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This thesis proposeé to examine tﬁe‘reiationship between

3

;" poetic technique and, aesthetic principles in the=poetry of

Robert Creeley. In addition, Creeley's later. poetry, more sﬁe-

3

‘cifically, Pieces, A Day Book”‘Away, Hello, and Later,'yill be'

e—

analysed 1n terms of hlS thematic concern, which is -the 1ntegra-

tion of.subject1V1ty and ob3ect1v1ty in a unified VlSlon. In

this respect, Creeley's theory of composition will’be evaluated

PR

"in terms of the open-form poetics that he derived from Ezra

Pound, the Imagists, the Objectivists, William Carlos Wil;iﬁms,

and Chayles’OIson. These influences will-be examined in.ordeﬂ

1 ¢ O
to assess possible similarities and differences between modern-

ist and postmodernist. poetic. theories. The contention of this
. ] N . .
thesis is that Robert Creeley, as both theorist and practition-

§

er, expresses most clearly in both his. poetlcs and- later verse -

the open- form aesthetics of postmodernlsm.

Jimn
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o Cette these se propose d'étudier le lien entre la fech-

nique poétique et ‘les pr1nc1pes esthethues de la poésie de

Robqrt'Creeley. De plus, certaines des dernléres poétiques de

Creeley, plds précisément, Pieces, A Day ﬁook, Away, Hello, et

Later seront analysées en fonction de la préoccupation théma-
. - - > - - - - - - N
tique de 1'auteur, quil réunit objectivité et subjectivité. A

P K

cette égard, la théorie de composition de Creeley sera analysée
en fonction de l'art de la versification libre. Il a créé sa

théorie en s'inspirant d'Ezra Pound, des imagistes, des objecti-

vistes, de William Carlos Williams et de Charles Olson. Ces

o - -

.

influences seront €étudiées afin d'établir les ressemblances

possibles entre les théories de la, poésie moderne et postmoderné.

Cette thése soutient que Robert Creeley, en tant que théoricien

1t -

et pogte, exprime clairement, au moyen de sa théorie et de ses

dernieéres oeuvres, l'esthétique de la versification 1libre du

4 3

postmodernisme. ' .

-
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|This study 1s the result of my interest in postmodern

poetics; more specifically, it came to be written as a response

to tﬂé concerns of Robert Creeley as they wire manlfested to me
through the readang of his varlous.collectlo s of poetry as well
as his statements on poetics. I hold Creeléy S a?sthetlcs and
theory of coyposition to be a significant consqglidation of the

-

?volution of twentieth century verée from\the poetry of the early
modernists (the Im@gists and the Objectlvi;ts) to' that 6f the
later proponents of projective and opeén-verse} most commonly ﬁhown
as postmodernism. » This thesis is the first such study to estab--
lish both an historical link to literary movements and to demon-
strate Ro?ert Creeley's phematic concern thoughout the body of

é
his poetry to arrive at aN'stance'" that unifies form and content

-

in’' poetry.

It is not my purpose in this thesis te—deal in exhaustive
detail with the history of the modernist movement; such studies
have] already been written. Rather, it is my intent to highlight
certain signifipént aspects of various literary move?ents and in-
fluences—Imagism, Objectivism, William Carlos Williams, Chargles
Olgon——and demonstrate their ianhe;ces upon and connegtioﬁ to
éreeley's own work. Even though I will deal with a]arg{bo&rbf
Creeley's poetry, I have chosen to concern myself with the poems
in each collection th-at represent his thematic concerns with the o‘bjec-
tives outlined in this thesis. Consequently, it 1s not my in-

tention to justify the inclusion of every single poem—with}n a

2
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specific collectlon, but rather to(

N
N
\
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111ustrate Creeley's poetlcs

/
e poems bhat clearly embody .

@y

in actlon through a reading of tho

= e

his concerns. ) o p

1

Since the concern'of tJis thesis is with the question of

subjectivity and objectivity in poetry, 1 have been obliged to

! . - . y ’ hd ' 6
use certain terms interchangeably. " What is referred to as the
| . ' -
subjective may also be defined as the personal and emotional |

point-of-view that ghe poet brings to his work (his "Self").
Alternately, the objective refers to the world of objects .out-
side of this "Self". Therefore, terms like the "Self" and the
“"world" will be used to ‘demonstrate+ the disparity between theép
seemingly different means of perception. HoweQer, the purpose .

of "this thesis is also to demonstrate the way in which Creeley

integrates these different points-of-view into a unified percep—\

tion. s S %\@

l ;
/ I . have éorrowed two expressions that occur throughofit |

»

this thesis that may serve to‘clar}fy the: sometimes abstract R

terms that one must hecessarily .utilize in a studxfff this type.

coined by Heidegger's translator, Ralph Mannheim?:and is trans-

lated by him as "existents' or ''things that a e."zﬂThis term will
theq'be used interchangeably with what I refer to as the objects
of the world, or alternately the "world' as differentiated from -

fhe "Self". The other expressfbn, "Dasein," is defined by ’

7

ii ,

by

These expressions——";%sents" and "Dasein"— occur n ‘the philo-
'\sophical writings of Martin Heidegger in his An Introduction to {__‘\
" ; A .
Metaphysics.1 The word~”essent§” is an expressiongxhat was - ¢ ¢



which is a poéfﬁc embelli@&r@nt of

th more literal translatlon "existence'.

£

The use of the term '"Dasein" s especially appropriate
study of Creeley's poetry and poetics because of Creeley's
[N ., /7

¢ - ~

unity in\his verse. Manheim's translation of '"'Dasein' as '"being-

- e
s

there" is \most appropriate since Cfeeley'é poetry depicts the

¥

. - - - - ’ . ﬂ
process of arriving at such a stance. Thus "Dasein," ai it a1s

\

used in this thesis, relates in a fundamental way to the moment
L4 .

of encounter between the poet's "Self'" and the "essents'" or ob-

2 A
v

jects of .the world that r@éults in illumingtion, or what Cieeley—g

N

refers to as "revelation and discovery."

~The use of ;sush terms, however, does not confine Creeley

to a "school" of philosophy, nor does this suggest that the

readings of Creeley's‘poems ill be conducted from a phenomen-
oiogical bias. While such a_st dy might be appropriate in the

‘case of a poet like Wallace Stevens).it is not my intention to

iii |

y
WA
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to ‘th&?‘;’gthin\gs (or-"'essents'") themselyes.his served as the; major .
N 9 ! - i . N

concern of the early Imagqg;g and 'is equally ap;a}ent?in the“-;

poetics of Williams, Olson, and the“project;vists. In a recent
/;ntenwlew Creeley d1scu55ﬁd this general connection to Heidng#

ger's me#aphy51cs .and to the broader 1deas of Heraclitus, Herod-

5

otus, " Olson, Keats, Lawrence, and others. The eclectic,range,

N .
ot Creeley's interests is ‘reflected in this intervie%\and in
others as well as in the poéx;p% his writings; hence, ?:&is im-
portant to note that his relation to Heidegger is, at b '
superficial, and that to cogfineFCreeley's poetics to a.system
of thought is tonignore the variety of influenéés that has bear-

. ' @

5

ing on his art.

I am indebted to those critics and scholars whose studies

o e

.of Robert Creeley's .poetry and peetics have made my work possi-

ble; my inde&t@@ness to them will be duiy noted in the body of
the text. I am deeply grateful for the adviée and encouragement.
I have received from my advisor, Professor Ronald Reichertz,
whqse insight, criticism, and friendship made my work p0551b1e;

Y

Professors William Wees and Peter Ohlin of McGill University both

1

offered encouragement and advice throughout my research, and I

thank them for their\understanding and humanity. I would also
like to acknowledge my indebtedness to Steve Luxton and Keith .
Hende;san of Vaﬁier College whose stimulating discussions helped
consolidate many of my own ideas on modern poetry.

During my research I have received important financigl

3

assistance in the form of redearch grants from the Friends of
. @ hd
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McGill and the McConnell Memorial Fellgwship Foundation. In

. £ .
addition, a Social Sciences and Humanities Council of Canada Doctoral

Y

"Fellowshjp enabled me to travel to various- libraries to complete .
my research; I am grateful to these organizations. To Robert

-Créeley I offer special thanks for his generosity in.submitting

. .
L. ° I

to interviews—his graciousness and inspiratdon through bot

l

personal contact and his poetry have toeuched my life. To Carl

h T '§nyder; many thanks and love are offered for his help in the in-

terview with Robert Creeley, the work on Atrdpos, and the years

v

* *: of friendship and intelligent communion. ' Finally, I am most

indebted to my wife, Suzanne, whose love, understanding, encour-

- agement, and inspifation made this undertaking Egz;hwhitéfxf”/
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These terms w111/be defined within the context of my ar-
‘gument in the chapters that follow.
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"This thesis proposes to examine the relationship be-

e e

tween poetic technique and aesthetlc pr1nc1p1es in- the poetry of~w

e

Robert Creeley. In this respect Creeleyls theory of comp051t10n

will ‘be evaluated in terms of the open-form poei;cs that he de-

Lo
« e

rived from Ezra Pound .the ObJect1v1sts, W1111am Car105 W1111ams,

Vi

a;h Charles Olson. These 1nf1uences will be examlned in order

LS

to assess the similarities and dlfferences between modeﬁnlst and

postmodernist poefic theories. In adéition, Creeleyi&ﬁﬁﬁétry

<

will be analysed.in ferms of his thematic concern, which is the

%

antegratlon of the subJectlve and obJectlve stances as they mergﬁb;

[y S g

3.
into a un1f1ed vision. Since“the contentl/; of this thesis™is

3

_that Creeley s poetics is essentlally concerned&g&}h this ques-

tion, only poems that 111u§5rat this pkrglcular vision will be

i

the objecxs qf“this study. ' ) . ..

A useful distinction between modérnism and postmodernism

As made by t§é~critic, Robert Kern, who wrote:

i
¢
~

In 1ts most typical formulation, for example,
modernlst poetics stresses the way in which the

) poem is a closed, self-sufficient object whose o -

unity depends on the formal relationships of its —
parts. . . : .

1 ¢ . .
‘ b
g

while postmodern writing:

-

. . .
Ld

openness to the world and to experience which
culminates in the id&al of the text not as a
utopian structure immune to the eontradictions
-,0f immediate experience but as continuous with,
or an extensiom of such experience,<the here and

now of ordinary reality.l S

seeks a greater openness ‘for the poem, an _-

4 X P
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Thus defined, modernism would seem more concerned with the form-
ulation of an aesthetic concerning the components of a poem (theq
form), or.what may be termed the techni¢al criterion. This con-
gern'with>EE§HEI?2T~tfi{;rion was evidént in the "friqciples of
Imagism," as well as i#n the writings of T. E. Hulme. Also,
Ezra Pound, in his eafly‘writings,'equated the technical speci-
fication of poetry with objectivity which became known as the
Imagist "'movement' and,tconseqpently, the first example of actual
modernistlpoetry,

Du;ing this Imagist period, the modernist poem came to-
operate on the principles that poetry should present rathe; than
comment upon its subject mattef; This position will be referred

to as the objective stance within the context of the first chap-

ter of this thesis. Ezra Pound opposed this objectivity to a

subjectivity that worked through the process of internalization
and ®onseguent distortion whereby the mind acted upon instead of

coexisted with the subject matter of the poem.}
- o

On the other hand, ?ostmodern aesthetics, especially 'the

v

&ﬁenfform poetics advocated by Olson and Creeley, stressed the

4

importance. of .the psychic state of the poet figuring in direct

il -~

relation to his technique. Creelley termed°this particular rela-

tionship as the form (the technique or the objective approach to

" the ordering of data) never being more than an extension of“con—

[

tent (the psychic criterion or subjective iInclusion). The con-

tention of this thesis is that Robert Creefey, as both theorist

and practitioner, expresses most clearly in both his later verse

>
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(Pieces, A Day Book, Away;'Hello, Lafer) and poetics. the open;

Com

ﬁérﬁ aesthetics of postm&dérnism. . ’

In addition, Creeley seeks to integrate the relation;hipﬂ
of thé'”subjectivef ind the '"objéctive,' or the "Self" and‘the“
"world". He defineg objectivity as "confronting di&lfs phenom-
ena in their own particulars,,rathef than‘as exténsioné‘df one's
own senses,"2 its use being "thé wisQ‘to transmit, freé of’im-
precise ’feeling',the.natufe of Jthé%' which has moved one to

3

write in the fitst place. As such, tHis wish intends -as complet

s T Y

3 s

a break as possible with the subjective.' However, Creeley un-

derstands the subjective in a more basic sense as '"‘belonging

to, or of, or due to, the consciousness. . ." and goes on to.

!

maintain that it is "impossible to write anything, lacking this

4

relation of its content to oneself." Understanding the subjec-

tive in this basic sense, Creeley maintains that "a man and his

)

objects must both be presences in this field of force we call a

,poem,"5 implying the need_to unite the subjective with the .ob-

+

"jective in poetics.

a
-«
[

Thislidea was certaiﬁi}{an attempt by Creeley to go be-
yond the 1limits of earlx ;mégism which dealt with simple mood or
impression, or the modernist standpoint of T.S. Eliot;s belief
in an "objective correlative' as the'%oésible fo%mula for a par-
ticular emotion. Creeley's desire to fully integrate the sub-

jective with the objective in his poetics and poetry is an

attempt to incorporate these two points of view into a new vision'

of not only the role of the poet in relation to his craft, but 4

- new definition of Humanism that is derived from Olson's_ essays,

-

o gadt, e

s e e b

3
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"Human Universe" and The Special View of History.

Struét&rally, éhis'thesis will begin by examining the
‘origins of pastmo&ern poetic theory in Imagism and Objectivism.
Chapter I will assess the early debate on suqupfivigy and ob-

most particularly through the writings of

~

jectivity in verse,

T. E. Hulme and
S

for poetry that

the two aspects

(reprcSented by

Ezra Pound which established a set of criteria
came to. be known as Imagism. In this respect,
of Imagism—the technical and psychic criteria

Hulme and Pound respectively)— will be examined.

‘The early poetlcs of Pound and the Objectivists, whlle restr1ct-
ed by ‘an overempha51s on form, did open poetry to new p0551b11—
ities. These possibilities provided a beginning (especially
;videﬁt in ‘the poetics of the Objectivists) to a~Whole néw mode
6fiaddress thatvwégtto becdme an important part of Creeley's
gaesthgtics, 'éhaptér I will conclude by demonstrating this spe-
'q?fic link. )
f Chapter IT will discuss W ~C. Williams' influence upon
postmodern poetics. «The flrst part of this chapter will estab-~-
1i%h the influence of Pound.and.Imaglsm on h%ﬁ early wérk.
Williams' own discussions of Imagism‘and Objectivism in The

Autobiography, as well as his major statements on poetics (Spring

andxkll "Introduction to The Wedge " ”The Basis of Falth in

Art " and ""Prologue to Kora in Hell") will be evaluated in order

 to establish his position as the first actual spokesman for an

open-form poetics. Williams was also the first boet who elabor- -

, ated on the synthesis of techpique and psyéhic criteria (form

. !, = 2 " -
Rt T I A TR et T O BT O S R

T L A
T AL L T O T DI AT N tn S
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?V,%his actual poetry. It was Creeley who was able to practi;é

.
¥
-

v

L

!

£ - ~
- , .y L. ~

Iy

and content) in his statepent on measure where he defined poet-

¥

ic language as an expression of the poet's emotions. Hisfpoetﬁ'

ics provided a concrete link to the projective‘poefics of Olson

11

‘and Creeiey., . ) .

Chapter III will déal’priméxilylwith the Creeley-Olson

" correspondence in order to demonstrate a simildrity in the de-
", v { . 0y

<

velépment of their ideas. Olson's beliefs also reflect Williams'

attempt to synthesize form and content; however, his greatest

¢
’

contribution to postmodern aesthetics is more in the philosophi-"

cal stance he\advocateﬂ in essays like "Projective Verse," "Human

quvérsé,” and. The Special View of ‘History than. in the body of .

‘
,x

+

Olson's open-form poetics by providing clear demonstration of

this tbéory«actual}y applied touthé form of his later 'poetry. -

 Chapter IV will deal mainly with Pieces as the actual
eXHﬁple of the balance between subjective and objective percep=- -
' l

tions maintained Within the poem. In this work, Creeley's idea

of language as:'revellation and discovery'" (where words serve. as

NPT 2

both literal, objective referents as well as emotional registers

of the poet's "psychic" life) is represented through thé'de el-
opment of ‘the continuous poem and serial writing which seek to
include all the possibilities of .the poet's life Efperiences.
6hapter V, the final chapter, will dgal with Creeley's work after

Pieces (A Day Book, Hello, Awéy, and Later) and will further

illustrate Creeley's technical as well as thematic concerns as

they pertain to an open-form poetics.

-

'
1
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. +. The methodology involved in this thesis will be two-fold.

- . N .

First, Sifice an-evolution of poetic'theoty is being researched,

te t r

an historical progre551on will be established. This will be

' demonstrated by  the. chronolog1ca1 development: of postmodern

7 1

-
- P

ly, the methodology w1ll 1nVolve an ana1y51s of the data h1gh-

) lighting the 51mllar1t1es and differences to Creerey S own 1deas

Finally, a theory will be offered illustrating Creeley's open-
verse poetios as .the synthesié of the various 1ideas put forward

~ .

‘lnrlﬂs»modernist predecessors. Consequently, the definition of

[

open-verse that I will offer-at the-conclusion of this thesis &

will be one that has evolved from}the origins of the modernist

- .
movement. - ) T .
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~  CHAPTER I

’

P

MOVEMENT IN POETRY

e }
! Imagism and Objectivism, insofar as they advocated speci-

fically recognizable techniques, were less valid as '"movements"

.

or schools of poetry than as particular theories of poetics prac-

i . ~ i .
ticed and advocated by some writers cohcerniﬁg the construction

. Ty
— kY ~

‘ of a poem. A proper study of these terms*§Hbuld concern'itsélf‘

with the principles and practices of those poets who agreed Xp
theory, on a nef sense of awareness regarding the ut1112at1Q? of
language 1n poetry. This stance may be cdn51deredtthe proper

beginning of modernism in poetfy aﬁd more releviﬁt te y.this the-

sis; as the spec1f1c historical origins of open- verse and the

i
7

postmodern poetics of Robert Creeley. ,
I

The group of poet’s (Hulme, Aldington, Flintj H.D., and

. IMAGISM, OBJECTIVISM, AND THE MODERNIST | .o .

Ezra Pound) included in the original Imagist group rebelled’ .é§§>

LIS

against much of the poetry of the nineteenth century and, in

.

: + ; 0
. v N . . 7
particular,-against those post-Victorian poets who were foundsii//}f—-,
. ! a

of the Geotrgian Anthologyxand who, Round felt, confined them- -
selves to the surface of, the poem—things like sound quality
and a mannered .form of preséntatién. Ezra Pound referred to
that period of 1iterature'as\”a rather blurry, messy sort of
period" where poetry was ''merely a vehicle. . .for transmitting
thou&?ts poetic orp}:herwise."1 This kind of poetry‘that had’
as its ceptral position the transmitﬁing of thoughts or abstrac-

tions was a counter to his notion of '"pure %Pt," which_aiso,
-ag o N
Lo

X
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ry ' R e " . B . )
] exemplified the aspirations of his™ fellow Imagists.

EAEEE °

' . L . N
. The flrst reference to an Imagist "movement' occurred in

4
. L‘,‘\ the '"Notes quContrihdfors” of Poetry magazine in 1912. 'In the
o biographical notes on Richard Aldington the '"Imagistes" were re-
S | > - 3 .

N . ferred to.as a groﬁp of "ardent Hellenists who are pursuing in-
) teresting experiments in versglibre;

o/
certain subtleties of &adence of the kind whilh Mgllarmé and his

trying_to attadin in-Englisﬁ

ww .t . 5'/‘ : .
© f8llowers have studied in French.”% The verses of these first

r

¢ -

PImagiStes" were characterizgd:by a spare,

, ,
- language and the use of concrete” 1mages . Ezra Pound, commenting

w
~

”Imaglsme " talked about that

. for the flTSt tlme\;Q\i;;nt on
1 T ‘method 1n an ess;; call ”Status Rerum," prlnted tn the January, -

economical lyric

A

1913 1$sue'of Poatry , .
— U ¢

¥

7%

! ‘ . . .one of their (Imaglste) watchwords is
= : Precision, “and they are’in opposition to the
— numerous and unassembled writers who busy AN
themselves with dull and interminable effu- RSN
L. ;y ¥ sions, and who seem to think that a man can gﬁ ¥
: o write a good long poem before he learns to *

1 , write a good short one, .or even before he _
4 learns to produce a good, single line.

%

The so- called ”Pr1nc1ples of Imagism'" were published in

the March, 1913 1§sue_of Poetry as a short note by F. S. Flint in
response to requested informatf#on about the movement. These

principles, formulated pgimarily by Pound, were:

1.) Direc¢t treatment of the "thing" whether
subjective or objective.

L o | 2.) To use absolutely no word that does :
' ’ . not contribute to the presentatlon.
. 3.) As regarding rhythm: to compose in the
sequence of the musical ghrase not 1in
. sequence of a metronome. ) .

(‘ While points one and three were fairly ambiguous assertions,

- ,
-
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point two may be seen, at least theoretically, as. the corner-

:'storne of modern poetics.” This statement stresséd spareness and
precision in ¢the use of poetic language. It became the techni-
4 . cv .
Gal criterion or methodology for the construction of a, "modern"
11 * by
ﬁ N ,

poem. ''Direct treatment" also stresssd the direct mannervln

;-

IS

which language could be used. Thus language was v&ewed as a de-

T

vice not to embeilisgk but to present afresh, skirting no?ms.or

A ]

. ¥ . L. "o .
labels, the subject of the poem or the “experience of the poet-

Ezra Pound's essay, "A Few ﬁon'ps by an Imagiste,"

T

,appeared as a:companion piece to Fiing's‘noges.x In that essay

-Pound stated his famous '"Doctrine of the Image," which attempted

to provide a psychic criterion for the judgmeng of a poem:
An Image is that which presents an intellectual i
and emotional complex in an instant of time.
It is the presentation of such .a-"complex' instan-
<’ taneously which gives that sense of freedom from ’
: time limits and space limits; that sense of sudden
growth, which we experience in the presence of the

- greatest works of art.> )

"

These two aspects of early Imagism seemed to contrast the
technical and psychic specificatio s of the Imagist poem. Hugh
Kenner made this distinction:

.we observe that- Imaglsme was mamed” for the .
component of a poem, not the.state of the poet,
and that its three principles establlsh technical,
not psychic criteria.
While the psychic criteria, according to Kenner, are evident in

Pound's ”Doctrine of the Image':

All the confusion about Imagism Stems from the

fact that its spec1f1cat10ns for technical hygiene
are one thing, and Pound's "Doctrine of the Image"
is another. The former, which can be followed by

s L . s

re
]
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LIV & ¢ : ’

+ any-’ talented person helps yOUtio wr1te what may,
.be. a trivial p9em. The latter is hot appllcable

o % to tr1v1a11ty ,
& ° B o' AN

Kenner 1is suggestlng that Poundy even durlng his brief involve-

t

ment th Imaglsm, saw .the ﬁece551ty\of g01ng beyond the, realm
of sd ple mood-or impression in order to demonstrate the "invis-

U/e actPon of “the mlnd" in the poem. s , )
\ As L. S. Dembo suggested, the Imaglst attempt to depict .

truth. and beauty 1n the v1v1dness of the wor1d~represen§/ﬁ//h

~

aesthetic value of ”plcture making w1tﬂout comment . "///he dicta
Q .

of Imagism reflected an aesthetic response to the world and the

Y

Image became 4 ‘new vision-in itself. P . '

« Qi;@ ’ The implication is that thé/;mage is not simply a
- * vehicle for stranscribing a sensation but represents
v . part of. the sensation itself—or, better, it is an

. idealized re~creation of a sensatlon, a 'new vision', -

’ - which has come to’'be a thing-in-itself.

<

A f%rther statement by Pound lends supp&ft to Dembo's ideas:

_ . o owl0

' Ve . p 4
". .,.an image. : .is real because we know it directly," and
- M v

"the point of Imagisme is that it does not use images as orna-

" menls. The image is itself the speech.” The image is the word

S vand ‘ W11

beyond formulated language. By this statemenf, Pound meant

Ythap‘the Image was the formulation of an idea that went’beyond
the wiere Qescriptive qualities of language.

e Pound's early ideas and statements on Imagism were part-t
ly derived from his association with T. E. Hulme, whose "Com-
plete 'Pogtical Works" (consisting of five poems in the Imagist

manney) were published as a sort of companion piece to Pound's

own early work. Hulme's ﬁrescription for a poetry based on

-
]

)
e

3
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!

