eliot flera.sidor 4n vad som syntes, men: tve
av hans: naturer var pg;ta‘gliga: poeten. och lagkarlen. Med "lag-
karlen" menar jag d8: dem som dBmer efter vissa spelregler, den
som k#nt behovet att. stiilla upp en kodex f8r att kunna. IHgga ett
ragter awv ritta linjer Bver vlrldenss och livets: kroklinjer och irr-
ganger. Jag tror inte det var av lagiskhet han ville ha det s3,
jeg twor snarare: det var av skygghet, vekhet, en skrick infbr

livet, som kunde te: sig som livsfientlighezt.400
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222,

Ni krymplingar som kriliar efter mantelf8llen:
"En: smula, en smula, o herre, av din kraft",
s3. tigger ni, och far ni inte stjil ni,

tar nHr han vinder ryggen at er, krymplingar!

Av de tva anser jag mig vara den originellare: [I marginalen:
Vem originellast £8r andra avgﬂra] Medan Eliot gick till bbn-
boken skapade jag genom personlig tydning av en urald.rlg, kr. 0.
f8rkristen myt en okonfessionell "religils" 1i.vsha11n1ng. Det Hr
med fBrbehSll jag hir anviinder ordet religills ddrf8r att det fir
tanken till kyrka, samfund, l¥ra och jag Hr mot detta. Men utan
tvekan 4r min dikt--religi8s, och kanske Hr den ocks f8rkunnelse--
men till frihet.

Men medan E, utgdr frén en tillbakablickande kulturpessimism
[konvent:uonalltet i llvsa.ttltyden. EkelUf] som kan nHrma: sig
defaltlsm, aldrig har Bverglvrb en utprglad konservatism och
slutligen "tagit till bBnboken" dvs., vint sig till en kristendom
sonr: huvudsakligen 8r teologiskt fHrgad och intresserad, har E2
bbrjat med. en reduktion av alla. viirden fir att komma 8t sprg;kefts,
och tanke-k¥nslans. poetiska konstanter och med dem bygge: upp en i
flera: avseenden: personligt lyrisk vHrld, Han har visserligen ex-
perimenterat mycket och framfdr allt--om aw nﬁdtvgng (tvgnget att
skrive: f8r pengar) eller likgiltiighet fBr sin vHrdigheti ¢ o o== -
inte dragit sig f8r att publicera mycket efemdrt eller haivgg,ngezt
som borde £att fbrbli i skrivbordsl8dan. Ham har genomgStt kriser,
niistan att f8rlika vid fBrnedringsperioder, under vilka han visat
dragning f8rfallit till en sentimental nordisk romanticism eller

en art av brusten och sjilvBmkande: profetism. Men han har ockss
med utggngspunkt i en vision av livets villkor och med en post-
kristen och filrkristen myt: som vehikel skapat en egen konfiessions-
18s mystik och i liknelser eller tankedikt sBkt uttrycka det sinn-
ligas f8rhdllande till vad vi kallar det Bversinnliga Och om han
ocksa dirvid sbkt st8d och jdmf8relsepunkter i tidigare: orientalisk
och f8rkristen eller halvkristen mystik har han fumnit personliga
uttryck f8r sin syn pg. livet, ett mal fbr livet, och pgz, tankeum
glinget med dtSden.lw2
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I ji4mfBrelse med vad som kan 1lHggas s3dama kandidater till last
tycker jag att Ezra Pounds: skuld viger 14tt. En politisk idiot,
en skrod8r och hyperindividualist, och jag v%gaar' f8resl® hans
namn till nfsts: 8r. Bam hav varit: en impulsgivare, Hwem i 'ide-
alisk! mening, och kommer s#kert f8r f8ljande generationer att
gilla mer 4n de tva andra.

Beroendet av E ett slags legend. Om Rimbaud hade: levat och
£9tt Nobelpriset hade jmg varit framf8r allt beroende av honom.
N étr.- jag det faktiskt i en del dikter fran Dedikation till [Soz:gen
och stjdrnan--sedan stopp och annor:ledes] o==Av E har jag aldrig
varit influerad. Vem tdnker pg.%. att anse miig beroende (influerad)
av. SBdergran? Ingen, dirf8r att SBdergran Ur ingen, 88 gott som,

pa den 111a:r-1c1'18.'den.41 5

Den: oerh8rda inskr8nkthetém hos litteraturhistoriker o.a. som
stirrar sig blinda pg tidens: berbmdheter och inte vg,gar fBrutsitta.
mBjligheten aw, eller ens 1lism silg innantill till, mattet aw
originalitet hos individer av mindre: Sprg.klig spridning; resp., be-
rBmdhet eller bekanthet. Deras metod Hr bokstavligen, efter be-
r8mdhetsmitt berdknat, att 18 ihj4l flugor med hammare., Men det
kan raka vara en ovanlig; fluga. Vad hammaren betriffar kan den
vars omedveten om att den anvinds till detta #ndamSl. Om en s@dan
hammare kunde tHnka, dvs. fBrstéd ved det ver frags: om, frstod
s.prgket t.ex., kanske demr slog én bysnickare av den bermda typen
pgn tummen. Och den fula flugan flbg.414

Vad jag avskyr de stora sprg:kens eller de stora maktsfirernas iso-

lationism! En hyggligt uppfostrad svensk, dansk etc;, holldndaren.
eller grek kan hjHlpligt 3'?\a 5 sprg;k. En anglosaxare eller frans-

man uppfdds: i. tron att hams1kultu:nsf5;r och sprg.k 4 s8 gott som det.
415

enda och rg,dbrgkar resten.
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0 vilka: stora. andar ha inte
svivat him Bver detta
platta Tyskland (Ekelund)

Ja, och vilka: folkligt f8rnima andar
Bver détta okHdnda Sverige

att inte tala om Finland fjYrran under

st jdrnorna

Det talas, som om det: funnes monopol,

om enbart Shakespeare, Racine
Goethe
Giv 8t7Sta1 en penning
Vilka har inte: bem8dat sig om minsk/ligheten
i. Portugal, pg Salernohailvin
i Furstend8met Nichts: zu machen
eller i Grefskapet halfpenny worse
Jag kan, efter dryg erfarenhet, inte
annat 4n slga
Till dessa landsflyktiga. h¥r jag

Till landsflykten bek#nner jag mig . . .416

Att "dikt skall (skulle) gras av alla, inte av en" (Breton) 4r
en 18jlighet. Mén att "kulchure", hur den 4r, glrs a¥ alla i all-
sidig pgverkan 4r ofbBrnekligt. Det tror:jag'&rien sats som inte
ens geniet Leonardo skulle ha: fBrnekat.

Kulturen, litterfr, musikalisk, malerisk eller vad du vill, tek-
nisk, grs inte: av "genier" men av alla i interferens. Jag kanm
finna ett styrkande ord hos en mig likgiltiige Jag kan finna: en
chockerande 1angtrak1ghet eller bortkommenhet hos nagpn tlll vilken
jag 4r frﬁnde.419
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