~ an intuitive

‘ ‘ ' 12 “
, . . w ) . . .
*~ "accurate, precise and definite description' was expressed in
v L3 - *
12

his essay "Romanticism and Classicism.™ In this essay Hulme - .

attacked the sentimentality of the Romantic disposition,” which -

he viewed as too personal and individual, opposing it to the ob-

L4
N

jective attitude of Classicism. Hulme felt that it was the goal

.of thé poet to keep the reader aware of the realit&}(physical-

¥

as opposed to the presentation

-

ity) of what he was describing,

of abstract ideas. Also, in order tp stay ahay from abstraction,

Hulme -believed that emotions had to be anchored in this physical

~ a 't

reality; thus, concréte images should be .used td depict.an emo- . -

»
-

tiohal_state. N

\

Hulme viewed the use of images in Verse as _the essence of

lanéuage. Intuition, according to Hulme, promoted ) o

‘ synthesis as opposed to the intellect/, which only promoted~ana1y-
learned this distinction from Henri Bergéon,'who

) ; ’ /
4 A

defined %intuition as: ' . . ///

sis. He had

.the kind of intellectual sympathy by which

one places oneself within an object in order to

v coincide with w?at is unique in it and consequently .
' . -inekRTessible.l -

Intélleption, or the process of analysis, ". .15 to express a

LAll
nléd

. . )
‘thing_as a function .of something other than itself. analy-

sis is thus a translation, a development into symbols. Or,

. as Pound wrote some years later, an entry into the '"region of

remoter and progressively remoter abstrattion." Bergson also N
: v

.

- n~a ‘-c N
» suggested an empirical approacﬁ that established a pyschic crit- ,

* erion that both Hulme and Pound were to echo in their theories

of poetic language:

o
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, { e : _ . ..
[ < . . . .4 true empiricism is that which proposes to

’ . get as near to the original itself as possible...
/ ) and is obliged for each new object that 1t studies
‘ to make an absolutely fresh effort.l0 o S

L4

‘ "Prefh efforth may be another wa& to desetibe'both Hulme's and o

Pound's efforts to preéent the poetic expexience in its immedi-

4 -

- o’ .aC)’./

= ° “ - ‘ ",
Images in ver;éﬁ éfﬂédlng to Hulme, "are not mere decor- o -

nl7 ~—

1ons, but the “very essence of an 1ntu1t1ve ﬂanguage. Hulme

v1ewed poetry as a visually concrete language, 1ts goal belng

~~ - -

\
”to arrest youy and to make ydu contlnually See a phy51cal thinmg; ,)\

to prevent you gliding through an abstract process." nl8 Thls e

!

prescrlptlon for technlcal hyglene in the use of poetic- 1anguage,
together with Hulme's own effort to prov1de samples of what he ‘ -
‘considered to be experiments in"the usé of images in his five ’////
T qoems provided -a formula for a new type of poetry that was di- \\\*;_‘;
y
S rect and vivid. Hulfe also believed _that the poet was compelled /,1////f
. - to create new metaphors in orde; tos.lend a new vitality to lang-//////i/
uage and.-to restore difect contact between language and'experl-I
ence. For this purppse, plain speech was inaccurate. "It i \
) /// only by new'metaphors,” Hulme stated, ”thatﬁis, by fancyy that
o it can be made precise."19 u e

A B
’ i isi ' ge in his///
.—//

Hulme's emphasis on precision in poetic langua\

theory as well as in his poetrf/announced, primarily, \@a change

. . - ’/ /// . /./ . >
in poetic technique that was evident ‘in the Imagist works of S~

Pound, as well as some of the other Imagists. As one critic
. e
pointed out:

ﬂ \ . The most remarkable aspect of tle new technique
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- ot
.is- the disappearance of the poetit 'I'. The poet
»© no longer speaks out in*his own voiée and person .
- .but seeks for an ﬁnalogy or a number of analggies .
whlch separately or .working together, will repre- "
sent his own inner wofld of private emdtions.?2 :

° o

-
SQ"lt was not really the subject matter or the poet's attltude
’ ~

5

2 to the subject that changed, but a new emphasis on poetic tech-

n.appealed to Pound However, Pound's major concern in poetry was

4

n%gye that resulted from Hulme s theory of the Image.

If we examine the totality of Pound's statements condern-

1ng the,Iﬁ;ge, . then ‘becomes apparent that_the functlon of the

. L a

'Image remalnSsthat~1nd1cated in its orlglnal def1n1t10n as an

,”1nte1lectual and emotlonal complex in an instant, of time." It .

2 =,

is alse ai?this point that Hulm/)/‘lnfluence upon Pound's poet— ~£

ics ceased.. Hulme's emphasxe on techn;cal precisien certainly:

. s v -

ﬁ%gjﬁore t/;n thetwepresentatiokal or ihpressioniStic qualities .

=4 £
théghf~niowed from :he techn1ca1 specifications of the principles
L " . =
Imaglsm. ' ey . '

- -

Pound felt that there were/two types of images that

”

occurred in poetry, thg "subjective" and the "pbgectlve”;

- "The Image can be of two _sorts. It can arise within T
) the mind. It is then 'subjective'. External causes
play upon the mind, perhaps; if so,” they are drawn
intd the mind, fused, transmitted, and emerge in an
' Image unlike themselves. Secondly, the Image can be
obJectlve. Emotion selzing upon some external scene
or action carries it intact to the mind; and that
° vortex purges it of all save  theé essential and domi-
nant or dramatic qualities, and it emerges like the
external original.?2l . S

©
!

If*is important to note that, accérding to Pound's scheme, the~ -
ST - .
funtction of even the “objective" image was not one of represen-

tation because the action ocdurred in the "vortex" of the mind .

- -
w
3

M

-
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) *- so that the action was really between the perceiver  (the mind)
- = ) : i e 4 . -
_and the perceived (the“ébject). Such a view redefined the spe-

> e

cificatiogs'Sﬁj%fEffictly objective method of presentation. of

1 2 s Ere '
R 52 o

early ‘Imagism.

W3 -

&

e - 7 .7 ) - - . .. . § R .

- Hygi¢ne- in language and objeetivity in the mode of pre-
sentatijon became the technical criteria of the new poefry., Econ- -
omy of thbught an&fconcrgtenessf%n the language of presentation

- were the results of these early experiments with new form. How-
) ° ¢ T Tl
ever, the poet-also worked at’rqalism, his goal being to repro-
' duce _faithfuldy the details of the world  that he ebserved. To
« , . N :\'3»“ R
do this, the poet-dealt-with "sincere" and.gignifisant eémotion§,
S which became the psychic c¢riterion of Pound and the poets who *
" followed his ideas. o BT . o P ot
R . i . 4 ) ': . - - - % —
. Unlike Hulme, who felt that plain speech wa$''essentially’
. . ‘o ~ 7 ’ R 1 !
- inaccurate," Pound, in' an early letter to Harriet Monroe, -dssert- -
<, . ’ - , - &

) ed quite the opposite: ~ . B

~ ' ' ) » h : . .

L - Poetry must be as well written as prase. Its lang- - ‘ “

- » uage must be a fine language, departing in no way . . <
D fromspeech save by a heightened intensity (1i.e. .
T : simplicity). . .Objectivity and agadin objectivity,, o
- , and expression. . .no Tennysonianness of speech; oWt
< nothing-—nothing that you couldn't, in the ¥stress -y
' " .« of some emotion actually say. Every literaryism, o
) - every book word, fritters away a scrap of this:.sense -~
B U ) )// of your sincerity. When one really feels and thinks e
T one stammers with simple speech. . . .Language is - e
o, made out of concrete things. General expressions in oo
. non-concrete terms are a laziness; they are k, R
o e not art, not creation. They are the reaction of
LR things on the wriiter, not a creative act by the ,
es s : - writer.2Z2 - . . : ~
oy - . P LA
T&is statement on objective necessity in the language of poetry, _ ..
R N £ » - e - : =Tt
<' “»,rathér than opposing it td subjeﬁéivity, sought for an integration "; . -
' - . P @ - :
. - - . . - . LT
% b . & £, \
- S R ; . - )
3 &L - - .




R .trylng to record the precis

-
“

¥

T e

of the two. The ''creative act by the writer," océording to

[

Pound would\be the poem that resulted from the perfect inter-

action of the percelver and the perce1ved~—when the 1nner and

-

, Pound wrote,-durlng the

the outer fused. This had happene

comp051t10n of his Metro poem; thCh he felt was an attempt at

W N

“instant when a thing. outward

L R . .
and objective transforms itself, or darts into a thing inward

and suquctive;"23 . g S . ] .

-

The Image, as a direct result of this ''creative act' be-

-
&

came, accordlng to Pound a sincere renderihg based on concrete,

\
-r

phy51ca1 reality or raw, felt emotion. yThe,Iﬁagp was not an
idea, rather ". . .a radiant mode or cluster; it is'whatgl ‘can,

and must perforce, call a VORTEX, from whlch,.and through which,

"24

and into which, ideas,are constantly rushing - Thus Imagism,

)

as, deflned by Pound was more than - just a btylistic movement or -

- a cf’tlcal response to the sentlmentallty of nineteenth century

EN

- tween the perceiver and the perceived, the poetqrelied on meta-

poetry It advocated in its best ‘manifestation in the wrltlngs

N

A

f Pound both technical and psychlc crlterla. . "

Because ofﬁthls necessity to assert ‘a correspondence be-

an

.r
PR

phor.. Metaphor was neéded to bring together two different con-_

3 [

qepts and to assert a similarity or relationship between the two.

Pound ‘had 'learned from Ernest Fenollosa s essay, The Chlnese

- .
.

Written Character as a Medlum for Poetry, that metaphgr was the
w25

use of material images to suggest immaterial relations.

Pound had acquired Fenollosa's esshy in 1913 and its influence _

LY

L

o o mstthens 4%

B T P O T

o &
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E £
upon his poetry and poetics was paramount. At the core of this

essay are,s;atements on subjectivity and objectivity in verse
r - T ( - .

-~
- .

that influenced much of modern poétics. )

? e,'

Fenollosa argued for concreteness, 51ncer;ty, and objec~

* -~ [

'tivity in the mode of presentation in poetry.’ Objec&ivit} and

sincerity, according Eo Fenollepsa, could only be properly ex-

~

pressed 1f ‘the poet d1d not rely upon a purely subJectlve vision

>

that fsolated the reader from testing the "truth of a sentence".

Iy

The poet's use of metaphor, ''the revealer of nature. . .the very
substance of poetfy,” was to assert objective relations* ' )
. . .metaphors do not spring from afbitrary subJectlve ,

processes. They are possible only because they follow
.objective lines of relations in nature herself,

Fenollosa belleved in the objective necessity in poetry, oppos-
ing this to subjective inclusions: .
h)
. s
" The moment we used the copula, the moment we express’
subjective inclusions, poetry evaporates. The more
concretely and vividly we express the interaction of
things the better the poetry.

s

By rejecting the '"copula,'" Fenollosa was rejecting the excessive

use* of the verb "to be" as the mere sign of predicatipn. Rather,

he urged the use of verbs that expressed action and the inter-
relation between objects as opposed to the verb "be' that merely

o N N

o

expressed a static state. . .

Objectivity and the use of metaphor’in poetry also ‘ad-

" 1

vanced economy of thought, creating a poetic thought that worked

by suggestion !'crowding maximum meaning into the single phrase

28

pregnant, charged and luminous from within." This spare,

precise type of_poet}y, according to Fenollosa, was the highest

~
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language, surpassing even prose "espeécially in that the poet

selects for. juxtaposition those words whose overtones blend into
29
13

.

a delicate and lucid,harmghy.

as the technique of creating a new image through the juxtaposi-

This was essentially the Same

fyos 1

o

tion of two, different ideas, such as Pound's Metro poem.

Pound understood Fenollosa's idea of an objective neces-

4 " ~

sity on the part of 'the poet as his (the poét's) desire to: ’

N . . .See to it that the langudge does not petrify
b ~ in his hands. °‘He must prepare for new advances
" . along the lines of true metaphor, or image, as -
; . dlametrlcally opposed to untrue ‘'0or ornamental meta-
. - phor.30

The 'emphasis’ on an objective methodolo§y in both Fenollosa's and

.

Pound's theories was a statement agqiﬁgt abstgaction.“ In his ‘

* ) X

. . .t . 3
A B C of Reading Pound talked of an objective, scientific method e

) A 5 - - -
that the poet should use to approach his subject matter. Simi-

larly, Fenéllo;aApraised the scientific mode of thought which

consists in following closely as may be the actual
i = and entangled lines of forces as they pulse through ..
things s+ Thought deals with no bloodless concepts o
b1t watches thirgs move under its microscope. '
The "Principles of Imagism,' Pound's '"Doctrine of the y
Image," and Fenollosa's views on objectivity exercised a great .

1nf1uence upon Lou1s Zukofsky, the editor of An "Objectivists"

Anthologz (1932) and co-feunder, w1th George" Oppen of TO Pub- -
lishing which reprlnted some Pound, as well as W. C. Williqms'

first collection of poeﬁs, $Zuk6fsky understood thé no;ion of
"direct treatment’ to refer to the manner in which language was

used to treat the object of the poet's perception. Zukofsky's

statement that "poems are only ‘acts upon particulars, ‘outside
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"
>

of them. . ;oniy through'such'activity do'they becOme _particu-’
32

fars themselves—wi.e? poems" 1ntamated that the poem synthe-

& f .

sized into a complex of words actlng together to prOVOke a new’

i

perception. e e A . o

'

Zukofsky and his fellow "ObJeCt1V15tS" (Oppen, ﬁeznikoff,

and Rakosx, the other poets 1ncluded 1n his Anthology), like

t

Pound, also felt that words, when*properly utilized, achieved a

" e

form that deplcted the 51ncer1ty wf the poet.: Zukofsky stated:

i At
i

at the end of his anthology' that , L

In sincerity shapes appear concomitants of word
combinations, precursors of (if there is-a contin-
. uance) completed sound or structure, mélody or
form. Writing occurs which is the detail, not
mirage of seeing, of thinking with the thlngs as
they exist, and of directing them along a line of
* melody.33

The Objectivists, like the Imagists,\éaw,ebserving and recording
as sthe essential beginnings involved-in Writgng good poetry.
Words , as "details of seeing,'” combined into .sincere.perceptions
only when cate was taken with each separate word. This care con-

.sisted of'uséng words as referénts to an authentic reality, as

opposed to words as abstract concepts.
Zukofsky, in his essay "Sincerity and Objectification,"

referred indirectly to the care applied by the Imagists in their

craft. 34 He felt that 51ncer1ty (as care for the single word)

was_a starting point for the poet wrltlng in his time. In this

essay Zukofsky cited Charles Reznikoff's one-line poem as ag_

éxample of the care that.was involved in the poet's craft:

.
' -

e
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C. APHRODITE URANIA .

¢

'The ceaseless weaving of the uneven water.

LZukofsky felt that each word possessed a distinct energy as an

image of water in action; and the title carried connotative and
r

" associative meaning in itself and in rélation to the line.: Thus

~in the presentation of images:

Ler

care was taken to ensure an authentic presentation of reality as

well és*fo? the sound oflphe words or the aural quality of the

~

»

line.
Zukofsky's éwn early poem, "Ferry," is an example -of:care

for the single‘word and the minuteness and exactness of .detail

-

. S FERRY * S :

’ . Gleams, a 'green lamp
In the fog: | : . .-
Murmer, in almost ~ )

A Dialogue .

¥

e ) Siren and signal
' Siren to signal.

Py
i

+ Parts the shore from the fog,
Rise there, tower on tower, N
v Signs of stray light .
1 And of power. ’ -

p , Siren to signal.
. ) - Siren to signal.

Hour gongs and the green’
. ) Of the lamp.

"Plash. Night. Plash. Sky.>°

LN
. ‘ 4

Poetry occurred, Zukdfsky feit, when one started with
care for the object” that was presented, as well as care for the

éingle word as the honest "detail of seeing." However, Zukofskx,

lLike .,Pound, understood the limits of a purely pictorial method

A
v

g
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of présentation, realizingjtha% a strictly objective presenta-

<

tion did not ultimately satisfy or provoke thought. The poem
became more domplete when the reader could become aware of the
poet's mind working toward the presentation of the object being

described; when, as Zukofsky noted, one thought "with the things

-

as they exist." Sincerity alone, he felt, was a starting point,

EN -

but insufficient by itself to.make a complete poem:

Presented with sigcerity, the mind even tends to =
) supply, in further suggestions which do not attain’ .
- rested totality, the totality not always found in
) sincerity and necessary only for perfect rest, com-

.. plete appreciation. This rested totality may be

. called objectification—the apprehension satisfied
d . - _completely as to the appearance of the art form as

' ‘. an object.36 x

z

Zukofsky's idea of '"rested totality' implied that a complete ,
poem passed beyond the mere presentation of impressions or moods.
"Rested totality" implied-a self-sufficiency of thought where

the mind that created the poem provided a full equation between

the object that was described, and the fullest implications of

the poetic mind drawing conclusions from its perception of the
object. This was, in a.sense; a move aﬁaf from the pure objec-

" tivity of the earliest Imagist poems and implied the necessity

for a more subjective freatment of the p@etié material, "sub-

jective"™ in that the reader became aware of the poet's mind and

+ personality working on his subject matter. ‘ A - B ..
Zukofsky's idea of !'rested totality" was similar to Pound's ]
idea of the Image as a Vortex,through which 'ideas are constantly
rushing." The poém that coqveyed ideas, fF; Pound, -was '"lord

** ' over fact'"—more than mere description and‘presentation. Pound -
v - d N L

S

——
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also believed in ‘the necessary equation .of the pgetic mind with

]

‘ They (referring to the stateménts of analytic geo-
metry) are the thrones and dominations that. rule
over form,and recurrence. And in like] manner are

* great works of ‘art lords over fact, over race-long
recurrent moods, and over, tomorrowt

the subject matter of the poem:

\

-~ The poem as a “rested totallty” (Zukofsky) and as ”lord

over fact' (Pound) conveyed the idea of’self suff1c1ency of

thought——what Zukofsky deflned as ”obJectlflcatlon

1 ! N

' suf£1c1ency was conveyed when, in Kenner's words, '"the 'plot'

of the poem 1is that Mind's activity, fefchiﬁg some new thing

.the poem (is) nof the trans-

into the field of consciousness.
: ' : " .,38

cript of one encohnter but the Gestalt of mahy Thus

!

"objectification" was (by Zukofsky S own' deflnltlon) achleved

~

in a small poen like Pound's "In g.Statlon of the Metro,” where

r

the equation is-constructed begtween natural images and a mechan-

ical world (the machine of the Metro), as well as .the "faces"

" which are transformed into the possible vision of "crowds.in Hades,

P f
“etc. Pound s poem is both an ''emotional and 1nte11ectua1 com-

- %

plex" because of the complex of allusions conveyed in- the two
11ges. rBecause of this complexity, the reader is aware of the

Tﬁind'é{activity,” the self-sufficiency of thought whereby the

‘poem attalns "perfect rest."

l

Zukofsky's idea of "objectification'" added to Pound's

prescription for not just technical but also psychic criteria

in modern verse. This hew oriterion was. the notion thatzthe

*

ideas in a poem developed as a djrect consequence of the thing

{

w -

@
A}

This self-

Vil
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l - of thlS 1dea, s ¥n Imagism, started from an interest in clear

2

-

.,'; ox v;tal partlcul Trs, arisin rom hé henomenologlcal view
2 p

3
. the1r 1deat10n into structure.”‘

.
s < 3 ,

. .Pgested totallty” bccurred'when thls.order‘was achieved:

Zﬁa‘ e ance of facts carried by combinations of words, not

SEr . - B - ’ - 4
or object that was ‘bging'described in the poem. The beginning
: R N ,

[ A

: that the senses azre’ assaulted w1th obJects which the mind hust

LI .

then order into ustable patternsr The "rested tatality" that

\wa>£”ob3ectifxcat1qn” was seen by Zukofsky as the, anrangement -

~

" of words.into an apprehended»unlt:' Tthe resolv1ng of words and

40 POems seen by the Objectiv-

1sts as these mov1ng mental structures, thus ‘resolved into ideas.

3 [

. /
~ * » & e ‘ -
¢ .%,. .1t may be.said that each word possesses oljec-

tlflcatlon to a powerful degree; but that the facts
carried by one word are, in view of the prepon&%r-

’

~ _sufficiently explicit to warrant a realization ofé®
.~ "+ rested total¥ty such as-might be de51gnated an art

T, formdl L q 3

”ObJectlflcétlon” was ‘achieved when the poem passed be-

'
A

yond-being merely presentational or piétdrial toward the presen-
tation of ideas,'which?impl;éd a fuller ékplication of the poet's

owrn mind and personality manifested in his creation. The words

-

in the poem could be. presented in-the way that notes occurred . . -

in music—exposing the hanmon§ and order that was the notation

of 1deas and themes (Zukofsky thought of the words 1n a boem as

I - .

the ”notatlon of - the partlculars”) -

Y The order of all poetry 1s to approach a ététe of
7 muSic wherein the ideas present themselves sensu-
ously and intelligently and are not of predatory

intention.42 ¢
As a result; ideas as abstractions would not insinuate themniselves

and thereby alter the poet's essential attention to the concrete

W
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reality of hisowgrk. The ideas would result from the real, not
[ . .

¢ ® .
K

- prey upon it. “‘ - '
x
The ObJect1v1sts had lgarned from the Imagists the prem-
ise of sinterity: to have an authenglc encounter w1€% the thing

i . being. described in "the poem. Thelr pr1nc1ples co;2urred in thelr

-

. - ¢ i .% " % - - .
emphasis on a sense 0f foym achieved as the idea ofi "objectifi-

-

cation". Zﬁkofsky's, Reznikoff's, Oppen's and Rakosi's ideas

& L .
on "objectification" were similarly expressed and stated.

¢ ’ > . .2

George Oppen statd®d in an interview that, he -félt he was,
. as a poet: t . . ) ' .
: - .beginning from imagism as a pesition of hon-

. esty,.. The first question at that- time in, poetry
' - was 'simply fthe question of honesty,; of sincerity.
But I learned from Louis (Zukofsky) as against the
romanticism or even the quaintness of thg¢ imagist
- position, the necessity for forming a poem. properly,
. - for achrev1ng form. That's what 'objectivism'
| 'really means. There's been tremendous misunder-
) _standlng about ‘that. Peeple assume it means the-
o ) psychologically obJectlve in attitude. It actually
means the objectification of the poem, the making
an object of the poem.

LES
el

y o
\

A

The ''romanticism" Oppen referred to was thé attituhe of rebellion

’

e

.. * ' on the part of the Imagists toward the Victorian standards of

t

- poetry. More importantly, the second pbint Oppen expressed in

- his interview is one of the keys to the Objectivist notion of

-
v

-poetry:-’

. . .the attempt to construct meaning, to construct
a method of thought from the imagist technique of .
«poetry—the imagist intensity of vision.4% .
P
This sincerity or '"test of truth," Oppen felt, occurred when the
writer believed his perception of truth was real in the moment

of expressing it. This integrity of expression was realized in

2:

r



e,

the poem Wthh became a construct of meanlng from such a con-
viction. The 1mp11cat10n of thls statement 15 not that other-
wgiters'dld not so believe, rather that thelr beliefs did not

get expressed in.such proper constructs,

Carl Rakosi, in his own theory of poetics, pifipointed

the digression from Imagism that occurred in the poems of the
. E N ) \';'c
Objectivists; ; |

You might think for a moment that, after all ob-
Ject1v1sm is a ‘form’ of imagism or naturalism. But
imagism as I recall. .was a reaction to the
period immMediately precedlng, against literary
< - affectatioms.” So the imagists set out to do what
" the French impressionists in painting did: go out
© v into the open and look, see what you see, and put,
' * it down without affectation of the then dominant
literary influences. And that's as much as they
did, but it wasn't complete. It was only the first
step in the poetic process. That's why imagism is
not altog€ther satisfying; the person of the poet"
'is not- sufficiently present.43

Rakosi Suggested the essential difference between Imagism and.

r .

Objectivismtwhen he noted that the Imagists.were actually. more

objective in their-handling of their subjectsmatter. -He.ob-

.

served that the concept of the Image as being purely objectf?ely'

presentational was insufficient, of iiself, to sustain a total
poetic formeof expression. He noted the integrity that was in-

volved in the construction of an Objectivist poem—the integrity

k3

of the "thing" that had been §he:cause of the poetic expe€rience, -

and the integrity of the poet, the portrayer of the '"thing," .
as the totality of'the_poetig experience. The Objectivist poem

thereby sought to achieve a totality in the form of presentation

of phese two factors.

Rakosi, like the other Objectivists, was impressed by the

, 1

o

v



need for precision and exactness in verse, -things that did nét -
take anything away from the "thlng” 5eing described and the

poet's imtegrity. JHe felt that the rhythm and form of the poem .

éhquld be an expression of both the'”thihg" and the poet's emo-
“tion, yet the"fwo'should interrelate to produce a desired effect.
Char;eskRezn?koff-expressed a similaf belief in the relation,of‘
these two factors:

By the term 'objectivism' I suppose the writer may ,

be meant who does not write directly about his v
feelings bug about what he sees and hears; who is |
restricted almost tq the testimony of a witness 1A

a court of law; and/who expresses his feeling indi- =« -
‘rectly by the selection of his sub;ect-matter and,

if he~writes in ve¥se, by its music.

)

Reznikeff'infimated V% the previous passage that the poet ,
" was’ testlfylng to a feellng or sentiment he had galned from an

unclouded or unblased perceptlon of the world. The poet reallzed
that he coex1sted with the fact of things in the world. The care

for words, achieved when words could most attain the synthesis

o~ /

. of_the'poet s emotion fo,the '""thing" being described, made him

an objectivist of his craft. As Zukofsky also noted: ®
The objectivist, then, is one persofi not a group,
and as I define him he.is interested in living
with things as they exist, and as a 'wordsman',
he is a craftsman who puts words. together into
an obJect

o e

. The ”obJect" that resulted from the presentatlon of this o
twofold fhtegrity was, for Zukofsky and the others, the poem:
a eomplete structure to be passed on as,a unit of energy when

'

the poet's emotion and the ''thing" being described attained a

»

self-sufficient synthesis. The Objectivist writers used direct
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‘ reallty that he perceived as a verlty. The poem therefdre ‘had .

- 1
R B R e T

speech (spéaklng in "51gn1f1cant spec1f1cs”) in their poems.

They had the abillty to reduce a large body of materlal doMn to

the ”51gn1f1cant spec1f1csi "In this manner, theit poems qarrled

)

.an understated impact where the maximum of simplification result-

ed in a maximum of suggestlveness. As Milton Hlndushp01nted © t

,about the poetry of Charles Reznikoff:

Bt
% -

fication in art is completely successful, the-com- .
parisons, analogies, and interpretiations which it
suggests may be 'sometimes better than the writer
himself intended and profounder ! He alluded to ,
a Hindu saying that 'a work of art has many faces.'48:

It was Reznlkoff's conV1ct10n that when objecti- , (

-~ The poet, Géorge Oppen felt, responded to his ewn experis.

ence of the wortd through an act of faith. He belleved that

the poet would write more about the nature of reallty, rather

than forcing his own comments. on it. The poet's experience was
i . U . R

aiity;‘made manifest through a faith in éhe'physically ap-

prehensible world; therefore, words became a "notation of (ﬁh‘se)_

- - i

articulars" affirmin reality.. Oppen stated: ' °
par g _Upp X .

. . .the little nouns are the ones I like most.

- the deer; the sun, and so on. You say these per-
fectly simple words and you're assertlng that g%e
sun ‘s 93 million miles away, and that there is

* shade because of shadows, and more, who %knows?

. It's a tremendous structure to have built out of

a few small nouns. . .it's certainly an act of

faith.49 v - -

. The, "11ttle nouns' Oppen mentloned were referents to a concrete

-

to consist of words that "did not misrépresent or misplace this

°

reality. : . . ‘

'Qppen‘attested in his poetry to *the ''life of the mind,"

e

L,y .

ra
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- whlch he saw a§ a lyrical reaction to the world The system of .

ta

thought in the poem{i;cck/s}ng to Oppen /e/Eme the poet}p nota-
h

i

o : ¥ tion ofystructure through” the poetic imaglnatlon, which was a
A T T . s
\\Lyrital reaction to thé.facts that because they arose from a.

—

sensq of awe, concernfmg existencé, provided a special imagina-
—r— l B
CT~ tive &rder 1n the poem ‘In this way, the "little words' Oppen

/SO vilued in hlS poéhs attested to the validity of the ‘reality

< L F

‘that he, as the poet, was naming:

v

‘ ' 7 The little words® that.I like so much, like 'tree”, °,
'hill', and.so on, are I suppose just as much a

\\;\'. taxonomy as the most elaborate words; they're -
categories, classes, ‘¢oncepts, things we invent - .
\\\for ourselves. ._Nevertheless, there are certain L
ones without which we really are unable to exist,
including‘the concept’ of humanity.

S That the "little words" were¢ just as important as the ’
| 4 ’

L i 4
~* . more elaborate ones was an 1mportant point in the ObJect1v1st

b

concept of poetry Oppen was asserting in the above passage a

. belief that the Objectivists shared in their poetics: that the \W/

- Sy u
e poeh shoﬁld be c0ncerned with’ the “sensory experlences of the
. g{ A .
5 o poet s 11fe, as opposgﬁ to the creatlon of myths and abstrac- ‘

v ™~

tions, The .- 1mages of a poem centered on the real and value was

3: 'apprehended from the mgndane facts of things. Oppen also stated:
.:: - T rf{m~trfing to describe hqw the test of imagés can
‘ be' a* test of whether one's “thought is valid, .
. whether one can establish in a series of images,. .

of experiences. . .whether or not one will consider ;
. N the .concept of humanity to be valid, something that .
I is,  or else have to regard it as 51mp1y a word

' v
.

There is a sharpness and 1mmed1acy to Oppen s poetry,

like that of ‘his fellaw ObJect1v1sts. The words that are such
x

‘”K/f/ .basics of Ruman experience become freer through their under-

-

{\ -

r
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- . -stated tone. The worgs,tbecause they'are so carefully selected,

e K

serve as féstament to the péev;srattention‘to reality and the

form of the completed’poem, the "object" that is the product of .

*- the poetlc 1mag1nat10n or process 1s testament,inot to the ..

& » -

words as compoﬂents of myth,,but to an 1dea about language’ as—» .
e the human process Qf "notatlon of the partlculars" A .,
@ - : P0551b1e - S L ’ ;
. : < To use ’ S
R .. Words provided ome'treats them . .
e ' , as enemies. . - = [ e B
fo Not ‘ehemies-Ghosts ~ . . .
: - Which have run mad . ’ )
Ce e In the subways
o w T - And of” course the 1m&a1tutlons
' @ . . And the:bankg. If one captures them
* ’ One . by-one progeeding

o

T . s >
R 5 © ¢
6 N ) \
- ' .
- . . . » . ¢ .
f .
s

* : o Carefully they will restore -
© s .. I hope 'to meaning -
g . R And to sense. 2 o, .
» ¥ 4 & ) &
'In the poem Qﬁ the Objectivists, the poetic locus is

-

shlfted from the "I'" to an “eye. When*the "voice" of the poet.

a_ ~

becomes fused with the essence of the object" of his poems a

g av g s 'i“
) © unity is achieved.-<’ Loui$ Zukqfsky asserted this in the sixth
 { o " . 4 .‘{. < - ,,:

movement of h¥s long poem, ”A" . -

S

.
(S

-
P
{

Cw . The melody, the rest are accessovy--—~

o “—my one voice; my ofher—

. An objective-rays of-ithe- ob3ect~brought

° . to & focus

. o An objectlve nature as creator- de51re for

’ ) s " What is objectively perfect,
‘ . Inextrlcably the direction of hlstorlc and
’ ‘... contemporary. partlculars

AY

- .
5 A
» - ‘:‘;‘

Zukofsky 1nt1mated in the above lines’ that the poe , by focus—

B ; ' 1ng op the perfect existence of nature (the world) is;, in the
’ v . -9,
(:} - - -form of’the poem,e"perfectlng (the)-actlvxty of@ex1stehce,‘making
! L] - ': A ) ¢ 4 CT N )
A : 4 - . )
‘ \ v‘ e A 4 L &l__‘“ . w
n‘ ! " ) :‘!’;:h
. e . - ny .
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{? 'it' theoIogicéily, perh;pé~—fike the Ineffable. . ."54\In thls
wanner, Zukofgiy and the other ObJect1v1sts 50ugkﬁ-+o reach
ou} from language to a partlcular (humanlst) vision of reallty .
Zukofsky's metaphor of the "rays of the object brought to a
focus" relates directly to Pound'\\and Fenollosa's views on ob~-

3ect1v1ty as the "follow1ng as closely as may be the actual and

—. = ' ' " 7
P ‘entangled llnes of forces as “they pulse through thlngs 135 T

-

L\

Zukofsky's desire’ was to give voice, as accurately as poss1b1e,

to the impressibns that the poe;ic\object had created within the ~

L

. poet's mind. | . o L ) .
'

’ The Objectivists' ideas of thinking with the "thing".

-

implied.- a procese,of discovery in the act of writing. Words

that were strictly refetential could thus be realized as new com-"

%
«

binations in -the finished poem. Starting from the premise that

word$ -are referents to ''things,' the poet, through his own active
.~ engagement, €ould direct them tpwhrd a process of discovery.

k{ . " Words took on different meahing.when the’poet ordered them along

~his line of fhinking. The "totality of perfect rest" occurred
j ,

when«the poem Became the precise evidenct of the interaction

‘the poet and his subject matter was an 1mportant transition from

.

the plCtOTlﬁl method of presentatlon of early Imagism, and the

subjectlve inclusion of the poet' s emotions made p0551b1e the

. poetics and poetex/of.Robert Qreeiey,’a nagﬁral heir to this-

. poét—lmag@st group of poets,
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_ For Creeley, writing is the'procéss of being engaged

"+ “‘with -one's feelings about -something and making a .discovery in
A - ,

the process—what the Objectivists called "thinking with the

'thing'." In an interview Creeley stated: '"In writing I'm '

telling something to myself, curiously,.that I didn't have the

knowing of %reviously.656' Creeley, like the @bjectivisfs, feels
thelnecessity for keeping words free-floating, thereby maintain-

ing a sense of randomness in his writing:
There 1s a kind of aspect of the random in the
process (writing) for me just that the intention
can be in obvious ways a real and necessary human
occasion. But again, when I'm trying to discover
what words are saying, if I impose~upon them an
extraordinary intention, then I have only their
congruence with my intention to serve as measure.
I'm trying to use the words to discover what the -

- nature of human expression and/or emotion_and/or
statement can thus be got at or revealed. >’

Creeley also notes the difficulty involved in a purely

objective or subjective method of presentation in poetry. In

matters of poetrxﬁobfectivity, he feels, amounts to a wish to

-t

“transmit, free of imprecise feeling, the nature of the '"thing”
which hasimoved one to write in the first place. This impulse
is coﬁcerned wit§¥abstracting the experience as objettive data.

quéver,fCreeley eels that it is impossible to write anyfhing ’

" lacking the relation of the "thing™ to oneself. His conclusion
" that "a man and his objects must both be pre’sences in this field

of,force‘we éall a,poem"58 echoes a belief similar to that

’

voiced by the Objectivists in their notions of this two-fold

s

. integrity involved in the craft of poetry. -

The-interaction of subjectivity and objectivity in Creeley's,

»
-
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poetry implies the‘same sense of "sincerity'" that was a domin- |

‘ant ‘factor’ in Pound's poetic as well as in those of the Objec-
[ R 4

‘When asked in ‘an 1nterv1ew whether a poet could write

.on a subject he had no feellng about, Creeley replled:. ' -

I don™t see how. -If one reSpects Pound's measure
of 'only emotion endures' and 'nothing counts save
the quality ofi the emotion', then having no feeling
about something seems to prohlblt the possibility
of that kind~ of quallty enduring. :

Slmllar to the Object1v1sts Creeley understodd "51ncer1ty"

within the context of poetry, like Zukofsky's notion of "care

‘In. othgEB words sincérity as a quality is one thing
ut I'm going to take Sincerity in my own

references which again goes back to Pound, that ideo-

gram that he notes: man standing by his word. That

kind of sincerity has always been important to me

and is.another measure of my own commitment to what

.I'm doing.

for the 51ng1e word'": " -

Uslng Pound's and the ObJect1V1Sts' ideas on sincerity as the
measure Creeley notess the qualltles involved in a good poem:

“ I Bon't feel that what the poem says in a didactic
or a semantic sense—although this fact may be verty
1mportant indeed—I1 don't feel that this is what the
poem is about primarily; I don't think this is its
primary fact. I feel rather it is the complex of
.emotion evident by means of the poem, or by the re-
sponse offered in terms of "that emotion so experi-
enced, that is the most signal characteristic that

a poem possesses. So, I feel that the measure of L

“poetry 1is that emotlon which it offers, and that, :
further, the quality of the artlculatlon of that
emotion—how it is felt.,, the fineness, of its artic- 61
ulation, then—is the further measure of its reality._

v

Creeley implies in the above passage that the poem needs

4

to survive in its own statement. The poem needs to exist through

itself, through agency of its.own activity; only then does it

.

4

~
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detail of the eiperience can/{m

-
-~

have méaning: This notion is like Zﬁkbfsky's idea of "objectf—
fication" as the ”totallty of perfect rest " whlch 1mp11ed a
self- suff1c1ency of thought whereby the poem 1tse1f was the

"object " newly arrived at by the poet.

-CreeleY's ideé-of the poem as an act of discovery presup-

poées that the poet, in dealding with his subject. matter approach-

es it not.with a 51ng1eness of purpose ‘that w111\bend the experi-

.ence accordlng to-his personal whim, but rather that the poet

will inté}aét with his experience. Seeing that the purely sub-

S - ‘ . - . i
jective stance toward any expgrience will alter it, he tries to
' ‘ - 4

‘maintain a balance whereby his own purpose or inteﬁtion will not

&~
st exactly be manifested:
/! \ .
Such strangeness of mind I know
I cannot find there more
than what I know. -
3

I am tiréd of purposes,
- intent that leads itsel
& back to its own belief.

In Creeley's poetry there is the constant struggle'ﬁo ex-

pregs the difficdlty of the subjective process being balanced

! * .
- negate the possibility of an/?%Jective stance where the precise,
0

”

with an objective stance. He sometimes attempts to resolve this

problem by presenting facts and details of, say, a simple scene

objectively:
[
Listless,' :
. . the heat rises—
. ~ the whole beach ) . ’
- ’; . , N ¥ ‘. 2
vacant )
"sluggish. i

The‘formershift.‘ :



‘The effect he create's in the beginning of this poem is'.one where

; : body, the

> _ with the .

R IR U NP e - . ’ 4 B o N

et . § R ‘ Y
. - . - 4
. . . 5

C . - N N o

.4

-~

an. eye slowly takes in a scene at the beach. Then‘he resumes
the poem, including in its process a "mind" that fixes this scene

within the context of meaning and references: |, ’ .
. . before we know, . ’ T SR
. before we thoug?t
to know it. g

W

A e The mind
‘ again, the manner
- ‘ of mind in the j

A

. N - weather, the waves
(. the sun grows lower

v e

- .

iﬁj}he faded ‘ . .

e i sky. Washed . - R o T
* out—the afternoon . :

. of another day

‘with other people R . .
- looking out of other eyes. ;

= . -

Only the
- T s children, the sea, - e ‘ ,
the slight wind move g . ‘

~ -

same insistent
.particularity.63

It is‘always the "mind" that intrudes and controls the
events of perc%ptibn and experieqce, accarding to Creeley. The
"mind" that defines things, fixes them within the stasis of mean-
ing, prevgnts;the flux of life from being experienced. This
poém i$ a plea for the type of immediate reaction to events thaf
the static mind seems incapabie of. Only thel”chilﬁren” in the

poem move with the same motion or flux vas the '"sea' and the

”slight wind.'" And-the almost-hidden "perceiver' (the 'voice" of



"ehildren' and the natural elements of 'sea' and "wind."

’

‘objective notation of the "things" he writes about.

-
5

the poem) moves from his "'mind" to note the rTelation of the

The literalness of Creeley's poetry proﬁotes this almost

His poetry

. evokes the Sense of an attentive mind that interacts with the

events of its perceptions, moving with them in an effort to

test the validity of what
poems evokes a feeling or
would make the perception

the statues of an unknown

it perceives. Thus
emotion without the
4 purely subjective

artist in his poem,

the: "voice" of his
romantic -sense that
one. Describing

"The Figures,"

Creeley starts with simple description’ (the same:sense of an

1

objéctive "eye' Zukoféky spoke of) and moves toward speculations

onr the process of art and the interaction of the artist with his

material:

The stillness
of the wood,
. the figures formed

by- hands so still
they touched it
to be one

without

i bodies of
so still

they will

e stone,

from that

hand holding one
hand, faces

eyes,
wooden
not mowe

quiet

action ever

again.

Did- the man

who made -them find :
a like quiet? In

IR thé act

of making them

2

s

o

e



e

it would seem that a subjecti%e stafice would not be needed. How-

&

his-subjective experiences:

[ 4

LY i

‘"I feel that what the poem says in a-didactic or

‘a ‘'semantlic sense. . .1is not what a poem is about
primarily. . .I believe, rather, that it is that
complex of emotion evident by means of the poem,
or by the response offered in that emotion so
experienced that 1s -the most signal characteristic
that a poem possesses. So, the measure of poetry
is. that emotion which- it offers, amd further, the
quality of the articulation of that emotion—how
it is felt, the fineness of its articulation.

-

Since Creeley 1is concerned primarily with the expression

""of the quality or the "intensity of the emotion" in his poems,

"ever, Creeley draws the materials of hié poetry strictly from

- .
‘
¥y

I am given as a-man to work with what is most in-
timat€ to me—-those senses of relationship -among
people. I think, for myself at least, the world
.1s most evident and most integnse én those rela- _ "
tionships. Thereforeé they are the materials of
which my work is made.70

He is able sometimes, as 1in one of his finest poems, "'The:-

& . : : ek .
Moon," to objectively abstract his most intimate experience as

an "intense emotion." In this poem Creeley, through straight

description of mundane, everfday events, builds up to the inten-

-

sity of his observations on aloneness in human ‘relationships:

<

Earlier in the evening the moon
was clear to the east, .
' over the snow of the yard .
- and fields—a lovely :

bright clarity’ and perfect ,
roundness, isolate e
riding as they say the

black sky. Then we went

about our businesses of the

evening, eating supper, talking,

watching television, then ) -
‘going to bed, making love,



<

ceny

G,

»

"intent. . .leads to its own belief." ‘There is less invoTve-

ment with the subjective presentation of such a "mind" and more

¢

of an emphasis on simple emotion:

-

Feeling, or perhaps best to, call it emotion, is

_for me the most 51gn1f1cant content .of a poem.

"I don't always or even often care what the poem
is talking about, but I do care very markedly
about the semnses -and the 1nten51ty of the emotion
thus engendered 66

‘Creeley's terms of measure. ‘for the possibility of a poem

”

orlglnated from Pound s two ‘statements: - 'only emotlon endures'" .

and ”ndthingbﬁﬁtters save the quality of -affection.” The sense

K

of measure-Creeley noted in the writings of both Pound and Wil-
liams was perceived by him to be the balance of form and content
(the subjective and the objectlve/technlca& and psychlc criteria).

Creeley had stated in an 1nterv1ew that Williams and Pound were

’
s g

. f . ) 6 . . ¢ "
the centers for his aown sources. 7 Pound was 1mp0rtant because:

. . (he) brought us immediately to the context

of how to write. It .was impossible to avoid the
tinsistence he put on precisely how the line goes,
how the .word is, -in its context, what has been
done, in the. practice of verse—and what now seem
possible to do. It was, then, a measure he taught
—and a measure in just that sense William Carlos

i Williams insisted upon.68’

~

Poﬁnd‘s method (the ideogrammic method he had learned from Fen-
ollosa and his study of Chinese) was presentational, rather than
analytic. Rather than talk about something in verse, Pound

would present the literal instance side by side with the fact

'thet gave it context. Therefore, as Creeley understood it, the

poem became important through the quality of the emotion it pre-

sented:



vl

Y

36

it must have been i . .
T so0 still he heard the wood - )
and felt it with his hands

moving into : ) N .
the forms
he has given to them, =~ |

Yy

one by singular - g
one, sb quiet,
so still.

In this poem, the subjective speculation begins only with
the lines: "Did the man/ who made them find/ a like quiet?". This’

14

speculation is underlined by a more fordeful statement: It qust,

have been/ so still he hea?d the wood/ ané felt ik withhhishhandS/
moving into7/ the forms/ he has given to them.” This notion of
the artist find%ng ideas in his mater@ai is similar to Willlams;
discussion of the artist and his material in "The Yellow Flower"
where he thinks of the sculpture's of Michelangelo:: "And did he
‘not make/ the marble bloom?".65 Wiiliamé finds an affinity with
anoéher ar;ist while reallginé that his own. ideas come froﬁ
"things." Williams' use of theaf;oqal metaphor implies’tﬁe nur -
turing of that intrinsié "something" within the raw material of
ghis creation. Creeley writes of this also in '"'The Figures,"
. g
but this poem 1s not a direct statement like Williams' "the’pow-
er/ to free myéelf/ and spéak of'it;” }ather, it is an appTOX%-
‘mation of the emotions of the artist in‘relation to his: material.
Since Creeley's poem is more subdued in tone, there is‘
less of a subjective statement in it. Rather, h? gvokes a quiet,

—_—

interise emotion-that seeks to approximate the intense moment of

S

creadtion that is "so quiet/ so still," unlike the "mind" whose

[P



J et e, V. PRGOS G T T e T i

{’ ’ ot . . and then to sleep. But before _
we did I asked her to look ’ .
R " out the window at the mgon ~ . | . A ‘
3 ] : " 7 "now straight up; so that T - - , .

. she.bent.her head -and looked ~ - :
. sharply up, to see it. - B .
T S . - Through the night it must - ,
have shone on, in that . .

~ fact of things—another e .
) . moon, another might—a*. X
3 C full moon in the winter's i
—_— . .space, a white loneliness.
- I came awake to the blue
white light in the darkness,
- and felt as if someone 71" :
were there, waiting, alone. '

L4 3

Creeley achieves, an intense observation in thi's poem by

starting with an objective cataloguing of events-and then moving.

to a moment of intense personal observation: i ; .

.. I came awake to the blue .
’ white light in the darkness. -

"4 ' and felt as if someone
' were there, waiting, alone. -

This final observation is at once subdued "and gurprising. It

*
. ‘.

is subdued.-because of the previous, seemingly mundane description
- of events. The fully personal statement in the last stanza sur-
‘prises because it is a departure from the rest of the poem. How-.

ever, the tone is maintained, as the final subjective inclusion

’

is balanced py the objective descriptions preceding it.

+

This balance between a subjective'énd objective stance

< ’

was first considered by‘the;Imagists and Objectivists in thelr

poetics. It originated from a desire to merge the techndical and
n ) -

psychic criteria in the completed poem. For the Imagists, who

(. may be considered the first "modernists,'" it became an attempt

L k4

’



“in Pound's Metro poem‘~ Creeley, however, and hls feﬁ}ow post-

.and, the other postmodernlsts. J§peak1ng of ghls relatlonshlp of

. -/ _
the form (the~technica1)‘to the- content (Epe psychic content),.

€«

- R 7
. o N
- . - : ;.
. ,
. . .
oo . .y . . “
. - . Fo o 4 40
R o . .
- - ~ . 4 -~
. . . = ’Q - - ® .
. . .

= .

Y

‘at creating an organic whole where\words had to;be<Eare£ﬁlf;

r , T ‘ ) N \/

selécted‘to'qttein\proper .juxtaposition to form a.new:ymage,'as

A}

8

modernlsts ‘took thlS ‘one step further.- They worked foward an
/
open- form in poetry where the, tr1v1al accounts of mundane, dally

things could be presented, simply because they ex sted——were

- ;
there. o .. . : j/
! /

HQWCVGT; the'attempt'to merge the techniéal and.pSychft

aspects in the poem was still" of paramount 1mportance to Creeley

Creeley stated: oo /

N -

. I felt that the way a thing-was said would. intim- ~ . .

ately declare what was being said, and so there- . .

fore, form was never more than an extension of

what it was saying. The what of what was being
said. And the_how (the mode) then became what I
called 'form'.’ ) .

&

Thls notlon evolved into Creeley 5/now-famous declaratlon prlnt-

ed in Charles Olson's ”PrOJectlve/Qerse" essay——"Form is never.

more than an exterision of contejt.’

‘Williams. William Carlos'williams wes’pernaps the greatest in-

»

This balance of form and content became, for Creeley,
. / ) , )
that sensé of measure he noted in the writings of Pound and
; .

v

fluence on Creeley's early/poetry Williams gave Créeley a
"sense” of poetry——q stance that upheld the 1ntegr1ty of the -

poet as orderer of real ity coex1stent with the poem as a newly

arrived-at object.“ As Williams saw 1t, it was not what the poet

/ i

said that counted as-a work of ‘art, rather:

RETRY

A
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] _ - .. Lit's what he makes with such Lnten51ty of
- o e perceptlon that it-lives with 'an intrinsic move-
- . ment of 1ts own to verify its authent1c1ty

i

~a special moment:

When a man makes a poem, makes it, mind you, he
takes words as he finds them-intkrrelated about
o . . him and-composes them—without distortion which
7 -7 would  mar their exact significance into an in-
) " tense ‘expression of his perceptions and ardors
"~ that they,may constitute a reyelation in the :
speech that he uses.’ \

!
' . . \

As Creeley noted in reference to this passage: "All use\is a |
i

personal act, and 1 have used this sense, of poetry, insofar as’
75
"

_— I have been capable. The "sense of poetry" Cteeley speaks |
of is the "measure' Williams sought to define in his poetics.
/- . What foIlo@s will be an attempt at interpreting Williams' ﬁoet— L
V " jics in relation to Imagism and Objectitism, as well as locatiﬁgl
, itAae the other "source' for-Creeley's own poetics. In addi-
’ * - tion, Williams will be evaluated as the definitive 1ink between
B ’ the "moderdlsm"‘of the Imaglsts and the ObJect1v1sts and the

postmodernist theories of Charles Olson and Robert Creeley. o
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Even though W11113m7Car1os Williams had grown dlssatlsfled \

' \

with the llmltatlons of Imaglsm early 1n the 19205 certain 1deas

he had der;ved'from—Pound were §till apparent in both his‘poetiy
and his statehents on poetios. Poofry3_for Williahs as'Well,as

]
§

_for Pound, had to be a vivid description of what IS, as he &&sert-

ed in his "Notes in D1ary Form"‘

The good poetry is where the vividness comes up

"true' like in prose but better. . .poetry should
. strive for nbthing else, this vividness alone, per
- . se, for itself. The realization of this has its.
" own 1internal fire that is-'like* nothing. 'There- N
fore the bastardy of the simile. That thing, the :
vividness which is poetry by itself, makes the O
poem. There 1s no need to explaln or compare. Make
it and it is a poem.

Instead of writing a didacpic account of what happens in a poem,

Williams sought to make .

. . .the thing insofar as possible happen: on. the ~.
page. The imagistic method.comes in there. You
can't tell what a particular thing signified, but

if you see the thing happening before you, you‘infer
that that 1s the kind of thing that happens in the
area. That is the 1maglst1c method. -

This lack of d1dact1c1sm was further emphasized by Wllllams in an.

interview with Walter Sutton:

-The design of the painting and of the '‘poem I've .
attempted to ,fuse. To make it the same thing. And
sometimes when I write I don't want to say anything.

I just, want to present it. Not a didactic meaning.

I don't care about the didactié meaning-—the moral.

To add some tag is absolutely repulsive to me.3 . -

Williams discussed the intents of the Imagists and his role

—

47



~in'¥¢1atipnlto:tﬁeir poetics in hf$~Autobiogrqphy:'

To my mind the thing that gave us (the Imagists) ' .
most a semblance of a-cause was not imagism, as

~« some thought, but the line: the poetic line and

p ~ o our hope of its recovery from stodginess.

Williams saw the "immediate image" as essentially impressionist-

ic.  He was interested in the design or pattern of the poem——%he'

\
Vo

R phenomenological relationship the parts of the poemﬂmade‘to eath
other. As such, the poem became in itself a reality, an object

that was not simply an i1mitation of reality. Speaking of the

painter, Cézanne, whom Williams called a designer, he stated: .

‘He put it ‘down on the canvas so that there would
be a meaning without saying anything at all. Just
the relation of the parts to themselves. In con-
. sidering a poem, I don't care whether it's finished
4 - or not; if it's put down with a good relation to the
" parts, it becomes a poem. And the meaning of the
T poem can be grasped by attention to the design.®

Two examples of poems By Williams that were written in the

-

Imagist mode and were impressionistic are "Poem'" and "Th? Red

‘ l
Wheelbarrow" :° . ' o
- T _ ' The Red Wheelbarrow

so much depends
upon . ‘
I

» . a red wheel
: . barrow . ‘ .
T | ' ¥
. glazed with rain ’ ,
-water

beside. the white
chickens

What is immediately apparent in tPis>poem is the influence of
still-life paintings that was also evident in poems like '"Metric

Figure,” "Woman Walking," and '"Gulls' in his collection of poems
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entitled Al Que Quire!. In addition to the vividness of the col-

ors (the-"redness'" of the wheelbarrow contrasted with the "white-

ness'" of the chickens), the relation of the ‘parts 1s asserted in
the very first line of the poem: 'so much depends." Tt is this’

line that carries the poem beyond mere impression because an inter-

3

relation is dsserted between objects that,‘iﬁ turn, provoke thought.

Like a Cézanne painting, this poem is a depiction of the inter~- .

dependence of all phenomena, recalling a state w@é?e nothing is
separate but rather in, harmony with other objects. :The first

line of this poem-asserts this harmony'and, therefore, the reader

B

becomes aware of a '"mind" that has established this correspondence.
The second example-is M"Poem':

As the cat
. climbed over M
. the top of . o, .

: the jamcloset . -
, first the right .
1 forefoot

, : catefully
N N ~then the hind
stepped down _ 2

- -

into the pit of - T

flowerpot.\

What carries this poem beyond mere impression toward an aware-

]

ness of a "mipd”-per&eiving a pattern is the attehtion to de-

i ' 3
~

tail. :We recognize that while we may have observed a cat mov-
; , .

o r

ing in a similar situation, we have not really '"seen'" or noticed

the delicateness of its‘hovement. “The attention to detail is

~

o
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apparent in the exact manner of the cat's movement: '"first the
right/ forefoot. . .then the hind". We are made aware .of the

tension of the scene as the cat steps into the empty flowerpot.

One almost e*pécté to hear tﬁé.crésh of broken pottery, but Wil-

liams' use of the éayerb ”carefﬁlly” creates a whoie feeliﬁg of
delicateness which seems to be the purpose of fhis poem. It 1s

- almost as if the momqnt has been frozen, yei’the pictu?e st1ll
conveys an intimation oﬁiactlvii} and motion. that 1s the.,basis of

most still-life painting. ' '

IE is the intriﬁsic,quality of 1ife——é sense of;”dpiet” and
being (what the philosopher, Martin Heidegger, termed. as ”Isiigr

keit") that is apparent in .these two poems. There 'is an essential

» - i * . - -
simplicity that 1s evident here, as well..as a sincerity on the

part of the poet toward his Jsubject matter. The reader ;senses

1

the honesty of the poet as well as the poet's fascination_with
any aspect. of 1ife,* however mundane or trivial it might seem in
_comparison with the purported 'great'" themess/of literature. This

attitude of simplicity was asserted by Williams when he commented

' - ~.

on his first book of poems:

It is typical of me to want my first book of poems
0 to be called simply Poems. And also. typical that
: the first poem is called 'Innocence' and the second
"Simplicity'. I appear to be stating my case right
. from the beginning. The first line in the first
. poem redds, 'Innocence can never perish.' I really
—~— believed. that then, and I really believe it now. It
is _something intrinsic in a man. And I still care’
about simplicity. I have been outspoken. I.try to
say it straight, whatever is to be said.

i
1

The impressionistic qualities that were involved in Wrifing
i poems stayed,with Williams throughout his early and middle periods.

o
L
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However, Williams grew dissatisfied with the 11m1tat10ns of Imag-

ism early in the 19205, and it was for this reason that he JOlned

Zukofsky andtthe ObjGCthlStS in an aftempt to integrate objec-

!
}
1

~  —7 -~ tivity.and subjectivity in the form of the poem.~ Zukofsky recog-
‘nized the similarity of Williams' concerns, and in his preface td
An "Objectivists' Anthology he cited four of Williams' poems—'"To
Elsie,' "The Botticellean Trées," "It 1s a Living Coral," and 'Full
Moon'"~—as being among the poems which exemplified the theoretical
principles of Objectivism. N .
For Williams, the objectification of an Image meant:
. . .both to intensify its qualities and to blur or
eliminate the features of its surroundings. In the
. * same way, a pérson who 1s 'objective' eliminates rall
irrelevant or accidental responses in order to 'focus'
- 7 his ' mind more entirely on the subject of his experi-

ence. The operation of the objective of the lens 1is
therefore analogous to the conventional meaning of
objective as 'free from or independent of pgrsonal
feelings, opinions. . .detached; unbiased.

, .

Yet this reference to the ”objective of a lens'" (deraived partly

“

from Zukofsky's statement) pointed only to the poet's concern with

b

fo%ﬁ,*and it was Williams' goal to integrate subjective content
(psychit‘qriterion) with this objectitity. As such, Williams
viewed Objectivism as a step heyond the mere impress%onistic pre~
sentation of the 1mag§ in the poem:

.. the poem, like every other form of art, is an
object an object that in itself formally presents
its xrase and meaning by the very form it -assumes.
Therefore, being an object, it should be so treated
and controlled—but not as in the past. For past
.« - objects have about them past necessities—I1ike.the .

- sonnet—which have conditioned them and from which, -

as a form itself, they cannot be freed. ’
The poem being an object (like a symphony or *
" cubist painting) it must be the purpose of’ the poet
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- to make his words a new form: to invent; that is,
: "' ' an object consonant with his day. This was what
® we wished to imply by Objectivism, an antidote, in
| a sense, to the bare image haphazardly presented
in 1oose verse.

-

rThQ-bare‘lmage as impression was inadéquate for Williams
because it failed to assert the relationship between the observer

and the observed. Commenting indirectly on the.technical aspects

of Imagism, Williams siated:' -
- . 'Simply phy51ca1 or external reallsm has an impor-
° tant place in America still. We know -far less, ra-

" cially, than we should about our localities .and our- '
selves. But it 1s quite true that the photographic
camera will not help us. We can though, if we are

/ ' ) * able to see general relationships in local settings
' set them down verbatim with a view to penetratlon ¢

The bbvious key phrasg in the above statemqpt is Ma view to peﬁe-
tration." From’this statement as well as-others in the body.of
his_criticallwriting$3 we‘can,conclude that Wili;ams_wanted to
penetrate into the emﬁtlonalgreality'of the felationship between’

the poet and the inexplicable world of phenomena that surrounded

him. #Only when this was achieved without preconceptions and
learned rhetoric could the poet view the world as an essentially
"new'" experience and thereby permit the poem to exist as an ob-

ject unto itself:
- ) A man writes as he does because he doesn't know any
" better way to do it, to represent exactly what he
S has to say CLEAN of the destroying, falsifying, be-
. . \xm* smutching agencies with which he is surrounded.
‘ ‘ Everything he does is an explanation. He 1is always
L T . .trying his very best to redefine his work until it
‘ B is nothing else but 'useful knowledge'. I say every-
. thing, every minutest thlng that is part of a work
. of art is good only when 1t is useful and that any
( ’ ' other explanation of the 'work' would be less useful
. than the work itself.ll * .

Yot . A e o VR SN
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e
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no part, as in ‘any other machine, ‘that ‘1s redundant.

@ ! - w4

Meaning, therefore, was derived from the huthent1c1ty of the po -~

etic. 1mag1nat10n (the subjectlve mlnd) assertlng a ‘congruity w1th

the world of obJect1ve reallty The poem as thlS self-suff1c1ent
obJect presented to the reader the world of the artlst Wthh was

a "world of the 1mag1nat10n where there is nothlng,but truth and .
12 ’ - '
H

beauty

In his, 1ntroduct10n to The Wedge, Wllllams‘deflned the

v

pogm as "a small (or large) machine. made of words. When I say

“there's nothlng sent1menta1 about a poem I mean that there cdn -be

";3 ~The use

of the term "machine' seems to indicate an emphasis on\the purely

obJectlve, dev01d of any subjective or emotional content. How-
ever, W1111ams went on, to expand on the dual necessity (the sub—
jective and the ob3ect1ve) that went into the-constructlon of the

pbem Pirst he descrlbed the role of the poet as .the- orderer of .

.the objective data he had gathered

When a man makes a poem makes 1it, mind you, he :
takes words as he finds them 1nterrelated about. him . .
and composés them—without distortion which would ’
mar their exact significances—into an intense ex-
pression of his perceptions and ardors that may con-
stitute a revelation 1in the speech that he uses.

[

‘Here, the "perceptions and ardors'" of the poet may be equated with

the emotions and feelings (the subjectivity) he brings to the work.

The poet had to feel sincerely in order to communicate the inten-
—_ N ,

sity of the experienCe that had prompted‘him to write in the first

place. Secondly, Williams stated the manner,in which the poem
becameuan~object, sufficient unto itself: -

It isn't ‘what he says that counts as a work of art,

Y
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it's what he makes, with such intensity'of percep-

7“Jh\t10n that it lives with an intrinsic movement of -

!
!
!
:

o

its own to verify its authent1c1ty

- >

The,statement ”intrinsic movement of its own" implies the objec-

t1v1ty that must be apparent if the poem 1is to be successful

.The poem had to move beyond a purely personal and subjective

Q.statement

to the-larger sense’ of a unlversal experlence The ob- .

\ .
/Jectlve_valldlty remalned.ln the fact that thej?%ader [ 1magina-
. .. : . L ; .

‘tion. could accept the poem as.the intense perception of an indi-

'v1dua1 wha recognlzed certadn truths thatzwere basic and authen—u

t1c and thereby extended beyond the 11m1ts of one's subjectlve

-8

-experlence to include a larger, more obJectlve whole.

d
LI

Wllllams felt that the poem had to be mqre than the simple

A

relteratlon of objectlve data.ﬂ He felt that the subjectlve and

’ ‘the objective had to be equally present in a poem:

T

.

. . .the artist is: 11m1ted to the range of his con-
-tact w1th the objectlve world. « True, in begettlng
. his poem ‘he takes parts from the. 1mag1nat10n but it
is simply that working among stored memories-his
mind has drawn parallels, completed progressions,

- transferred units from one category to another, .

~ . N
'

Therefore,

poem had to stem from a primary impression pf the bbjectiye'world‘

a

—'"'No 1deas but in th1ngs

_clipped here, modified there. But it is inconceiv-
ablé that, no matter how circuitously, contact with

an immediate objective world of actual experience
has not been r@gorouélyxmaintained.16 .

as difficult as this was to achieve, the ideas in a

\

The tension between the subjective and the obJect1Ve, be-

. tween the

.Williaﬁs,was noted by Joseph Riddel:

words (ideas) and the data (things) in the,poetics’of

-

Words are not things for Williams, nor-is he'guilty

T \3 el r
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. of commlttlng hlmself to the pathetic task of re-
T storing -Words to some lost ideal identity with
~ things. On the contrary, his compulsion to restore
language to its facticity to sharpen the edges .of
images, acknowledged the fundamental difference be~
" tween the word and the thing as the very thing tha't
defined this relation. Facts became facts in the
relation provided them by language. And poetry, -
original poetry, is the refreshing of the dlscovery
-, of this relation.l7?

When Wiilramg stated that "it 1is not what you say that.matters hut
the manner in thch you say it,"!8 he Was allo&ing'to~rhfz funda -~
mental use of 1anguage to serve as the means of relatlng the sub-

Jective inner world to the obJectlve, outer one.. Wllllams was

§ga1nst emot1ons for their own sake and believed that emotions

did, not control the poem, rather the objectlve m1nd "which drives

‘

Lo and selects among them (Emotlons) as though they were a pack of

wl9 ' o .

trained hounds.

Williéms thus, discriminatéd between the subjeétivé and the

o

objectlve by rejectlng partlcular and sent1menta1 emotlons. '"fhe

N

¢rue value 1is that pecullarlty Wthh glves an obJect a character

by 1tse1f The assoc1at10na1 or sentimental value is the false:"?0

v

—hThis "true value"‘wés achieved oﬂly through the poeficllmégina=

'

——

Jtion which eramines the apprehendéble, physical'realitylof the
objective ﬁorld. Implicit in this concept of a poetic Imagina-
tion were two faotorsl" The “first factor denotod a Mind rhat

;goughr to regconcile the‘persoﬁal,'subjootiVe éxperiencé“of theé

poet with a 1arger awarenesé of 'the external world. The "dance

‘of the Imaglnatlon” was therefore one of the poetlc Mind that be-

- I

-came a Self only insofar as it establlshed relatlons with the un-

known-and communlcated~§hls relation to others via the medium of

‘f,‘ -

i
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language. Poems™attained power
‘meftaphysical structure:

. .Q.a poem is tough by no

a logical recital ofjevents

poetic

of the

senses, close to the nose.

Throughout his career as a poet Williams was.constan ly coqcerned
with recondilingsthis dilemma of translating sensory € perlences

into ,the logical constructs of language w1thout’losing‘~he“texture

by

- RN { .
of the. experience in the rthetorics, The first step, he fglt, was ¢

for the poet to assert the uniqueness of each "object" ab ut which ™
” \

Doing this, the poet "discovers in things.'those \inim-

_.itable. particles of dissimilarity to all other things which are

e t °

-]
the pecullar perfections of the thing in questlon."23 . )

° Willjams' conclusion was that the artist must possess,thé\
psychic and technical considerations equally in his poetr&. (In \
this éése "psychic' may be taken Eg medh a humagistﬁg/zbncéfn.) i
The artist was "he with the most profound insight inte the lives
of pedple and the widest imaginative skill in its fechnicgl in-

-terpretatiows—or any part thereof.”24 Williams' principal

[
& - -
kg -
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poetlc speech,

T

contribution to th poetics o¥

define this psxchlc ériterion: i

2

W

it appear€d™as verb?l utterance on the page-ln‘a technlcal sense

attltude of the poet ' t

H

Joseph Rlddel noted:

Language is Williams'

the house of language,
“And language is the perfect instance

tions theres
of touch as measure. .
the world of things.

+

e

4

open-verse lay “in his abilitf to

n terms of a new "measure" for

- -

oward hlS subject matter as-

e

'

measure of man. Man lives in
and carries out 'his transac-

Through language man touches,
He ddes not -take possession. bf

’ .the world but taked his place in it,

et

not as subject

—but_as object.

Through language man touches other

R ‘ men;
. other and to the unknown.
knowledge.25

LR

Williams sought to embody in a work of art the element of

"timelessness" which, he felt,

he becomes a self onlky in his relation with™ the

This is objectification, ,

was evident through the world of

1 . P . #
the senses and was deplcted in the sensuality of a wqrk of art.

Describing the role of the artist in the creation of’%‘work of

art, he-stated:

<

A work of art is important only as ev1dence,

in its structure,.of a new wgrld which it has been created to

qffirm:”

3

an ivory-tower of the imhgination.:
L]

6

all experience,

~was rooted within the actual,

26 Yet this '"'nmew world" did not confine the artisf to

Williams* felt that =zll art,

physical world,

the poem had to create this 'mew world" from an apprehension of

the real. The artist,

P

he wrote, '""dpés not translate the sensu-

S

“

and

ality of his materials into symbols°butldeals with them directly.

By this he belongs to hlgfworld and tlme, sensuglly,;reallstlc-

ally. "27

a measure that 1ntegrated Khe form of the poem asa

-

The effect Williéms strove for as an artist cend xhiwaas\

”

&
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-"revolution in the conception of'the poetic foot.
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a testament. torhis humanity) was to aSsert a relafive.truth or

ins}ght that could be generally appli¢abléL To do this he sought

.to keep himself "objective enough, sénsual enough“-so that hisJ .

N

audience "may the better ‘see, fouch taste, énjoy their Own world

dlfferlng as it may from mlne ‘By mine, thex, dlfferent |can be -

:

dlscovered to be the same as ‘I, and, thrown 1nto contrast will,

1 , '
see the 1mp11cat10ns of a general enjoyment through me._"28 This

commitment to’ the communication- of the sensuality -of the poeiﬁé

’
PRI

-experience was apparent in Williams“ use of an idiomatic poetic -

language—éwhat he defined as the 'sense of "measure" that attempt-

y T

ed to 1ntegrate sub3ect1v1ty and ob3ect1v1ty or psychlc and tech—

1

nical criteria within the poem. ) g
¢ X

“Williams rejeéted past notions of poetic .structure and

.
e
«

felt that modern poetry was in the process_ of ﬁerpetudﬁing a .
L VN ) ”29
l N
that in the past "there was. . .a subject matter that was 'poetic'

>~ o

and in many minds that is st111 ﬁoetry——and exclu51ve1y so—the

ot

'beautiful’ or pious (and 50 beautiful) wish expresseq in ‘beauti-

ful langiage—a dream."30 However, going beyond this‘”romantic"
notion of poetry—the same notion that Pound had criticized when
he referred to the nineteenth century as a "blurry, messy sort
of period"—Williams offered that "there could, be a new subject
matter and that that was,nof in fact the‘poem at all,'" meaning

that "the serious poet has admitted the whole armamenture of the

industrial age to his poems. n31

P

The only aspect- of the poem that Williams upheld as perm-

He belieyed'

~xQ
e iy Wil Yt ki T o e B v e 1T e "

.
L
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anent and sacrosanct was structure and as a result the only Te-

. A
'

allty the poet could know was the ”measure" assoc1ated w1th 1t.,;-

.

Williams, felt the nece531ty for a2 new measure because

Our 1lves also have lost .all that in the past we had

- to measure them by, except outmoded standards that RN

are qmeaningless to us. _In the same wdy our verses, .

of which our poems are made, are left without any t
metrical constructlo of, which you can speak,’ any

4 - recognizable, g new measure by which they can be
pulled together.:; .

- s . . \
¥ s / N

\

be commenSurate w1th the soc1al economic world in

Yo
- ¢

whlch we ‘are living~ as contrasted with the past It _is, in many

1

1ng that W

'Therefore th sljyew measure” would involv" ""a new way of‘measur—'\
,ﬁ

ways a dlfferent world from the past, calllng for a dlfferent

measure.,3§ Wllllams therefore reJected the past structures and

.

. subsequent values because of-his concern'w1th the,1mmedlacy_of

_exnerlence., In this way he laid the groundwork for the open-
verse,of Olson and Creeley that sought to include any aspect of

experience into the structure:of the. poem. By being 'open" to

" the demands of the immediate,world,'this measuré of Williams em-

braced new, psychic concerns within the structural framework.
Williams' predisposition to the rejection of the past and
a plea for an open-form poetics .came as a partial reaction against

the predominant influencé of T.'S. Eliot's“poetry and poetics 1in~

the 1940s. .In his Autobiography, Williams described Eliot's The

3

Waste Land as ''the great catastrophe to our letters" because it .
‘ 34 ‘

"gave the poem back to the academigs."” Williams felt that
Eliot was in opposition to the movement he was involved in, which

was "the rediscovery of a primary impetus, the'elementary prin-'

= Lo
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ciple of all art, in the local c:ond’ition."‘35 The ™local condi-

-

"tion," for Wilfiams,"meant a rejeCyion’ of the past, of a binding '

-

“tradition that belied discovery of a new form and fresh;.original

pqeticvlanguage._ . . - . : 3

Perhaps the most., fleTC61Y rejected work of Eliot's by W11—

liams and the other proponents of open- form poetics 1like Olson

... and Creeley was the essay ”Tradltlon and the Individual Talent"

wh1ch appeared as: part of a collectlon, The Sacred Wood in 1920.

T..S. -Eliot felt that tradition played an 1ntegral part in the

sen51b111ty of the poet: ' . -

- It (tradltlon) involves, in the first place, %he

- historical sense, which we may call nearly indis-
pensable to' anyone who. would continue to be @ poet -
beyond his twenty-fifth year; and the historical’
sense 1involves a perception,- not only of the past-~
ness of the past, but of its presence; the histor-
ical sense compels a man to write not merely with
his own generation in his bones, but with a feeling
that the whole of literature of Europe from Homer
and within it the whole of the literature of his -
own country has a simultaneous existence and com-
poses a simultaneous order. This historical sense,
which i1s-a sense of the timeless as well as of the
_.temporal and of the timeless  and of the temporal
together, is what makes a writer traditional. And '
it is at the same:time what makes a writer most
acutely conscious of his place in time, of his
contemporaneity.36 \ , ’

-~

EllOt also referred to the concept of a unlversal ”Humanlty,"

P

"the mlnd_of Europe. . Wthh he (the artist) learns in time to

57 This statement

be much more important than his prlvate mind.”
seemed to focus on the notion of an absolute truth as opposed . to
the relative, personal truth that Williams, Olson and Creeley

argued for in their pdetics. In addition, the "mind of Europe"

was 1n direct opposition to Williams' concern with a local liter- .,

”~
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ature, historf, and idiom that was expounded upon in his collec-

tion"of essays entitled In the American Grain where Williams

. stated a case for the primaty of American culture. -

)

Eliot also argued that 'the progress of an artist is a

continual self-sacrifice, a continual extinction of personality,'

'thereby asserti§g~an impersonal theory of ‘poetry with regard to

_the relation of the poem to its author. The mind of the poet,

=7

iaécording to Eliot, "may partly or exclusively operate upon the

experience ¢of the man himself; but, the more perfect the artist,

38

the ‘more perfectly w1ll the mind digest and transmute the passions

which are its material.”39

Eliot's use of the'ferm "transmute"

is especially interesting in the previous passage. Transmutation,

particularly in this context, 1s an alchemical term that refers

to the process of transforming baSe substances into a more pure

form. Eliot.wished to “transmute'" the '"base'" emotions and pas-.-

sions (the subjective)'into-é “Tar¢“ or purer construct of the

intellect: "For it is not the 'greatness', the intensity, of

the emotion, the components, but the intensity of the artistic,

) 40 s
process. . .that counts."

ate, sensual response to the objective world ran counter to Wil-

liams' belief that all art, all experience, was rooted in a psy-

chical (and cansequenfly personal) apprehension of fhe world.
T. S. Eliot's poetry and poetics thus rejectéd the emo-

tional content within the poem. He felt that:

It is not in his personal emotions; the -emotions pro-

voked by particular events in his 1life, that-the
poet is in.any way remarkable or interesting.4l

wn

This outright rejection of a passion-
8 .

°
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-Eliot also distinguished between the common emotions shared by

L.
N

-

J
XEY

3

men and the 'rarer,'" purer emqgion of a poem:

The business of a poet is not to find new emotions
but to use the ordinary ones and, in working them
up into poetry, to express feelings which are not

in actual emotions at all.

P e

T w
-
T wee

i L4
A )
- One can mnotice almost a .distaste for human problems

passions in this passage. It is as 1f emotions were slovenly,

be "worked up" into poetry, which implied that, emotions needed to

feelings and

ta

be made to cohere in a more orderly fashion through the use of
. ) ' - poetic language.
Eliot was against the whole notion of a "personal" view- g

point being expressei in the poem (precisely what makes Williams

~
3

and Creeley so readable) because he felt- that

Poetry is. not a turning loose of emotion, but an
escape from emotion; it 1s not the expre5510230f

' personality, but an escape from persona11ty

M

Y

*In order to compensate for or to deal with the ‘elements of sub-
in the essay "Hamlet and His Prob-

o ‘jectivity and emotion Eliot,
1 ; : -~
. 3

% lems," derived e notion of an "objec¢tive correlative' .that ‘could

serve as a means of or formula for expressing emotions

. . 1 The only way of expre551ng emotion in the form of
> h art is by’ finding an 'objective correlative'; in
. ‘other words, a set of objects, a situation, a chain’
of events Wthh shall be the formula of that artic-"
ular emotjion; such that when the external facts,

‘'which must terminate in sensory experlence4 are )
given, the emotion is immediately evoked.4

Eliot's '""The Love Song of J. Alfred Prufrock" is a perfecb

example of the use of the "obJectlve correlative.

the technical brilljance of this poem in its use of language,
what remains after reading this

 §
metaphor, allusions, and images,

.
o,
*

Yet, despite'

BN
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seemingly most emotional of testaments is a personality without

.

substance., It can, of course, be argued that -this was exactly

Eliot's intent. However, '"Prufrock" is really a poem,with mean-

A

- s

‘
M
o
é‘“
&

ing but 1little substance. It remains as not much more than a

- -

T

: ' deliberately satiric portrait of.a neurotic, despairing personal-

ity who lacks personélity perhaps because the projection of the

- ‘ 2 A\
i ° . . . . . \
& poet himself into his work 1s missing. , '

How much more real (and comically poignant) is the portrait
o C of loneliness Williams paints in '"Danse Russe": -

’ . If when my wife is sleeping ) -
and the baby and Kathleen -

are sleeping ‘
and the sun is a flame white disc -
in silken mists

: above shining trees,—

: L . if I in my north room-

) . dance naked, grotesquely

T ) before”"my mirror ¢
waving my shirt round my head

- and singing softly to myself: N
. "1 am lonely, lonely. . . .
I was born to be lonely,

I am best so!'’

If I admire my arms, my face
my shoulders, flanks, buttocks
, oo against the yellow drawn shades,— R

¢ Who shall say I am not : 45 y
. the happy genius of my household?

This porérait of Williams, the venerable pediatrician and family o
doctof, dancing naked in his room is both comic'and touéhing. Even
' though the poem is oPtimispic (after all, he is ‘the "happy genius!"),
there is a sense of bemusement and wonder at the fate of Man who is
aware of his aloneness in an inexplicable world despite‘seemingly

i; familial comforts. Despite the oddness of'his ”grotiijfiy humanity,

D™/ -0 24 o v
T
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Williams' poem affirms the mystery of one's seemingly meaning-

-

}ess humanness.

e - "

‘Williams rejected the ”rare” manner of Ellot s poetry and

'

"even applied thla_crlt;c1sm to Pound because he felt that a new

I 'l ' ' N
poetic languagé had to be discovered to provide for a full psychic

and technical measure in a poém. The words of the poem had to
fit the occasion of their utterance and, for this purpose, Wil-

liams' 'measure" came to include a proprioceptive. awareness of
* <

the poet's place and role.toward his subject matter that was ex-
+

>

"pressed through the idiom of common speech: ,

I've .dlways wanted to fit poetry into the life around
us because I love poetry. I'm not the type of poet
who looks only gt -the rare thing. I want to use the
words we’ speak and to describe the things we see, as
far as it can be done. I abandoned the rare world of
’ H. D. and Ezra Pound. Poetry should be! brought into
A the world where we live and not be so recondite, so
removed from the people. To bring poetry out of the
clouds and down to earth I still believe possible.
Using common words 1n a rare ‘manner will advance the
cause of the Poem 1nf1n1teﬂy
' )
In this particular instance, the "rare manner' may be interpreted

i

. } . .
as the psychic stance the poet takes foward his subject matter—

‘the manner in which he brings his Self to interact with the world.

B »

The "new measure," for Williams, implied a type of struc-

tural concern whereby the lamguage of( the poem corresponded to

+ the "intensity of feeling" (Creeley's phrase) thus evoked. Wil-

-7
liams stated:

"Most poems I see today are concerned with what they
are saying, how profound they have been given to be.
So true 1s this that those who write them have for-
gotten to make poems at all of them. Thank God
we're not musicians, with our lack of structural in-

* vention we'd be ashamed to look ourselves. in the



S
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face otherwise. There .is nothing interesting in
the construction of our poems, nothing that can /
' jog the ear out of its boredom. ‘ </

-
/

Williams suggested that the poet should attempt to achieve the

effect of a pure or clear line or a clear statement by '|trying to

speak outr1ght.”48 - ,

In addition, Williams félt “that the poem had to /make an'

. / )
explicit statement that directity linked reality to thg poetic .
’ -

"1dea'::

Measure, an anc1ent word in poetry, something we
\have almost forgotten in its literal significance
as something measured, becomes related again with
the poetic. We have today to do with the poetic,
as always, but a relatively stable foot, not a
rigid one. That is all the difference. It is that
which muét become the object of our search. Only
- by coming to that realization shall we escape the
' power of these magnificent wverses of the past which
we have always marveled over and still be able to
enjoy them. We live in a new, world pregnant with
tremeridbus possibility for enllghtenment but some-
times, being old, I despair of it. For the poem
:which has always led the way to the other arts as
to life, being explicit, the only art which Is ex-
plicit, has 1ately been left to fall into deCay 49

This discussion of "measure” by Williams found 1ts way into
the common rhythms of everyday speech in its practical application,
especially in the body of his later poems. The '"hints toward com-

position' Williams presented involved a -view of language that

' A

came to correspond with Olson's and Creeley's ideas on open, pros

~

jective verse. The 'mew" speech of Williams was an assertion of

the posibilities implicit in' the "American idiom"
This does not mean réalism in the language. What.
2 * it does medn, I think, is ways of managing the
language, new ways. Primarily it means to me oppor-
-tunity to expand the structure, the basis, the actual

w



By '"basic structure" Williams meant a '"live syntax,' not

gy fhrough the use of active vérbs. The increased use of *dia-
lect" 1in WiXliams' poems—the use of an "American idiom"—promo-
ted a poetic speech that was in direct relation to the personal,

subjective world of the poet.

F S e e e, A Lo gt v et 4 s s b e

. .
making of the poem. \

It 1s a chance to attack the language of
the poem seriously. For to us our language is-

.serious ip a way that English is not. Just as to

them Eng}tish 1s Serious—too serious——in a way no
dialect could be. But the dialect is the mobile
phrase, the changing phrase—as their languages
were to Chaucer, Shakespeare, Dante, Rabelais in
their day.

It is there, in the mouths of the living,
that the language 1s changing and giving new means
for expanding possibilities in literary expression
and, I add, basic structure—the most important of

.all.

fore, corresponded to the natural speech of the poet and the

form of the poem could serve as -a direct testament to the natural
way the poet‘spoke.and‘moyed with .the-intensity of his emotions
that- became evident in the transcribed language.

fied the use of the "American idiom" by pointing out his natural

—

affinity to that speech:

The language of the poem had to arise from an acute experience of

the local condition. This local condition, for Williams, was the

I said what I had to say, using the American idiom;
I felt free with 1t. The rhythmical construction
of a poem was determined for me by the language as

66

unlike. Fenollosa's prescription for a language charged with ener-

The utterance of the poem, there-

Williams justi-

it is spoken. Word of mouth language, not classical

English.>1

2

and his language was the spoken language of th§ people:

+

~

"American environment, the world he was intimately familiar with,

H
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" I couldn't speak 11ke the academy. It had to be|

. modified by the conversation about me. . ot th

: speech of the English country people, which woul

- ‘ have something-artificial about it; not that, buq
language modi fied by our environment; the American
environment. . .

.~

In addition to defining the use of language aad its conse-

-—
’

quent expression through Tdiom(withﬁﬁ the poem, Williams described

the common subject matter of his .poems as the concern with the

«@

ewerydax experiences of the poet, or what can be seen as a coh-
cern with mundanity. '"Muyndanity" is certainly. not being used here,

as a term of disparagement. Yet.if we look at a poem like ''This

is Just to Say,”/we wonder whether, in fact, this is "poem' at

all: , .

' K .

This is Just to Say ° .

I have eaten

‘ .- the plums

- that were in .--- S . . ..
the icebox ' .

-and which . .
- you were probably .
saving
for breakfast

. . Forgive me .

- - they were delicious . -
N so sweet

. and so cold.53

H

Certainly the concern of this poem (its sﬁbject ﬁatter)
seems to be anti-poetic with respect to poe;ic trgdﬁtjon. If we
examine its theme we are‘simiiariy baffled. Reading into this
work we can vaguely discern guilt (for having eaten the plums)
and a type of justification through the pfaise‘of their sensualh
delight (!so sweet/ and so cold"). Yet Williams justified this

”,

4
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concern w1th the mundane when he stated: ' , ' e

. . .everythlng in our lives, if it's sufficiently ° -
authentic to our lives and touches’us\deeply enough _

\ . with a certain amount of feeling, is capable of
.+ being organized into a form which can be a.poem.54 I

.

You see, the theory is. . .that you can make a poem
.. out of anything. You don't have to have convention-
. ally poetic material. Anything that is felt, and
that is felt deeply enough_or even that glves amuse - .
ment is material for art.

o\

If we accept this, then we can accept this poem as an authentic
statement, on the part of Williams of sensual delight'in the wqtld.

¢« The poem's psychic '"measure' rests in the felt and shared amuse-

L

.ment that is communicated to the reader. L )

v

, t Wllllams belleved that his poetlc material was antl-poetlc’

i

with respect to actcepted tradition:

‘ All poets have a tendency to dress up an ordinary .
_person, as. Yeats does. It has to be-.a special

treatment to be poetic, and I don't acknowledge

. this at all. 7T1'd rather look at an"old woman

' paring her nails as the essence of the "anti- -poetic"

. .. .I wanted to get to the real situation, not
human,nor aesthetic—almost a philosophical truth
which can i1gnore all human categories.

:

Thé reference Williams made to the image of '"an old woman paring'

ke

‘her nails' was a basis for the justification of his concern with
the mundane. 'Williams was against abstraction .in poetry. The

,"'philosophical truth' was the recognition of an order, a truth,

-~ ! ' 0

-~ .gained from an apprehension of the concrete world:

‘It is the! fashion of the age to be abstract but the
,' ‘ reality of what we see puts a-vigor, a sturdiness
, into one, that is essential. There is but one thing
- we can know directly and that is the world we own
and we do own it, which is not so insignificant a
matter after all, even if we must share our star
= 5
J,

] 2
- . N
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with a few’others: And if all truth contains ‘every-.
-.thing, why, is not this world a-part of the whole
- truth, the very existence, a greater ‘mystery than
any other mere abstract, law

. Yy

Wiil;ams concern with language as an expression of-the

'poeticlexperience resulted in the theorétical groundwork he lai&

for the 1ntegrat10n of form and content in the poem that was the .

! ]

'
ba51s for Olson's and Creeley s prOJect1v1st poetlcs. .W1111ams

-

fe1t~that it was in the,poetlc "llne" that 4 well conceived form

[

" within which modlflcatlon might exist occurred. - This modification

£}

came "to exist in his concept of the ”varlable foot It was here,

.

‘Williams felt, that invention copld take place. Williams described

P '

'4 .. this in a letter to Kay Boyle:’ - . ’ e

L. .. The metronome beat of doggefel makes us restless,

) . lowers.'us te nonsense. The forced timing of verse’.
L . after antique patterns wearies us even more and

e - seduces thought even more disastrously—as in Eliot's

) ) work. But a new time that catches thought as it lags
and swings it up into the attention will be read (by
those interested) with that breathlessness which is
. an’ indication that they are not dragging a gunny sack
. flavored with anise around for us to follow but. that
at-the end of the hunt fér us—and we

S0 ©are hungry158

'was based on the

Williams' theory of the "variable fdot"

‘model of the poem in Paterson, Book Two, section 3:
The descent beckons
as the ascent beckoned .
Memory 1s a kind :

* o '
of accomplishment ' .
, ) a sort of renewal
Lo even ,
B T !
. an 1n1tlat10n, since the spaces it’ opens are .new
= places.? .

o

We can read this poem metrically‘in_terms of rising and falling

»
=

"'1'«.:u .
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divided the lines by breath, by inflection. This "measure'" tried
. e : -

e Y PPN

action. We pause; briefl&,'affer the first line to think, to
evaluate the emotion belng expressed The words plot the move-
. Sl

ment of -the poet!’ s mind as it asserts and ruminates over the ideas.
It 1s possible to note here W;lllams'_iﬁfluence on Olson's units

of breath (which will be further discussed in.Chapter IIT). We

can see the content of the poem giving shape to the poetic form.
The theory of the !'variable foot" is made even.more explicit in

Williams' "Asphodel, that greeny flowe?." The struéture of the

kg » -

perceptions as they came to exist in the lines of this poem was

%een by Williams as "d way of escaping the formlessness of free
- o B . B g

vqnse.ﬂéo i

.

Williams' aim ip ""Asphodel. . . ." (one of the last poems
he was to write) was to break up standard metrical patterns.

Thus, 1in order to. get away from conventional‘patfeins, Williams

to integrate the music of the poem [(the ”beat”) with the pace of
3 w
the emeotions that dictated the flow of perceptlons. Williams dis~- s

cussed this technlque at length with specific. reference to his

poem, ''"To Daphne and Virginia,' in a letter to the poet, Richard

Eberhart: ' Q .

The stated syllables, as‘inathe best of present day
free verse, have become entirely divorced from the
" beat, that is "the measure . The musical pace pro-

' ceeds without them.s - _~*~—__;‘;::ﬁ§‘“
' . Therefore the measure, that is to_say, the count, — 2

hav1ng got rid’ of the words, which held' it down, is 3
returned to the music. .
. . .By measure T mean musical pace. Now, with music
inaour ears the words neéd only be taught to keep as
distinguished an order, as chosen a character, as
regular, according to the music, as in the best of '

prose. A i g

vy

-t o B by o R w T,
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Ed J ' R . By its misic shall the best of modern verse be -.. -

E . . known and the’resources of the music. The Tefinement S
3 . . . of the poem, its subtlety, i$ not known by the eleva-.

3 ) e tion of the words but—the words.don't |so much matter: o -

% A oo . —by the resources of the music. .

. To give you an exampl from my own work—mnot
« that I know anything-about what I have wrltten
. - (count):—mnot that I ever. count when wr1t1ng but, at .
- ) best, the lines must be’ capable of being counted that
is to say, measured—(believe it or not)—at that I *°
= may, half consciously, even count the measure under

my breath as I write.— 3 N
R ‘ (approximate example) 5 .
P (1) The smell of the heat 1s boxwood oL \

e ' s ) (2) when rousing us ,
(3) a movement of the air’

<

2 , 3
(4) stirs our thoughts ' s '
. _ : (5) that had ng/1ife in them <{ 4
‘ o (6) to a 1ife, a 1ife in which . o

. .Count a single beat ‘to each numeral. You may not »
agree with’ my ear, but that is the way I count the :
' . line. Over the whole poem'it gives a pattern:to the
. % . . - meter that can be felt as a new measure. It gives
, o - ‘ Tesources to the ear which result in a 1anguage which
o we hear spoken about 'us every day.

Q

It is important to note Williams' emphasis on 'breath" as measure

because it points to the open-form poetics that was @xpressed“in

Charles Olson's "Projective Verse' essay. - o
- & ‘ Feeling that poetry had constantly to.be involved in the

“~ . creation and discovery of new form, Williams eventually ‘expressed

He felt that

L

even a dissatisfaction with Pound, his old mentor.
: Péund had not really solved an?thing in terms of an open poetic
form that Williams was drawn to because Pound's poetic line, he

felt, was no more than classic adaptatYon. For WilliaT§, there

[
could no longer be serious work-in poetry written in a}standard& .

reviously used, "poetic" diction:
p P

.

’ It is in‘the newness of a livk speech that the new
(wf . , line exists undiscovered.. To go back is to deny
. the ‘first opportunity for invention which exists. /. )

Q ' '
4 . , . ;
r ) . )

- \
. ¢
. < 1
.
' N .

-
-
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. . . -Speech is the fountain of the. line into-which the &\\f?.
S + pollutions of a poetic manner and inverted phrasing

Y should never again be permitted to drain.6Z .

e < A 3 ‘ . .
Th#s need for "live speech" was the end of a closed ''poetic'" world

o

“and ‘permitted the "act of the instant' of projective verse.. This
o%enrve Se, as Williams degcribed it in a lgtter to Harriet -Monroe
tiat was Written as early as 1913, was an apprehension of life as -
.évcongtant process of renewal. And the language of tﬁe‘poem, Wil-

P

liams sensed even so early in his career, had to express the imme-

!
diacy of this perception:
AT N

N

-

< . Now life is above all things else at any moment sub-
versive of life as it was the moment before—always
new, irregular. Verse to be alive must have infused
into it .something of the same order, some tincture
of disestablishment, something in the nature of an
impalpable revolution, an ethereal reversal. 6

The immediacy of the perception was ultimately rooted with-

in the personality of the 63;?\33i in the consequent response of

?he poet's ""Self" to his experiences of the world, according to

A

-

Williams. Thus poe}ry was:
J

. . .language charged with emotion. It's words rhyth-
mically organized. . . .A poem is a complete little
universe. It exists separately. Any poem that has

worth eXpresses the whole life of the poet. It gives

a view of what the poet is.04 .

The language of the poem therefore came to serve as testgmeﬁt to

the emotional and intellectual life of the poet, intimately 1linked

to the poet's personality:

J

. . .once the writing is on the paper it becomes an -
object. . . .It has now left the region of the form-
ative past and comes up to the present. . . .It is
this part of writing that 1is dealt with in the col~-

- leges and in all forms of teaching but nowhere does
it seem to be realized that witHout its spring from
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the deeper strata of the personality all the teach-
ing and learning of the world can make nothing of

‘ the result. . .we know that in language is anchored
most or all of the wisdom and follies of our lives.65

"~ This psychic measure of the poem was 1ncorporated by Robert

Crééley into his own poetics and provided the foundation for his

belief in the unity of form and content in an open-form poetry.
- Early in his career as a poet, Creeley wrote to Wxlliams
asking him to describe his own ”progfam“ for writing and to pro- |
vide a theoretical Justification for the ”new”.poetry that was \
emerging in the 1950s. Williams' response came in the form of a
letter that was pﬁblished in the first issue of Cid Corman's mag-

azine, Origin, With which Creeley was linked for a time befotre he

t
i

joined the editorial staff of The Black Mountain Review. Creeley,

as Paul Mariani pointed out, took from Williams 'a poetic which
focused on a language rinsed as much as possible of its literary

associations, an anti-Symbolist stance, the words sharp, distinc-

,tive, their energies supplied by their specific context and

sﬁace."66‘

" The "specific context" was the way in which the experience
described in the poem came ‘to be linked with the specific experi- b
ence of the poet's life. C(Creeley, acknowledging his debt to Wil- \

liams, feels he had learned how ". . .we actually speak to other ' \

" péople in this medium (the poem) in a-way that's not'exclusively
& .
67

A}

personal, b;f’in a way that-is our own determination. The

/poet(s‘ﬂown determination' here refers to the na'tural manner of
speaking &hat is a valid depiction of the 'poet's own personality.

However, the distinction that Williams made and Creeley incorpor-

°

»
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ates from him was the notion of the objectification of the poet's per-

"

sonal experiencéﬁ Creeley is against being "exclusively‘personal"‘
because such a purely subjective, confessional statement woulﬁ,
he feels, retard communication. Even though the poet draws on
his subjective, emotional experiences to provide the core of the
poem, the manner of address and poetic posture must make an objec-
tive determination clear. Specific examples of this technique
will be discussed later in this thesis in relation to Creeley's
poétry. |

Particular collections of Williams' poems Creeley admires

SO~

are The Desert Music and Pictures from Breughel and Other Poems.

Creeley feels that the poems in. these collections integrate the

subjective with the objective and are examples of the best type

i

of open-verse. Creeley sees this notion of an open—verse'poetig
as stemﬁing from the statement by Williams, "No ideas but in -
things." Creeley takes this statemen£ to mean that "all which
moves to an elsewhere of abstractidn, of specious 'réliefs,' must

n68
3

be seen as false. We live as and where we are. . . which

becomes the Iiteral '"here'" and '"now."™ Thus: "What device, means,

-

rhythm, or form the poem can gain for its coherence are a precise
issue of its occasion."%? ' .

A

' Commenting further about Williams' later poems, Creeley

states:’

. . .what can be said now is that there is all such
truth, such life, in them. I cannot make that judg-
ment which would argue among the poems that this or
that one shows the greater mastery. I think there
‘must come a time, granted that one has worked as Wil-
liams to define the nature of his art, when it all

9

o
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* coheres,'and‘each poem, oOr instance, takes 1ts place
in that life which 1t works to value, to measure, to
. be the fact of.70 A

]

Creeley intimates here that the way one could structure or appre-

»

+hend the measure that arises from, language would be through an

4

intuition similar to the sense Hulme learned from Henri Bergson.
Wllllams hlmself concluded thls
1
We have no measure by which to guide ourselves,

except a ?urely intuitive one which we feel but do
not name. .

This intuitive sense came about through the ear one had f;
for lanéuage,‘dialect ;nd thgiidiom——all concep;s that reflected
an ih;ensity of-feeling. This statement by Williams pelnted to
the poetipe of prqjective~verse that was espoused by Charles 01-
son in his essay, "Projective Verse,'" an essay that Williams -

felt was so important that he quoted it in almost its entirety (=

in his Autobiography. Williams saw the importance of ‘Olson's

contribution to the 'new" poetry primarily because of Olson's argu-- “
ment for looking at the poem as a field rather thanlan assemb1§
of enclosed: lines. Alsef the argument for the synthesis of form
and content (technical and psychic criteria) that Olson discov-
ered through his correspendehce’with Creeley was elaborated upeh\

in this essay. T@e chapter that follows willk examine the influ-

ences of Charles Olson'on the evolution of Creeley's poetics as

well as discuss the Olson-Creeléy correspondence which serves as

a remarkable document that is the basis for the open-form poetics

]
b

of postmodern verse. : J
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) . CHAPTER III

A

OLSON AND CREELEY: PRQJECTIVE VERSE
.

In the late 1940s Robert Creéley was living in Littleton,'
New Hampshire where.he tried, unsuccessfully, to start a llterafy

magazine. At this time Creeley first established contact with

" Williams in an effort to solicit some material for his magaziney

d

and to open a dialogue on approaches to the. ''mew writing" that

was emerging 1n the United States. During this time Creeley }e-
ceived séme poems in the mail from Charles Olson through an. inter-
mediary, Vincent Ferrini, for consideration in the magazine. At
Williams' urging Olson had sent Creeley some poems through Ferrini
after Williaﬁs' letter to Olson on April 20, 1950.1 Creélef ﬁrote
to Ferrini rejecting Olson's work stating: "I'm rather put q£f°
by Mr. Olsen's (sic) language which doesn't seem to come any kind

'|2

of positive diction. This prompted a reply from Olson to

Creeley that resulted in a massive cor}espondence that continued
untii Olson's death i£'1970. o ‘

By 1954 with the succes;dof Creeley's publishing venturey
the Divers Press 'in Majorca, Spain, Olsoé=and Creeley decided to

put out a new publication called The Black Mountain Review origi-

nating from Black Mountain College where Olson was then the rec-

“tor. " Commonly referred to as '"The Black Mountain School of

Poetry," many of the poets who appeared in the review went on to

become the preponents of the 'new, open-form poetry that formed

[

the nucleus of Donald 'Allen's anthology,. The New American Poetry,

80
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which appeared in 1960. “However, more important than any sense

' bf a movement (51mllar to the rejectlon of such an appelation by

3

ponents of "Imaglsm" and ”ObJect1v1Sm") were the common

concerns of those who éought to establish a new poetic. Creeley

discusses these goals:

* .a very conscious concern w1th the manner of a
poem with the form of a poem, so that we are, in
that way, freed from any solution unparticular or
not particular to ourselves. Olson, I believe, was

el ‘ a decisive influence upon me as a writer, because
- he taught me how to write. Not how to write poems
., that he wrote, but how to write poems that I write.
This is a very curious and very specific difference.

" This concern with the particulars of the Self, with the subject-s
ive, psychic criterion, points to the philosophical basis for an

open-verse poetics that had already emerged in Williams' poetics‘

and poetry. Olson's influence on the evolution of Creeley's

ideas consolidated this effort to merge the subjective and objec-

-

tive in the form and content of the poem. K

- It is thi§/;;tion of psychic dynamics that Ol5on préposed

in his essay, '"Projective Verse,'" that first appeared in Poetry

New York inh 1950. Olson referred to projective verse as "open"

verse or 'field composition." What he was after in a poem was

the kinetics of the work, or-:how the poet transferred the kinet-

ics of what he was writing about over to the reader through the

b

poem (which Olson viewed as a high energy construct) without
losing that sense of energy. This problem of transferring the

ﬁenergy, Olson believed, was solved through field composition,

Wthh had to do with a departure from the closed form into an open

- field of composition, thereby forcing new recognitions of structure

v

—
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upon the poet: "From the mdmeht\he'véntures into FiELD COMPbSi-

TION—puts himself in the open—he can go by no track other than

.the one the_,poem under hand declares, for itself."?
This leads to the principle or law which governs this type

of composition, phrased by Creeley as: 'form is never more than

||5

.an extension of content. This principle, in effect, means that

the informing principle is the content of the poem (the psychic
criterion) and the form of the poem is dependent upon this con-
tent. Creeley elaborates on this as follows:

.by that Lcmgfn that the thing to be sdid will,
in that way, determine how it will be said. So that
if you're saying, 'Go light the fire,' 'fire' in
that register widl have one kind of emphasis, and if
you start screaming, 'Fire! Fire!' of course that
will have another. In other words, the content of
what.is semantically involved will very much function
in how the statement of it occurs. ‘Now the truncated
line, or the short seemingly broken line I was using.
in my first poems, comes from the somewhat broken -
emotions that were involved in them. Now, as I begin

. to relax, as I not so much grow older, but more set-

! tled, more at ease in my world, the line can not so

*  much. grow softer, but can become, as you say, more
- lyrical, less afraid of concluding.

Thi§ was different, Olson felt, from the princiﬁles sur -
rounding '"closed verse,'" where the form was predetermined and the
content had to fit that form. What Creeley's méxim dictates is
simply an emphasis upon ‘the fact that the ﬁoet ié given to write
pqéms. That is, writing %s an act;vity and, as.such, one cannot“
remove oneself from the act of writing by anticipating the sig-
nificance of what one is saying. Rather, -as one writes one is

igjthe activity of writing, and the form will follow from the con-

tent in the way the content is exposed by the poet. Creeley

L S b et 4 2 o AR B Fmrin s b AT
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asserts this when he “states, 'that verse was something given one

to write, and-that the form it might then take was intimate with
) . - l
that fact.”7

.. The final process of the poem, how the principle brings

’ o

about the accomplished form that occurs through the shaping of

‘the energies, comes about through ‘the notion- that "one perception
: e

B - ! ¢
must immediately-and directly lead to a further perception,”

according to Olson. There were two‘aspects that united the kin-
etics ana the principle: that, in writing, the.thing to be said
wili, in that,way, determine how it will be said; or, to view the
secoﬁd aépect which is closely related to the first: the content
of what 1s semantically involved will functian in how the state-
ment;of it occurs. Form, then, is‘dependent on content or use,
and the whole process is everything.that 1s involved in how one *
fses the content of one's utteéance. To keep to this process is #?
to stick to the signifiﬁance of the content as it manifests it-
self. Taken tﬂis way, content can be equated with the "known."
By furEher‘implication, we can infer ‘that Olson came to the be-
lief that this type of writiﬁg that moves pgrceptiéns ”ins;énter,
on another" is related to the condition of a man's (the poet“s}
%xperiences by the manifestation of which, in poetry, he can per} :
Jform the "'proper and characteristic function'" of himself.
| d Olson continued by stating that the way the perceptions ’
followed one another, falling into form, cregtgd the particular

rhythm of the poem. He used ‘the notion of the breath unit (an

idéa that had been anticipdted by Williams) to point to this

P
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pafticularfihythm\ By followiné h;sxown rhythm (his own flow of

breath), by writing with that as a sense of measure, the poet

a

could $tay inside himself, thus giving the content of experiences

its proper due in the form and shape his utterances would take. -

It is in this respect that Olson saw the act of writing as a dy-

* . [

namic action of the individual. lee Fenollosa whom he cited in

-

this essay, Olson saw art as an actlve'process that .did not merely

by
- >

descrlbe, but enacted the energy and vitality of one's feelings

and perceptions. - . . ) )

' b. . - & 'c‘
. L The significance of "Projective Verse'" was that it reas-
‘serted man as'not only subject but an object of nature and, as " ° .

such; this essay posiféd a stance toward reality on the par% of

the poet that stressed a proprloceptlve awarenesé that was appqr- 0
ent in the use of language rhythm, aqd structure within the pro-
Jectlylst poem. The rhythm of. the breath unit Olson discussed N
related to an actugl physical activity. ' Using hlsjjhysmﬁ’ fy,, .

his breath, as measure, man could then regard his dimensions in-

w?

such terms. As a result,‘Olson believed, man's very contents,

his concéption;of himself and the matters he would turn to for = } -

Y

the subject of this poetry, would change according to his receg=
nized dimensions, and the content of his life would”be'regainei.
Olson summed up this psychic stance in the following manner: o

It comes to this: the use of a man, by himself and
thus by others, lies,in how he conceives his relation’
to nature, that force to which he owes his somewhat
small existence. If he sprawl, he -shall find little
to sing but himself, and shall:- sing, nature has such
paradoxicat ways, by way of artificial forms outside "~ =~ -
himself. 'But if he stays inside himself, if-he i$
P [ -
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contained within his nature as he is participant in
a larger force, he will be able to listen, and his
hearing through himself will give him secrets objects
share. And by an inverse law his shapes will make
their own way. It is in this sense that the projec-
tive act, which is the artist's act in the larger
field of objects, leads to dimensions larger than the
man. For a man's problem, the moment he takes speech
up in all 1ts fullness, is, to give his work his seri-
ousness, a seriousness sufficient to cause the thing
he makes to try to take its place alongside the things _ .
of nature. This is not easy. Nature works from rev- * .
., erence, even in her destruction (species go down with

a crash). But bre3th is .man's special qualification

as an animal. Sound is a dimension he has extended.

Language is one of his proudest acts. And when a
| poet rests 1n these as they are in himself (in his

physiology, if you like, but the 1life im him, for all

that) then he, if he chooses\to speak from these
\ roots, works in that area where nature has glven him /
\ size, projective size. - ) J

o

Vilewed projectively' then, the poem becomes an act based on this

Just as Olson felt that a human . ~‘:

-

ychic stance and perception.
life was the dynamics of the expression of this possibility, 50
art or poetfy was the dynamics of this human form of expression.
A further evidence oi Olson's stance toward reality was expressed

[T

more thoroughly in The Special View of Hlstory and his essay, e

"Human Universe." -

The psychic stance Olson proﬁosed in The Special View of

History was bgseq upon'the premise of viewing history as a func- %
tion of the indi&idual: that is, how man fegarqed reality, the ,é
"known.'" "History is the intensity of the life proeess——its ~‘ kj

o ¥
life value,™ Olson wrote, "By this I do mnot mean to imply any ‘ ‘%

imparted value, whether moral{ aesthetﬁc or 1nte11ectua1 the
life value is simply conditioned by its determlnlng power, which

is manifested in definite hlstorlcal operations (effects) And
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of ‘cotrse, taking.it this way, I do not at all megn that history

. 1 . . N
is a force." 0 . .

"Function'" is how a thing acts, Olson believed. There was . ;

1 -

a ""matural proper or characteristic action of anything,".which

was its function. History is that function of a humantlife, the

"how" of hbw a human acts or functions. Thus history, as employed i

by Olson, was '"a concept dendting intensity ot value."11
History, as Olson saw it, was the context ¢f a life,fand

the goal of history was to view man, to define him within his own

R oL PN PR, R

context that would yield a successful concept of his dimensions——

how man regarded himself. Feeling that man had lost the proper |,

eain 9 anW g

sense of himself, Olson quoted Heraclitus in the forward to his
book: '"Man is estranged from that with which he is most familiar."1%
This estrangement was from the awareness of his (man's) own dimen-

&
sions, his humanity. Olson believed that the-proper method of -

, - R
R e L A
\

historical inquiry was not.to interpret, but to expose. Olson
used as his reference'point the method of inquiry and the. /defini-

.tion of history by the Greek historian, Herodotus. The term used

-

by Herodotus to define history was 'istorin, which Olson trans-

W13 .

lated as '""to find out for oneself. Or, as Olson phrased it in

<

a poem:

I would be an historian as Herodotus was, looking
for oneself for the evidence of . .
what is said.l4 : . . /

’
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The two"c0nceéts'that“pertain to this historical stance

@

Olson propagated are value and use. Value:.is to use energy, to

iy
-

be awﬁre.of the inteﬁsity of the life-process. Use relates to the

>
L]
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method of kncwiﬁg, di;cévery, and inquiry. Olson believed that
the conditions of An active, willful 1if§hwere for man to act

and theréby define himself. Olson felt that the "human universe"
ﬁa§‘the universe of man (Jusi_ék history was his reality), bu?
man also belonged to the laws of nature, which are independeﬁ% ’
from human laws.‘ The dilemma Bf a man's life,laggording to Olson

(and similarly asserted by Williams), was that man is both sub-

ject and object, both '"the instrument of discovery and the instru-

ment

of

dei_’inition:"15

There were, Qlson believed, two kinds of estrangement

having ta do with man as subject and object, and these factors de-

noted “the major qualities which made a man "human." For Olson

¢

‘there were four factors -or conditions which defined this sense of

humanity:

ward at a rapid rate of culture.”16

"'ourself as  nature, man, civilized, and proceeding for-

The first factor, man as ab-

ject of nature, was defined by Olson as 'object in field of forc®

declaring self as force because is force in exactly such relation
- ¢

+ and can accomplish expression of self as force by conjecture.

nl?7

This means, simply, man is an object of nature (the ""field of

force' of the "life-force") "'declaring self as force" (actively

using his will to assert his own ”1ife—fogte"). ‘"Civilized'" means

to regard man within the context of his own spé;ies. Man "pro-

tion of flux (man as continuously changing in

ceeding forward at a rapid rate of culture'" relates to the condi~

]

time). And man as

"man'"' (as human) means. to underlne, once again, :the '"natural and 'j

-.characteristic action"—his human function.
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. “As Qlson defined theje factors he saw no opp051t10n be-
tween nature and ‘man—one of the two types of estrangement he /
noted (the estrangement hav1ng to do w1th a man as object). The

other type of estrangement comes under man as subject; that is,

o . - -

mdn as proper subject of his®own 1ife,. or how man has come to

*regard himself. Man as human, "civilized," and "proceeding for-

¢

ward at a rapid rate of culture" is the familiar, because these

- i

three factors are all aspects of the one unique power, the deter-

E)

‘m1nat1ve that 1solates a human being from any other creature or

' —thing of the earth. %hus man acts to determine his life, and

»

this capaclty is what makes him unlquely human. He creates a
civilization and culture all within the context of his own spe~

cies, creating it from the concept he has of himself.  Man makes

.

history from what.he knows, what he is familiar with.
“At the same time, Olson believed, a man does not act but

-.is,also a function of nature.” Man is an objedt who is "both the
18
"

boundary and the door, both in and out. So man as object is -

also an imperative of the familiar., Olson noted that one type

of estrangement was the notion that-either man and nature are in

éonflict.and ét%uggle {the bélief that man must '"tame' nature to
his §efvice),vor that man is at the merey of nature (man is/al-
ways invgded or intruded upen). In both eases, henfeltf"the
feﬁiliaé, or the truth of man's relationship to nature, is dis-=

regarded

P

Hlstory (1n the s$énse that 1t {s what man does) is an im-

perative and, as such, was v1ewed by Olson as the subjective

B g T = L O

¢ M
v Tegdu wr e

Kl
P FEINCTRRRE - W)

awin

M U

. .
[ SR,
.

SN B R ST a1 ¢
A

&
s




AR Y s e e e e S s . e e .t w e e

.
3
-
A
r
<
L
'
:
ot

~#
P
.
.
<+

- L‘ - - '. é

L4 ’ K - P o s R N - U3

. ) " 4 ! L N - . " 89 - :'%:
L > [ L) N P
; JUNER e . . .- - & S i
1mperat1ve (JUSf as man as obJect of nsture 15 the ob;ectlve im- T ;
perative. ) What man does by actlhg from the stance he, holds, b . M
the knowledge and conceptlon of hlmself ‘he has 1nher1ted is -to S :
,mlsdlrect his energies‘and eﬁtrange hlmseif further. from the w '

¥ -

. ~ .
~, truth of what he is, accordlng to Olson. .Manis*estrangement from .

- A )

his proper context has worked to take away from h1m the "dlmen- ¢~ ' 1;
.sion of the famlllar. The subJectlvé 1mper;t1ve has been mis- ,~ 2
dlrected to the p01nt whe re ﬁén regands hlmself as. 1solated or / :

~ empty; a belng who does not Belong. Man, Olson be}leved 15) 7 E
em;fy because +his life is empty of content* which is coherence ' !5 -
ané"fOCU§:‘ " T e - ;A, . i 'ﬁ ' N-ﬁ“, “ii

) The reéult of éhe object}vp and squeﬁtive estrgngemé;;§ coe 3.;
:vwasia stance that-did'not yield 4 rgéard of human dihegsibnsvf%at':il . ‘ﬁ‘
was greatively useable anéaacﬁéptablé for Olson. L}yigg in es- a F

. 3
trangement from this dimension of the human, from the "proper and

characteristic function" of oneself, did not;éllow a man tge Loos s

N - S

possibility to function dynamically. Such a stance toward Teal- U
Rk DI - . A9 v

Pe
ity served oqiy to disengage man from the '"familiar," from ;hé i " é
- A ALk

'}eality of what he is. ' - - v;-L_‘ti
’ Man acts from what he knows,‘from the regard.he hds for e %
himself,_Ol%on believed. He felt that it was possible in our 1 gi
present time to cease to be estranged %rom ourselves becadse ;Ei-.‘ k ) '§;
séﬁqp had especially reaffirmed andgdefined our condition. The o %
two major,theories which had a direct bearing on the new Qay”we, a %
as “humans, could come td regard ourselves, according to Olson, h i ;
were Einstein's theéry of Telativity, and Heisenberg's uncertainty . ;
> _AS

B
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' » principle. Olson felt that these two theories gave pdck,to man
hi'»p?oper{diméﬁsion and reaffirmed the methodology by which man
could act in. a positive context.

L ‘Olson‘believed that the two above-mentioned theoriee Te-

d . " affirmed John Keats' notion of Negative Capability, which

A
&

_asserted-a new view of man as center (man being the center point -~

. . where his subjective imperative—his history-——coincided with the

v . .

- ) ebjective imperative—that he is also an object. of nature). Ideas
previous to Keats had stressed man as the center of. experience,

. but in such a way.-that it was man's capacity for reason that gave
. ‘ A P y g

y .

meaning to his life. This notion, Olson felt, was a further es-

T . trangement hecause it meant always seeking explanation and, con-
seqﬁently, engaging in contemplation instead of acting\directly.
t

- Ta seek explanatlon was quite dlfferent from know1ng, as ‘

- Kk

Olson- saw it. Know1ng, f6r Olson, meant to become reacqualnted

T -
|}

3 with the fam111ar$ On;th@ other™hand, .seeking explanation, the .

e ’

"rational activity," meant undoing the paradox, removing the

v -
. -

§
. *  mystery from experience, and consequently making the familiar or--

[£1d
1

, Adinafy. Thus Keats‘ statement on Negative Capabilify gave Olson

Fl

. - a methodology he could apply to experlence .

e

Brown and Dilke walked with me batk from the Chrlst-
e Lo mas pantomime. T had not a dispute but-a disquisi-
"’ .tion with Dilke, on various subjects; several things.
. - dovetailed in my mind, and at once it stryck me,
o - what quality went to form a Man of Achievement espe-’
’ . cidlly in Literature and which Shakespeare possessed
50 enormously-—l mean Negative Capability, that 1is,
. | T ~ when man is capable of being in uncertainties, Myster-

ies, doubts, without any irritable reaching after -

3 fact and reason—{Coleridge, for instance, would let
: ‘ : ' go by a fine isolated verisimilitude caught from the

it s ey
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A)

" possibility of actlng from a proper regard and ﬁ;men51on of him-

-

i

= * -1 M ) . %
;definition of humanism ("a mode or. attitude of thought or action 3

self. To end the estrangement, to have the familiar known, meant

% cor .«_ -

~
n?
o

v
R
s
2
-

Penetralium of mystery, from being 1ncaBab1e of 3
remalnlng content with half knowlegge -

Relat1v1ty and uncertainty are two notions that are similar.. L

to Keats' Negative Capability because they defineﬂthe conditions’

N . : R 1

of {}fe as uncertain, aseerting that there are no %ysolutes, just .0
value itselff By recognizing' the eépdition of Uncertainty and ;
relat¥vity, Olson believed it was possible to regain a dTﬁect ap- ‘ f é
prehension of the familiar "without any irritable reaching after - ;‘~é

fact-and reason.” These notions placed man baék within'the dimen- . K

{ . ° . - R
- M &

sion of flux, back to* the idea that his life is & "process." It :

was,in this sepse that Olsop saw history as ceasing to be static, -
becoming instead prospecpivel Value could.be gathered from the

past; but coherence was not-to be found- th&re. Events obte%ﬁed

meaning in the sense, that they were prospective, that they yield- B

. ~ . p' -:":

ed a future. o o : e :
: To view hlstory in such a manner:was to give man back the :f

X P . s
5

-

to reassert the mystery. Consequently, Olson took the dictionary

“

X - 3

cehter;ng upon disﬁlnctlvely human interests or ideals'") and .
offered a new definition which appeared in his essay, "Human

Universe." Olson believed that the dicticnary definition of hu- o
manism was the inherited formula or belief‘that had brought about
man's estrangement from the objective imperative. This inherited

humanism dealt with man seeing himself strictly as subject, or

"the notion of himself as the center of phenomenon by fiat or of
‘ I -

i
!



R

_trouble) is that both set 351de nature as an unadmitted or sup-

"the very world he inhabits by false-conceptions of his humanity

" Was §1m11ar1y refuted.

“this physical reai}ty:

stance encompassed the belief that man's objective ("at the skin™)

[ e

god as the center and manlas goﬁ s chief reflection. (the]

1

prgssed third party.“20 ‘

What Olson actually proposed. in his’ new definition of / .
. [ i
humanism was an end to the notion of man as a being removed from

P}

which place him a notch above the rest of "creation.” The long- AN

A

agccepted notion that external reality is only important in the

X p ot p S ot e L

sense that it is merely the substance man takes in and to which - ]
he gives importanceé by the process of inte}nalization was sing-
led out for criticism by Olson. The belief that the '"'soul" of

man is something that stands apart, being the intprﬁal reality

AR -t a

that selects and orders the external, chabtie world-of nature,
"Olson stressed that 1t was inecorrect to : 7

5epara€§ man S inner energles from the dlrect phy51ca1 way he -

f- -

apprehended the world. Hl urged a propr;oceptlve awareness of

"what happens at the skin is more Iike .

than-different from what happens within."21 This proprioceptive ey

apprepension of reality was no different from the subjective ap-

sn [
s o

prehension ('what happensgwithln”), a view that regarded man < . :

y within the undifferentiated dimension which merged his physiog- ’i
nomy with his intellect. T ) 3
Olson believed th§t each man made his‘own special and - §
unique’selection from the field of phenomena, thereby creating E
hls own personality (hls persondl history), lBy being "active" ﬁ

| g

»
]

s



L

"to-live according to the conditions of one's humanity, which

N - s N ‘ ‘ . . ‘ \' >
and "willful," by 11V1ng hlS life and enactlng the k1ne%1c of

+

it, man made his history. The full c1;cu1t, the ”process" of a

man's life, was that man took from the external world and gave

back to 1t. At the same fi@e, if he had no regard for, his re-

spon51b111ty as a human belng, he was in'danger’ of severing him-
F
/

self from the wotrld at the direct p01nt where he encountered

1t: ”The meeting edge of man and the world 1is -also his cuttlng

edge.”z2

subjective and ‘objective imperatives as equal forces, gave man
[ . ' .
back the dimensioh of the familiar so that his present energy

could provide a regard of himself that was uSeablé?» This was .

Olson perceived in the following way:
; If man s actlve it is exactly here where experi-
. ence comes in that it is delivered back, and if
he stays fresh at the coming in he will be fresh
at his going out. If he does not,.all that he does
‘inside his house 1s stale, more and more stale as
.he 1s less and less acute at the door. And hisa\
.door is where he 1s responsible to more than him-
'self. Man does influence external reality. .
If man .chooses to treat external reality any dif-

'

i

NV + ferently than as part of his own process, in other

words ak anything other than relevant to his own
4 LA 1nner'11fe, then he will use 1t otherwise. He will
use it just exactly as he has used. 1t now for too
long, for arbitrary and willful purposes which, 1n
their effects, not only change the face of nature
- . but actually arrest and divert her force until man
turns it ‘even against herself, he 1s so powerful,
this little thing. But what little willful modern

¢

man will not recognize is, that when he turns it
) & against her he turns 1t agalnst himself,, he;d in
N the hand of nature as man forever is., . . -

Inasmuch as Olson.sought to give back to man the dimen-

sions of the familiar in his view of history, he also desired

,’.’lf}
s

The alternative .to estrangempnt, the recognition ef the °

e

X

A
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to recover language and reinstate it back into the action of "
definition and discovery.

aspects:

a &
P
ol i“ ‘,
!
' & ‘?.F
o~ 0
st

[

nld

"(logos) and of shout (tongue). The distinction

that he made between the two was that '"shout' is language as

"the act of the instant," while 'logos'" is the "act of thought

about the instant.'

25

initiated abstraction .into. our concept of language to such.an
‘ 4 i

extent that the.other function of language, which is speech

(""the act of the insfant"), had been lost sight of.

For Olsom, language was synonymous with Action, This,

\the "human'' universe: . . '

-

he believed, was manifested by certain apprehendable laws of

s
-,

’

In fact, by the very law of the identity of defini-
tion and discovery, who can extricate language from’
action? Though it. 1irone of the first false faces
of the law which 1 shall want to try to strike away,
it i1s quite understandable—in the.light of this
identity—that the Greeks went on to declare all
speculation as ehclosed in the 'Universe of dis-
course.' It is their word, and the refuge of all
metaphysicians since—as though language, too, was
an absolute, ihstead of (as even man is) instrument,
and not to be extended, man and language, is in the
hands of: what we share, and which is enough, of-
power and of beauty, not to need an-exaggeration of
wards, especially that spreading one, 'universe.'
For discourse is hardly such, or at least only arbi-
trarily a universe. In any case, so extended (logos
given so .much more of its part than live speech),
discourse has arrogated to itself a good deal of
experience which needed to stay put—needs now to

be returned to the only two universes which count,
the two phenomenal ones, the two a man has need to
bear on because they bear so on him: that of him-
self, as organism,_and that of his environment, the
earth and planets.

i

Dlscourse, then, partltloned reality (just as the traditional

1

.view of hlstory fragmentéd and estranged man). Olson s desire

Olson saw langiiage as 'possessing two

He felt '"logos" (logical discourse) had

s
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was td repossess language oﬁ\its dynamic, to recognize the in-

. | “
stance and source of its conception. - .

s f

SN . This stance toward reality that Olson put forward was de-
rived, partly, from a discussion,of the propfiocepti%e impulse

by D. H. Lawrence in his "Introduction to New Poems." In this

RS

+ hrief essay lawregggRsuggésted a need for a new kind of poetry -
o - . ¢ "’
\ : . -—a poetry t#izhdealt with tWe matters at hand, a poetry of the

,immediate present ‘rn which the moment, th( instant, "the incar-_

nate Now" was supreme.27 Lawrence also believed that free verse,
, this "new" poetry, had to be the '"direct utterance from the in-

stant; whole man. It is the soul and the mind and bodr surging

) Q 4

‘at. once, nothing left out.'{z8 This integration of the mind and

. 'the body suggested by Lawrence is paralleled by Olson in his

statement that the laws of the "human universe" posited man as
3 ¢ - . <

~ both subject and object. The subjective (the mind of a man—his
intellect) had to exist equally with the objective (his actual
) " .  place #n the world by- virtue of his physicality). Lawrence, -

;ike Olson, felt this necessity of merging the physiognomy with
/ ; . .

~

the intellect in the form of the poen. ; \

4

Therefore, the definithms of "free-vérse" by Lawrence

ot - .

and "open-verse' by Olson and Creeley were similar. Lawrence

wrote:
. . .in free verse we look for the insurgent naked
. throb of the instant moment. ' 'To break theé lovely
- BN form of metrical verse, and to dish up the frag-
ments as a new substance, called vers libre, this
“ - is what most of the free-versifiers accomplish.

( ' ) They do not know. that free verse has 1ts own nature,

that it is neither Star nor pearl, but instantan-
' eous like plasma. . . .The utterance is like a spasn,

-

.
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. naked cointact with all influénce at once. .It does -
- not want to get anywhere. It just takes place.

‘This statement by Lawrence certainly stiggests Olson's own state-
{: ' /ment on "field compos;tion.” Lawrence's bhrasevabout the‘poem
gstabl}shing a “'naked contact with 311 influence éthonce" was
echoed by Olson(ina"Projective Verse"‘whére he 'suggested that
: the percept1ons "of the poet mus&tmove-”lnstanter on another"
/ as one's m1nd and feellqgs make contact w1th the everchanging

I

- : reallty of the world

<

1'71

i
. .
-\ »

o L1kew1se, Lawrence S statement that the poet s utterance
f ‘was."instanthneous. .‘.ilke a spasm" waS"picked up by.0lson when
- he diffegenfiatad betweén "logos" and "shoﬁt.” Olson's idea of’
| "shout" as poetiﬁ 3anguage that 'is an ”acﬁzof the instant" was-

©
® e

\ " ‘ anticipated by Lawrence when he wrote about the difference be-,
Y - “ N ° . . . b ’
‘ tween the artificiality of the structure of 'closed" verse as’

o . , . . ) A
f opposed to the spontaneous structure of a free verse that prd-
. t f N A A &
ceeded into form by virtue of the psychic content:. . -
We can get rid of the stereotyped movements and
the 01d hackneyed associations of sound and sense.

-~ .7 canaks through which we do so love to force our :
. utterance. . .we can see that.utterance rushes out
. without artificial form or artificial smoothness.30

This last statement by Lawrénce,anticipated Olson's ''com-

T

position by field" and his statements on the Structure of the

projectivist-poem. In addition, Lawrence anticipated a psychic

attitude or ”meééu}e”‘by which the immediacy of the poet's feel--
ings and percpetions could be expressed. As a consequence, the

i (;. " form is not "artificial'" in any sense, but rather becomes, as

v
\] -

BN 1w -
LS
.
]
i

We can break down those artificial conduits and .
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.Creeley suggests, a direct extension of the poet's life, feel-

ings .or "content." Olson affirmed this connéction to Lawrence

-

when he wrote: / ’ . °
. .the writing and acts which I find bear on
the present job are (I) from Homer back, not, for-
ward; and (II) .from Melville on, particularly him-

s self, Dostoevsky, Rimbaud and Lawrence.

These

- . , were the modern men who projected

what. we are and

I what we are in, .who broke the spell.

They put mems

forward into the post modern, the post-humanist, . | >
the post-historic,_the going live present, the
'Beautiful Thing'.3 -

‘It is interesting to note Olson's use of 'the going live pres-s

ent"—a typical Lawrence expression.

This emphasis on the im-

. 4
media“cyqand primacy of experience was what Olson meant as the
"act of the instant" and what 'Creeley“defines as '"each momeht , v

. . .(as) evidence of its.own content, and all that is met with .

in it, n32

Olson summarized the concerns of /the projectivist poei‘
)

EY
in the f8llowing manner:
- o - , N
In the work and dogmas are: (1.) How, by form,
to get the content instant; (2.) what any of us _z=
are by the work on ourself, how make ourself fit. d
) instruments for use (how we augment the given—
. ‘ ) what used to be called fate); (3.) that there is
no such thing as duality whether of the body and
‘the soul or of the world and I, that the fact in .
the human universe is the discharge of the many
(the multiple) by the one (yrself done tight, what-
ever you are, 1n whatever job, is the thing-—all « :
- hierarchies, like dualities, are dead ducks.33 ’ o

o

In é€ssence, Olson gives a formula in the above passages for the

psychic stance that desires to integrate the subjective with the v

objedtive. .The poet who honoured these precepts was, 'therefore,
.

not an-"inventor'" of a neWw poetic reality, but rather someone -
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he feels.on 'the surface' merely) -but the data, a depth séhsibil-
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who acted w1th Jnstead=of u E n the objectlve world of phenomena- ;

7 _ __,,./// -

(the ''given) and !'augmented" or gave somethlng of hLmself back X
to 1t. Olson referred to this stance in "Projective Verse' as H
"ohJectism”~—¢he ”getting rid of the lyrical interference of the .
.gpd1v1dual as ego."34 The poem was the means by which the sub- - ’ 2
jective and obJeciive could gain accord through utterance inas- ;
much as it bezame‘évidence "of the. process of poetry 4s approach- o
'1ng truth:with no other gu19€ than itself. n3> //////// *
This ”obJectlsm” presupposed a conceptlon “of the cosﬁos %

as_a place of inherent harmony and value whlch&gould be approached o
by the subjective mind only when it was prepared to abandon %
. . g . ' *
logic and react to experience -:at the sggctaneousliphy51cal, and 2
. : e

emotional levels. This plea for a proprioceptive, "at-the-skin" I
’ *

awareness of the physical world was asserted by Olson as: . .
an actual earth. of value to ;

construct one, from rhythm to . — N

image, and image is knowing, and .

knowing, Confucius says, brings one’ . - :

-to the goal: - NQthng is possible~without e ) #

doing it. It 1Is whére the test lies, malgre LT g

al thought and all the. pell-mell, of .7 £

S . 2y .o - - o

oposing it. _Or thinking it outwor living it R b

. ——"ahead of time.36 - _ i%
According to Creeley, this.propr10cept1ve stance that Olson : Jg

3

assqmed in his poetics made ev1gent the content of "any'man ‘as < by
11teral experience in and of hlS bod X——not a 'psychology' (which ' é

o

e M

3

e

ity/ the 'body' of us as tbject which spontaneously or of.its own

order pfgggcggfgxpeffénce of,'"depth‘."37 Creeley, refleétigg

back on the importance of Olson's "Projective Verse'" when it

“a ~ay Y -
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first apleared, sees this essay -as a pivotal turning-point for
modern poetry because it admitted the possibility of verse as

ah "open-field" whereby the poem's technique could reflect the
psychic concern that the poet makes evident. Creeley, who began
his correspondencéiw1th Olson 1in the spring of 1950, was frus-
trated by the closed system of verse that then existed under the,,
;

r%gime of the New Critic1sm/where poems were pétterﬁed upon ex-
terior and traditionally accepted models. The excitement Creeley
felt toward Olson';‘then only partly developed ideas on open-
verse and Creeley's consequent frustration with the poetic tra-
dition of his time is evident in the body of tﬁ;ir correspond-
ence. The Olson-Creeley letters are also interesting because it
becomes evident that Olson was equally ;ndebted to Creeley for
many of his ideas. Finally, Olson's assumptions in the poetry
and statements gon poetics he forwarded to Creeley echoed a psy-

chic stance of "a way of being in the world" that Creéley—bould

38 "
. ! .
In an early letter to Olson, Creeley, who was then in-

w2

volved with the creation of a new literary magazine, was intense-

az concerned with the formulation of a '"program" for the New

’ Poetry: "I don't think we can get to an exact 'program' which

will embrace with sincerity the present concerns pf‘Williams{
Pound, etc., etc. In the case of the Dr. (Williams): : we come

close because we take him to be a focus for these matters. But

. 39

always, our own way, has to be it." It is interesting to, note

1

here that Creeley, like his predecessors, rejects any notion of
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a "movement" or a "formula" for writing. We see here evidence of

a poetics in formulation which acknowledges the concerns of the )

proponents-of "open-form'" who held that the act of writing was a
Acqptinuous process of discover§ aﬁd revelation. Creeléy reJecfs
tbe use of any "models" because the implication 1s that such an
actiQity would presume imitation of another's form. Already here

Creeley is working toward the idea that the poem's form must be

based upon the individual content, and siﬁce such content is al- \ é
ways unique,.the form of the poem cannot mimic’a previous struc- ‘f
-ture; rather, it has to be aligned with the poet's own experiente' ,%
énd be made evident through the construct of his per%onai utter- J
ance. - - " - \ ‘ é
Creeley commented on the distinction Hetweén the objective :*
.and the subj%ctive: "What 1is 'objeétive'i"ofheafact that I sit . w\é
here, forced to this typewriter and this papér: ‘Whaf_I can put .
down as 'subjective' as I can make it" (ggg; Vol I,/p. 31). .Here- %
Creeley distinguishes between qne's"literallsituafi@n (th; objec- §
>~ _tive) that is allied to what o;e brings of ‘oneself to bear on

- . that event. The subjective is the '"voice" that is '"to be heard "
. . iwhat IS there, in any given instance" (0CC, Vol. I, pp. 38- Tg
. 39). The projected form of what "IS thére,”‘f&r Creeley;'waﬁ . o '.é
. | manifgsted through "the emphasis. . .oﬁ 'speech' patterns. . . ." %g

P

(0cc, Vo.. I, p. 39). In an early letter Creelg& refers to. the p

music "of the bebop artist, Charlie Parker, and he views the state- '
ments of Parker's solos as intimate expressions of the artist's

( imagination.” Thus, "by 'speech' patterns" Creeley means that the
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form of the poem should follow the emotions as they come to be
spaced on the page. Like the frenetic expressions of a jazz solo, Bt

the poet should utter language in direct conjunction tdé6 the in-

tensity of the emotions he wishes to articuldte. Creeley saw

s

this in specific relagion to Olson's preliminary notes on '"Pro--
jective Verse" which)he refers to as 'the matter of ong'; own
stake in the content: ' or what c¢d serve as reasbh,” and the poetry . '.;
that results "must smack of the single intelligence: must be N

deadcenter under the will" (OCC, Vol. I, pp. 63-64). For Creeleéy,

SR

this meant making one's own content (one's personality) count as

t

equally valid as the desire tovbe,objectivé. Creeley evaluates

poetry as a '"personal" utterance because he feels ‘that the poet ;

has-to ”make/usé, 1f possible, of what bgst goes with yr thinking. - i
Yr own\method'of apprehension" (OCC, Vol. I, p. 67). B ' - i é
Creeley even cr1£ic1zéd Wiliiams‘ éhort stories in the fé

early letters to 01s6n begauée he félt“WiiLidms did not really ‘ J%
“attempt anything more than'aocumentatioﬂ ana fherebf ignoredfthe: Y

e “”t}ansformation” that Creeley felt §hou1d\occur~iﬁ thé’wo}k of‘art,' i ih g
which was the establishing of #'the rela£i&n between "you & what ‘ . ﬁ

you're writing abt" (OCC, Vol. I, p. 68). ’The method by.'whi¢h to,

move into such a "transformation'" and to.depict ‘the relation of

A rd

=

the subjective criterion ﬁthe content) was  expressed in Crg;le?'s
statement that "form is never more thanan exfénsion of content.
An enacted or poss.ible"stasisﬁ for thought' (0CC, Vol. I, p.™79),
which is the first appearance of the “"formula" tﬁat Olson incor-

porated into his "Projective Verse" essay, In this same letter
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of Jure 5, 1950 ,» Creeléy ant1c1pated the examples Olson gave in

-

"Projective Verse' for the actual metth by which the form should

‘express the content. This was achieved, Creeley fe}t, through
"the line: running, .IN STASIS. . .whith means no more than it:
is held, in tension, the line of the intelligence as manifest by ,AE

its expression" (OCC, Vol. I, p. 81). )

S Olson responded enthu51ast1ca11y to Creeley's statement o’ :
. ; -on form and content by writing that this necessary "transforma- %
tion' was "a matter of ploughing in, from the man, his cohteh%:* §
{&'it»better be good) and forcing, always forcing «on, not‘by way é

of it as.statement, but it as it brings about its_%orm”'fggg, E

Vol. I, p. 93). Olson_lntimated that the poem should not concern §

itself with didactic meaning (which was 1deptica1 to Williéms' . g
assértion), but that it should concern itself with a sincere de- ‘ z
piction of the subjecélve J'presence,"” which is the poet's Self . _§

or personality. Creeleylresponded to this with a further expan- ’ %

k31on of the subjective and, psychlc "transformation'" on }he part o -, é

N of the poet as he attempts to relaté to the world of which he i ) 5
w1tne§§. Creeley ;aw this as '"'the shading between the assumption ' %

of an 'event' and the multiplé 'sensings' of"valﬁe' in it”‘(ggg, . %

T4

3

Vol. I, p. 95). Here, Creeley is distinguishing between simple

doc¢umentation (''the assumption of an 'event''"), while at the same I

time anticipating Olson's statement~on '"the.use and value of a T K3

1life" in The Special View of History and "Human Universe." The . o

T . e

"'sensings' of 'value'" ‘become the "transformation" that occurs G

,-" , - - . ¢ N . N £y

A -

‘l4 between subject and object—the Self and the World—which equates: : o

N . ) I

K ; . P
= - N i

3 . . ¥ . . . - .
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to:the psychic stance that>is asserted by the proponents of pro=’
jective poetry. Therefore, evén so early in his career ag @ *

. Fl o g . }
poet, Creeley sensed the meaning of 'prejective' as a stance | i

whereby the poet enters into an intimate yelationsﬁip_with.his~ !

subject matter. - .- , - A |
. AN ' bt A

- - -

This stance goes against-a poetic '"posture' and suggests,

instead, the assumption of a "voice' that stems: from one's actual

" . '

~ physical getéfm;nat}on of speaking. Thus the rhythms of the_ poem " .7
cdme to be based on,the poet's own unique style of speaking, which 4

directly gligns the lanéuage of the: poem not to any previous form
ar mode of expression (like EiiOItS‘%SSuﬂption of an Elizabethan
posture in some of his poems and plays), but rather with a lang- -« o

uage current to one's place and time. The parallels to Williams' -

RS ST P I AP
;
s

N
sense of idiom and "measure' are apparent within this context,

but Creeley, through his cohcept of ”transformation,” extends his -

-

"measure' .to embrace both the technical and\psycﬁlc criteria. Iy

Creeley saw the &1ff1cu1t§ of maintéining "a logos, a pow- 5

er of method, derived from (form)(from content)/that lays bare: :

Y « ~ -7

yr center,  or: o% What use the document, IF: no final stripping, . _ ~

can be.effectéd”‘(OCC, Vol. I, p. 106). To look for the contenfi B

A

-Creeley felt one - ‘had to find its root "in the head §& Self” (OCC

£ -

Vol. I, p. 118), to pay attention to one's mode of thought and to
be faithful to that‘fact. Once again, Creeley seems %o be anti-
éipapin£\01soﬂ fhrough the implication of a stance the poet takes c.
in relation to.the woéld; In reference ,to the discovery of a new roae

form, Creleey rejected innovative techniques or new methods far .
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their own sake because "an apparent logos in method/new/ can
- mean no NEW comtent., A man, each man, is NEW. Ff his method,
his form IS the logic of his content: he cannot be but: NEW/

'original'. But the changes, whatever, in an ekisting method,
by a man coming up, will mostrcertalnly, not of neéessity: mean:
el “ 1

new content" (OCC, Vol. I, p. 118). Content 1s, therefore, the

awareness that the poet 1is Wbrkiné deliberately wiih his own vi- -

-, R i
sion. As such, the poet has to move beyond the inflhence.qf his .

t

mentors and the traditions of the past (which, in Creeley's case,

meant moving beyond the 1nf1ugnc§‘of e&én Pound and Williams)i
"Tﬁ;t is: our function,'to go beyoﬁdi in‘tlme, in reach; in the
Fead & heart" [(0CC, Vol. I, p. 119). R
The origlﬂaleform of dison's gvéhtually revised,”Projec—

[N

tive Verse" essay'came to Creeley in a letter dated June 21, 1950.

In this letter Olson wrotg:

I have a hunch that, emotion being what 1t is, its
control on our own breathing 1s such, that any of

us, who will stay out 1n the open, in the OPEN FIELD,
will, unknown to ourselves. . .declare, every so
often, unawares, a base beat and flow which will,
order 1s such a part of the law of rhythm, also de-
clare itself (0CC, Vol. I, p. 127).°

Creeley responded to this by commentlné on the "breath unit'" and
the Mmethod of composition Olson suggested: 'Well, it 1s the.
bgeath/whqt you have there. That makes the way. The head canﬁof.
shape 2 line more than the ear can hear" (0CC, Vol. I, p. 149).

. Once aga‘in, Creeley anticipated the idea that Olson articulated

* - % .

.. in "Prpjective Verse" of the "Iaw of the line,” which was: '"The

-

HEAD, by way of the EAR, to the SYLLABLE/the HEART, by way of the

-

t

P C o anm v o e B Y T T T Sy w
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“Creeley was against "a period wherein words were getting atten- -

'THis statement .-by Creeley‘brojects toward Olson's distinction B

between language ("shout') as "act of the instant' and "logos"

»
t
.
.
g A

"
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BREATH, "to tH@‘LINE. 40 Olson based this maxim on his acknowl- .

edgment_of Fenollosa's 1déas set forth in The Chinese Written

~

Character as a Medium for Poetry‘since, as Olson wroté to (reeley,

Feno;losa was correct 1n assuming-that the sentence was '"the pas- .

‘sage of force from'subject to obyéct” (0CC, Vol. II, p. 10).

[ 3

“Creeley rcsponded to Olson's outliné for his "Projective Verse”

essay statlng, "I-take it that you, have got hold. of the ONLY work- oaT
able 'dynamic' for experiment with line" (occ, Vol. II, p. 13). ;j
- The psychic stance that Olson posited in his letiers, - %

which was later more fully articulated in "Projective Verse," -

""Human Unlverse,' and The Special View of History, was recognized
: |

.
' . , Ny

by Creeley to be:

a profitable 'attitude' for working THRU a poemn, A
both for a potential reader or/a practising poet.
I mean.: wunder yr schema for energy, 1s that room,
for 'building' in a poem, under hq%d toward: end. . ’

5 : It gives us a logic tight enough to hold over our

-, material,, but at the same time, cuts out of the
cramplng of so- -called formal metrics (0CC, Vol. I,
w14) .

tion mainly as carriers of: meaning, limited, oddly, by the anti-
r t x

¢ ¢

social tag. It was a head: ' biz, purely'™ (0CC, Vol. II, p. 14).

PO T S s YN

as 'act of thought about the instant." It is a’plea to-make the

language of the poem an expression of an intense ‘feeling or emo-

v
A A

tion while asserting that the act of writing i€ not so much a E

deliberate act but rather a spontaneous one.
t hx ’ * 0 l\_
Creeley [ statement also recalls two other influences. The '

Y

f %
. 7 ~

g, Voo - . .

4
.
«

- . " . 5
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first of these is Pound, who commented on the logic of discourse . 't

in his ABC of Reading;. : , SN B

vIn Europe, 1f you ask a man to define anythaing, his ;'
definition always moves away from the simple things
) that he knows perfectly well, it recedes into an un-
- known région,’ that is a region Xf remoter and pro- -
gressively remoter abstraction. o

- Pound felt that thls tYPQ of discourse 1gnored the "thlng” 1tse1f 7

and, therefore, had no place in poetry. ; Creeley's affirmation of
“ A

¢

this %cknowlédges the’debt both he and Olson\felt toward their '

modernist predecesso}. The other influence whom*Creeleylwasylatet

"to incorporate into 'his sense of poetics was the German phiioso—

‘phqr;\Wittgqpstein, whose statemént that 'meaning is use" pointed N

Creeley toward tHe recognition that language possessed an intrin-

¢ -

sic ehergy that had to be realized during the.act of writing. In .

a recent interview Creeley- was asked by this wrlter if when he Kkeeley)
° Y
was putting words down on a page the form was retalned as 1t -

£

occurred or whether a breakup resulged in a revision on thepruned

page. Creeley replied that the form remalned "just the same.
the form is'all accomplished "in the writing.”42 . T

¢ L A
»

Creeley also felt that Olson's 1deas-in "Projective Verse"

¥

~ ) I

promoted an open-form poetry in whichAthe particuiars of the;béi‘s
experiences could find expression: '
- ° ’ As
The point 1s: that when we can come, clearly-(as you
already have), to such an attitude toward 1link, word,
and base_stress: we'open it.up, wide open/and make
possible: anythirg/, that the head.-. .ean get to
> .(0CC, Vol. II, p. 15), - - -

1 S —— . . N “
. .

However, while Creeley felt that "Projective Verse' provided a

i ' I

very good argument, Olson offered too little adtual illustratien. "
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‘What Creele¢y was lookin
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for ‘as early as June of 1950’was a line

that could effécﬁively express the content of the Self (fhe,”he d")-

i3

\

solve in his -own poetry:

“.‘on a 'point', the tighter
\\ t
needed is.an attitude tha

N

N

P ) .
. with the actual exqfn51on

11, p. 16).

. felt the need to ”tighten

Using Olson'

) > » £ l w -
of 'precision',-being rig

The proceés of '"tightenin

. N ‘ .
He recognized an\essentlal
. . .

X

h cqptrhéiction here that hé tried to re-
the fact that "the clearer the head gets
it wants to maké 1ts. comment: what IS.

ﬁ can combine, the tightness of the head/
. Possible into sounds/poetry' (0QCC, Vol.

;\Rfinciple of Field Composition, Creeley.
’thé poetic line: Tighten: as the gcf

ht—-NOT €ramped" (OCC, Vol. II, p. 54).

g" that Creelef suggests will be exam-

"ined in Chapter IV which will deal with specific technical and 2

psychic concerns Creeley abplled'to the construction of his poems.

s 4

. . L '
In addition, the concept'of a minimal, reductive style that Creeley

v

works toward will be dealt with in light of his préﬁious‘state-

ments.
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CHAPTER IV -

"FORM AND CONTENT: THE OPEN-VERSE OF PIECES-

- )

“ s! ’ ‘ e~- . \
The integratiofi of subject and object and an open-form

poetry came about partially,as a réactionfto the ”trad}tion” on
the pért of Olson and Creeley. Creeley believed that the New Cri-
ticism and the legacy of the poetry of the 19405 we're respon51b1e

for an "1n51stence upon an idea of form extrinsic to the glven

1nstance. 1 He felt that the proponents of an open-form acknowl-

——

edged the psychic stance of Olson.in their poetry where1n the par-

-y

tlculars of one's own experlences concerned the poet who wished

to acknowledge the possibilities of his own life!” As such, the

L

Heideggerian assumption of the 'condition of reality"2 became the

poet’s primary concern. As Creeley wrote:

The point seems that we cannot, as writers—or equally
aS'readers—»assume such content in our lives, that all
presence is defined as a history of categorlcal orders.
If the nature of the writing is to move in the field
. of its recognitions, the 'open £ield” of Olson's '"Pro-
T ’ jective Verse'', for exampley, then the nature of the

’ life it 13 demands a possibility which no assumption
can ant1c1pate. - i

This prqmoté;la sense of reality that. is both literally

"objective" and "subjective.'" One holds to fhe objective reality
S S " .- . ’

of the world outside of the Self, ‘but it is equally important to

note the significance of one's emotional, subjective content when

3

encountering this "other" reality. For "either one acts in an

I3 * @ <

eqﬁgl sense——becdmeéttbe issue of a term 'as real as real can be'
—or ‘else ‘there is really nothing to be said." In a letter dated

the 9th of July, 1950,~Creeley wrote to Olson on his views of

4
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i » objectiv@t&,lfeeling that it.should not be a disaSsociation of ..

e
* thé Self from the content. Rather, to be objective meant, for

LR

Creeley, "to be"subjectivé“ithaf the possession of content (as .

Ty it pertains to the 'outside') is complete enough forthe poet to Ff
hand over. .° .'" This premise leads to a sincerity in the way

Q
5

the centent is handed over, which is '"the 1ntenti6p[gs belief:

to be as subjective as is:ﬁossible; abt any ihing which the attéﬁ-
g . tion finds~> Subjective describes a man's grip on what.IS acting -+

-

upon him, as opposed to the 'what IS acting,' minus such compre-

o

hension-=—that being,'in short: the objective."

Similarly, Olson's proﬁosition of subjectivity and obfééf

. ot o

tivity was based on the” premise that: "Energy is larger than ‘man,
N —

but therefore 1f he taps it as it is in himself, his uses of him-

o . self are EXTENSIBLE in human diréctions and degree not previously .

-
-

granted."6 Thus, for both Creeley and Olson the ﬁoem came td exist -

Tren e

. .
not-as the compiling of data to present an idea, but rather as the

2 . interaction of the subjectivénmind that encounters the physical -

reali{y of the objective world. As Warren Tallman points out: -

Creeley spends less time thinking 'thoughts' more
time thinking 'the world'. By 'thoughts' I mean
ideas,:wisdohs, meanings, beliefs, and imply a
cfiticism of 'poets who do only this as though such
. . . .were the whole of life. By the 'world' I mean
the always ar;ﬁving, occurring, departing .relation-
ships which surround each man as he moves. . .7

-4

In discussing his two greatest influences—Williams and-

I3

Olson—~Cree1eyfwri%es thaf Williams '"'engaged language at a level I

both familiar and active'to my_own senses, and made of his poems
¥

an interfsively emotional perception. . ."8 Williams, as well as )

- -

o ° » a

.
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) Oppen and Zukofsky, made clear to Creeley the role of the poet in

relation to the object of his perception: .
g , : ;
No wonder- that I've never forgotten Williams' conten- ‘
: tion that 'the poet thinks with his poems, in that
- ’ lies his thought, and that in itself is the profund-
1ty. . . .' Poems have always "had this nature of , N
rrevelation for me, becoming apparently obJectlve mani- )
/festatlbns of feellngs and thoughts otherwise inac-
cessible.

According to these assessments of Williams by Creeley, the form
~

-

of the poem had to depict the emotional content of the poet's in-

i

volvement with his subject matter:
. o ’ In poetry the attentions can come to govern, as a
man might govern by what he loves or despises, or
what number of things his hands can hold. Seeing the
thing, even so it remains outside him until he can
. give it substance in the multiple involvement—which
. ) means only that he and the thing, and the possibility
which has no- 1imit; can coexist 1in a form which it is
his own respon51b111ty to effect.

Both Williams and Olson made evident to Creeley that writ-

- ing could be an intensely specific revelation of one's own con- -

‘tent Creeley admired the fact that*Olson attempted to go beyond

h
:

3

L

vl}

%

Z‘é

"‘the. 1dea or attitude of humanity to an actually exp11c1t experi- ‘
: ~ o
. - .€nce or humanness that would be depicted through the emotional
. - - v ) T
,//T° intensity .of the poetic line. Creeley wrote:

Y

-

;
\
.

I am most. impressed that, in Olson's writing, these 5 ,
several measures of human terms are adamant: 1.) .
that the instant in human time and/or all that can =

be so felt must be so present, or else cannot exlist; +§

R - 2.) that human content and possibility are the issue 1 o
S - of acts andare only absolute in that finiteness. . . . 1 -
. : . !

- . . - . * s

- - . Creeley's insistence on human 'time" suggests his belief that poems
are a ''complex'" of the encounter of the subjective mind with the

e . objective world. Thus,the poet is a "transmitter"” of reality and

-
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the form.of his utterance must be rooted in his own individual -

content. Creeley asserted this in a letter to Olson when he spoke .

2 ‘

about his role as a writer: ; ‘ «

I am not in any sense a moralist, more than I can

be, a transmitter, thru which work: forces, moral

or otherwise. I ask only that exactness, that the \
words keep with the head/as that carries thru, to \
consciousness, what charge the emotions are capable '
of. The complex. To that, to only that, should any | X <
art commit itself. It is-to have mno hesitance be- .

tween what the head,is thinking & the hand is put-
ting down. ,To force that coupling. To NOT aV01d 12

P T

The "coupling" of the "head" (the mind) and the '"hand" (the actual
act of writing, as opposed to the formulation of 1deas) suggests .

that Creeley already felt so early in his career as a poet (August,

~

‘\ . \\\\1250) that writing had to be what Olson called an "act of~the in- oL

: . = ] 3

~ \ - . A
stant. ”\\”The act of wr1t1ng,” Creeley wrote\to Olson, ﬁbelles

£
&
DSy paen

the conclusion which it might get to--because it is when I've fin-
13
"

- e

3

1shed, that it all oecurs to me, what might have been done..

D o
v S o b

It is interesting to. note that Creeley felt that writing was an

L

&
E

act of discovery of the Self and that the premise of ”dpen-verse"~

and the céncept of the continuous poem was articulated by Creeley

e . so early in his career. » .

A
? 3wt
3 DAt et 3.

. ~ - . -
It is important to note the consistency of Creeley's poet-

‘ i ) ic; as evidenced by his letters, interviews, and‘essais. It dem~ ;
onstrates a firm belief in fhe psychic cr}tprion that underlies é

N the poetic principles of\both‘Creeley and Oison—»principles that ‘i
'% Olson seemed to bypass or disregard in the body of his writing. 35
) , ) Creeiey, on the othgr hand, retains as‘;he ”sﬁbject" of his poetry 3
1! the struggle of his attempts to merge the subjective and the g

. | N ; %
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objective—the form and content—within the poem.. Ann Mandel

.=« points out ‘the seeming contradiction of Creeley's quest:

~

He (Creeley) discloses, in the clear unshadowed
, ) light of an exacerbated consciousness, a sensibil-
T ity of tensions, cares, apprehensions. Here 1s a
man who, prizing grace and clarity, suffers an un-
sure body, a voice .stumbling towards lucidity
through syntax; who, wanting to be all he can for,
those "he loves, knows, toe 1in despair, his own anger
. and wilfullness; who, admiring largeness, openness,
. nakedness to the warld, feels he is closed in his
. own small forms, habits of being, tsolation.l4

What follows will be an analysis of Creeley's middle and later

>

period as a poet through an investigation of Creeley's 'voice" and

his method of articulation throughout these poems. -

M <

. N
In talking about Cfeeley's- "voice" it is important tb con-

sider his own statement to OIson about his own uéidué“style off
"talklng” which extends to his method of wrltlng poetry ”I had
been brought up in the country, on a farm,*® and the language the
way 1 speak: 1is, or has to do with, that slowness & slow laps -

nl3 This téchpique ofousing langpage to &

say, around a center.
circumlocute an issue, to depict a hesitancy and uncertainty,:is
immediately aanrent in read;ng a Creeley poem. In additien td
< accurately depicting the emdtignal state of the poet (his uncer-
‘tainty, awkwardness, as well-as occasional emotional intensity),
this technique of presenting an“accurate, individual voice for-
..+ wards the concept of é physical determination for one's way o{
speaking in verse. It 1is a techniqué Creeley noted in Williams'
sense of '"measure" and Olson's method of "field composition';

}

but it 1s, primarily, an original device on Creeley's part that
-

-~

-

has been much 1mitated and has greatly inflﬁenced‘many young,

-~ ¢ - -
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N7

contemporary poets.
Creeley's '"voice" from his earliest poems to his present

works 1is centered around his belief that language should be non-
1

referential, since this would reduce the communicative meaning

of words to where '"they (i.e., the words) speak rather than some-

’

one speaking with them,” returning them '"to an almost objective

“state of presence.“16

xS

This desire to remain "objective" 1in his

®

..8tatements creates the tension in much of Creeley's versc, a ten-

" sjon that is stressed betweén the poet's subjective Self (the *

mind or egé) and his desire to maintain the objective, psychic -
imperative in his writing.
' T N
Creeley articulated this tension in his early poetry

4

5. through the use of apherisms. His distrust of the Self, of sub-

jectivity and the tricks of the mind, i§ apparent in an early

n

* - poem, “The Kind of Act Of," where he wriktes: '"The mind/ beside

17

the act of any dispossession is/ lecherous." Creeley feels’

£

that the mind and the ego stand in the way of an encounter with
the intrinsic reality of the '"thing'-—a stance he shares with the
early Imagists and Williams. As such, he is interested in phe-
nomena, and an éarly passage in "The Immoral Proposition"—'"to
look at 1t is more/ than it was'" (For Love, p. 31) suggests the
Heideggérian ”désein” that posits the necessity of an objeciive
encounte? between the '"thing" and the Self.
.
The limitations of the mind and self-enclosure become éon—

sequent themes throughout Creeley's poetry. This is already-ap-

®parent in an early poem, '"La Noche,"” where le draws a parallel

. AU
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between the moon (an objective reality) and the Self: '"The moon
: »

is/ locked 1n 1tself, to/ a man a/ familiar thing" (For Love, p.

50). Interestingly, this early poem anticipates the more com-

plex discussion of isolation in the poem, "The Moon," from Piecés. .

One of the most compelling dnstances of Créeley‘s struggle
not to yield to the "lecherous' activity of the mind occurs in

an early poem, "The Name" (For ﬂove, p. 144). " In this poem Creeley

begins by urging his daughter tor . , . ,
Be natural . .
wi'se T,
o as you can be

1 ~

The sense of his subjéctive identity, hi$ name, is objectified by

Creeley' in an effort to demonstrate the unlqueness'of his child:

“ il Y
. 5 & let my name
. . be in you flesh .
- I gave you

in the act of

loving your mother :
»

" The c¢hild was conceived through the act of love ("sensuality's &

measure''), not through the mind's formulation: ''there was no. <e

thought/ of it but such/ pleasure all women/ must be in her,/ as

you." ) ‘ . }}aﬁ
’ i i
.Finally, the poet urges the child to simply "be" and.nqyi
to indulge in analysis and self-reflection:

\ Let the rhetoric . .
stay with me
your father. Let

' me talk about it,
* saving you such
] vicious self-
v ’ o exposure, let you



.

" The poet acknowledges two things: (1.) a desire to spare his

: ' o . - © 7118

*_..Y . .. pass it on .
e ’ *in you. I cannot
’ : . ‘ be more than the man
s who watches..

v

-~

child from the pain of "vitious self-exposure" since;he hopes .

i

that the Self she possesses will not be awkwardly dlstorged by
the same kind of self-consciousness the poet indulges in, and

(2.) that the child's "inheritance" will be simply the gift of .

€
A

life the parents gave to it and not the excess baggage of guilt,

2

doubts, and obligations. While this poem has certain Romantic

o;ertones, esptcially i1n that its sentiment makes us recall -
ﬁlake‘s ”fnfant Joy," the final thﬁpe lines reflect the struggle

that Cneeley is depicting. The admission that he cannot be more

3 . )
than someone '"'who watches"fhas dual connotations. First, we see
X &

it as a moment of pathos where the parent realizes that he can-
t ] x

not do more than observe 1ts offspring grow up and cannot spare

it the trials of 1ife to which it will become subjected. Also, *

7

more 1mportant, is the admjssion of a person (the poet) who can

oftentimes only be an observer of life and, not a participant

S

2

because of his mind and self-conscious subjectivity. 1

ey

Creeley's concern with the obsessﬁve nature of the mind 1is

1

‘evident-in his acute dissection of relationships. ' Wqrds and
Pieces, in particular, deal with the mind\s struggle to establish

. §
relationships not only on a personal level, but.also between thé
N Fa N ! *

Self and the ''world." However, an earlier poem, "For Love" (Fog
\

Love, pp; 159-160), written to his second wife, ﬁoﬁbie, who 1s !

*»

- B
also the subject of much of his later love poetry, describes this

¥ -

I

-
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struggle., The poem begins with the’poét expressing a de#ire'to

articulate a strong emotidn, insight, or inspiration he had felt.
Howeve{; in-the ptesent} the mind that had offered abstraction
and andlysis' of this primary emotion now: .

. ... .despairs of its own
I * statement, wants to
- ., turn away, endlessly . . ‘
N ' to turn away.- =

[y

. Trying to retrieve the experienge of having Pelt love,

the poet distorts it through the mind: , v
- "¢ Y+ . Now love also -

: * becomes a reward so L

remoteé f£rom me I have S ,

only-made it.with my mind., - . .

o

i

N [

= - 5 . M + } -

ARd the mind leayes 'the poet with a sense of despajr:

, . 3 K

Here is & tedium, \

" , despair, a painful 4 .

¢ . sense of isolation and
. whimsical 1f pompous

; " self-regard. $ =

{ The speaker also points out that his ego, or subjective Self, has,

~——

> %
distorted the woman into the i1mages he wishes her to become:
- t Nothing says anything :
. but *that which 1t wishes , "
- ' would come true

u

" 4 ! - 7

Finally, the speaker recognizes the need to discard the tricks of

the mifnd as he desires to regain thezprimary feeling -of love that

inétjgated his origindl mental speculation: . "

{ , Let me stumple 1nto

_— not the confession but

. - the obsession I begin with
now. ' :

* .

”Confessipﬁ” belongs to the mind and the whole mental anguish the

~

pdet is.expressing throughout this, poen. “”Obsession;” on the

*
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“other_ hand, 1is hlS feellngs ‘of love for the woman, "that sense -

aboﬁé the others" in the opéning stanza. As the face of the womarr

2

fades 1in the 1ast stanza, retu:nlng ”Jnto the compaqy of love
ry
.+ 50 the or;glnal emotlon and feeling of love returns, but only

t
- J \
) ‘when there 15‘”no/ mind left to/ say anythlng at-all."”
t - ; ]
Creeley s ngxt coldectlon oﬁrpoems, Words,18 continues to

e . ~
-
¥

: expand f{ijpon the relationship of the,individual mind and the ex-

\

¢

BN sternal, objéctive yofld.' Words, probably Creeley's most powerful
: édIlection ofspoems on this fhemef pre;ents what Robert Duntan -
/ i .
called ”the constagnt worklng of tanglble substance and 1dea at

Lt 1 -

tehsion. ”19 . 1In hls.preface to IhlS cqllection, Creeley wr1tes

A v s . ! < : 5 @

4 ' ‘ 'Thlngs continue but my sense 15 that I have, at best,~

. 31mp1y taken. place with that fact. 1I'see no progress
) ¥n, time Or any other such situation. So it is that -
. - ! ' What I feel, in the world,-1s the ong thing I know
’ 4 » myself to be, for that: 1nstmnt. I will never know

i

r'e s ls.
- ¢ L

ThlS precedlng quotatlon egtabllshes Creeley s stance toward the
actrv1ty'0f the mlnd——what Duncan called the '"idea'—as 1t en-
) P N ‘3 . - - -

" counters.the world—Duncan's ”tanglble substance

A

The flrst line of Creeley s preface thabllshes his 1link

' %

N

. to Wllllams' statement, ''No ideas but in things." Creeley ac-
. knowledges his debt. to, Williams at” the beginning of Words:where
he precedes. his own poems by a quotatron from Williams' poem, "To

Daphne and Vlrglnla," from the collection*Pictures from Brueghel

What Creeley means by his statement in the %1rst711ne is that he

. ?

as sought to take his mental and emot10na1 place next 'to the.

- '

’thlngs” (or essents, in. Heideggarian terms) of thls world. As

/such, the feelgngs orkmlnd of the poet is not more or less than

t — t Lol
. '

L 4 ] - . s >

myself otherwise, - (Words, ”Preface”) ' . . -

-

RV PO
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the world of which.he is a part, His '"ideas," the activity of
! :

“his mind and emotions, derive, rather, from- the physical world

he encounters. A5 William Sylvester pointed out:

He (Creeley) does not say, 'Feelings are paramount,
or 'My feelings create the world.' e wants to get
] away from the notion that thinking is the world, but
., ' the world and thinking together provide the réla-
tionships that are themselves the motions of impar-
tiality, relatlonshlps that are the ways everybpdy
thinks.2Y -

.
1

It 1s also in Words tﬁak Creeley demonstrates most suc-
cessfully the unityjof form and content. The bqetryg at its'best,

demonstrates the way 1inh which the mind moves, ponders, creates,
A .

’ »

and establishes relationships within the world. The length of

Creeley's line Becomés a depiction of the length of gach thought

.

readér's awareness. The spacing and’puncfuatﬁon seem to- be’ ag—
tempts at"lndicatiné a\change in perception. The length of hls
lines usually indicates d teﬁsion withiﬁ~the mind .as it Strﬁggle%
Qlth the articulatioﬁ of  the feelings and ideas. The content or
theme of the poetry in Hgigg has to do with the destruetive ac-
tivities of the thinking mind. As Cynthia Dubln Edelberg p01n;ed

* i

out 1in .her crltlcal study of Creeley's poetry

RS

.the poems about thanklng are filled with frus-
tration and anxiety as well; but in this volume the
problems associated with contemplat1Ve thought have
little to do with 'the poet's expressed sense of in-
adequacy and a great deal to do with the limitations
peculiar to thought 1tself.2 :

‘This "limitation'" of thought .is addressed by Creeley in

the opening poem of the collection, "The Rhythm"
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- ) ~ the mind .in’men . . 8
. ] . . poe personal, Tecurring . -
- ' . ‘in.them again, - - .o
. o thinking the end " ’_ 2
- N 1s not the end. e C
- ’ o (Words, p. 19) P
. . . ———— = . 2
\ . . - g
In these lines Creeley is making a general statement about the: C ok
! N i ® £ 4
human mind that refuses to accept its own finrteness and limita- .° ° W
N o - - -« N [
» ~ & N - N
v tions. The poem works, finally, toward.a recognition or re#olu— s &
i . ' ) " A S, "
: _tion: N . - c - : 2
3 v [ ~ ' . X - &%
. N . The little children ‘ - . '3
: R grow only to o0ld men. 5 R ) . k
: The grass dries, . - L < ,
i the force goes.r T o
’ ) N - ‘ ! ~ -
» - N . . ! * . i z
r - ¢ . - But is meét by another " ¢ » L7 :
. . ,returning, ‘oh 7ot ‘mine, i o .
Coa - . not mine, and = ° . s bz &
o in turn dies. . o , ~ o
: - « ° AWords, ‘p. 20) - %
’ N + N o - ‘. . . n” -, p N N — . 1 A
. The only moment of, personal, emotiomal interjection is offered in | - ¥
) 75 ' ' ~ ’ . » ! . 1 # ) ctu * - %w):
' the lines: ', . :oh not mine,/ not mine. . . ." However, Creeley .. VL
: $ C s e . - +F
P : integrates this. moment of recognition very skillfully by keeping ° \Eg
; ) ] 2. . z ) ) - - e s * - ) £
o the statement withih the rhythmic structure-of the poem. "It is | = LAY
LR only through the use of the yord ''oh" that thete 1s a break in TN
? the form of the verse. And this break is reintegrated within theé - 3
2 iy *
’ : i
T _.poem by the persistent drone of the final lines: ". . .and/ in . "
) 4 . — ' . s ’ . R
£ turn dies.™ '
- . - ' i - . . g: N, -» }
The limitations of the "mind" are.further exposed in the -
f) . L - “ [ e }
poem; "Walking"® - . . -
: : In my head I am T L ~
walking but I am not I
* - in my head, where - . -
B * T
- > ‘ -
. ! - . fa
/ - = A
1 ) ! l; N
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tence up. to the first’line of the third stanza, articulates the

the real world ('not thought .of").

123

is there to walk, - .
not thought of, is . T
the road 1tself more

: " than seen. Isthink = - .
- ... it, might be, feel . . )
- as my feet do, and . o

continue, and
at last reach, slowly * ;

one end of my intentdon., :
(Words,'p. 36)

+~ .
-

" - P N\
The form of this particular poem, which 1s that of a run-on sen-

.-

conflict Between the mind in which the pdét is locked (the "head")

and his proprioceptive awareness of his physical determination in

The poet expresses a desire

‘to cease thinqué, to "feel/'as my feet do. . ." and, therefore,

reach the "end of. . .intention." It is this persistence, this

.

“"intention'" of the mind that Creé&ey chooses to disregard, thus

4

aligning himself with Olson and the projectivists who sought to

-become not observers but participants in the immediacy of_the’

moment. -

.

The ”intehtions” of the mind, as Creeley'decléres, lead to

~

a type of,stasis that he reveals in "The Measure':

\

BN ’ T : I cannot .
- 0 Y - move backward -

. of forward.
¢ . I‘am caught .
’ in the time
. ‘as measure. ) '
"What we think oo -
IR of we think of— * ;
B U S of no other reason \
. ‘ : we think than
"’ ; ~ just to’'think—
o - each for himself. .
' . ‘ ' (Words, p. 45)
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- The use of the term "measure' in the title recalls Creeley”s debt '
‘to William Ca’rlos:Williams, except for the fact that Creeley uses - .. "
the term-ironically. ‘The. psychi¢ '"measure" that Williams referred -
X to in his_poetics had to dé with a poetic stance that incorpor- , -
- “ated both the subjective and the objective criteria. As a result, 1
the poet entered the 'ﬂ'op'e\n field" .of experience, not confined
within the stasis of self-absorption or reflection. In Creeley's o -
. ‘a i ) . N
poem, however, the poet 1s ". . .caught/ in the time/ as measure"
A prec1sely because of this aspect of the ‘mind. The fact that the " %
mind plays these futile games that brmg about thls stasis.is di- - =
T vulged by Creeley when he-presents the circular way.we "think": 3
‘ . ‘ « What we think L&
: . . T of we thmk‘ of—.~ ] i
\ S of no other reason - BRI CL
- » , . - we think than.- .- T , . S B
. \‘ ’ Ny just to think— - i N %
;o ( ThlS pernlc:lous nature of the-mind is asseljted in the be7
o o .. . . - ’ :r
. * " ginning of the poem "The Pattern':- . ’ - .
M . ~As soon as , ’ %
- s - . o r‘ ! - .' 1 S[ieak, I . I
i ’ speaks. It S "y
-7 . . ) ) %
e T . wants to ‘ Nﬁé ) : 4
5 L be free but o .. o f‘%
impassive lies - T - - 4
b S \ ' - '
Lo . " o ‘ in the direction =' ' §~
Lot .o . ... . of its ' ot : g
: . T ‘ - words. . ' TR
AN e T : ' (Words, p. 49) T &
: - "j a 4 N M 3
The second "I" to "speak' is the overbearing ego that becomes the
- . - . - "t‘!
x . - ¥
. "it" of the third line. The slothful nature of this "Self"™ is 3
{ illustrated by the image of inactivity: 'impassive lies." In ) e
. - R
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addi‘.“ti‘on,"j-c'réeley«kis making a comment about the paradoxical na-

ture &f the mind that "wants to/ be free" but whose nature con-

sists of simpiy\sEeaking the words 1nstead of acting upon them.
‘As such‘,j"‘pattems” of 'the mind are, according to Creeley, all
. too predictable and, consequently, words fail to c/onveir an agtive
'sénse of reality since they merely mimic the static intentions
of thought. . - - o . ’

, The mind, because it is static; prevents commu;i,ion between
the Self and the world, according to Creeley. -In his dissection
of relationships Creeléy illustratés this distancing that occurs
between himself and the woman who 1s the object of his_love. Ap-
propriately entitled "Distan’g:e," this poem demonstrates the awk-
wardness of the poet who seeks, in his mind, to épproach the ob-"

) ’ - 4
ject of his love:r -2 : o .

- o But:.what — ‘

. - were you, where, .. K T
LT ey one thought, I i
<. &7 .~ was always _ i
.:: o - ~ v ;,.
S “thinking. The ", ’ ., T

i ‘ mind itself, | a N

L s : impgdse., of form e .
. . Tast realized,
o nothing T . N . .
. L otherwise but . oL T
e a stumbling Lee e
R ", . “looking after, a D=t . -
-c - ; picture ' : : N
3 ) . -of light through . L o sy
, —dust on - - - I
e - " an indeterminate distance - . .
e . ’ (Words, pp. 69-70)
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‘From the clarlty of the 1mage in the openlng stanzas where the

1"

woman is a ”form” 11ke ". . .the warmth/ as Sun/ light.
the mind distorts this image by its perpetual questioning: ""what/
were you, where. Finally, this very awkwardness of the mind is ) .l

p01nted out as belng "a stumbling/ looking after,” a kind of . . o

hindsight. The images of ”warmth” and "sun light" that depict o -k

the woman in the opening stanza now distort into a "picture/ of

"
P -+ R
‘ light through/ dust on/ an indeterminate distance.'" What has - R
once been concrete, tangible, and immediate is transformed by the . '§
%‘ mind into something distorted and ephemeral. At the poem's con- o
:‘ clusion, the "forms'" that the mind has created—the desire im- . i
¥ - . I3 " :?:
: ~§E§~ . posed by the ego or Self upon the actual, physical world of sub- R
% stance—arrange reality to suit their own needs, creating the dis- o
[# : . &
§ N £d K
§ . ,tance: . .
- . , pushing ' N .
> ’ the flesh aside, ‘
Q . step in-
o f ‘ to my own, : ]
e C ) my longing . .
[Pt o : for them. ‘
x R L (Words, p. 73)

After repeatedly pointing'out thé/izmitéfﬁoné'gi the con-

templative mind Creeley:.near the end of Word;, présents a reso-’

o Mg e, 39

LR

lution or acceptance of the previous dilemma. In the poem "TO™"

-

BOBBIE" (Words, pp. 97-98), Créeley expresses the de§ire-t6 be

L ", .'.rld of/ these ‘confusions. " Yet he acknowledges the Omni-."
,-J' -

presence and pervasiveness of the mind: "In my'mind as/ ever,
. you occur,' even though he 1mmed;a;e1y contlnugs w1th a- Eh251ca

- . .descriptién of his w1fe 1n the effort to-avoid cerebral speculanlen.-*

. . -
~ . % -
S
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4

The poey'siconélusion is a resolve to accept that external real-

I &

ity 1s as valid as the reality of the mind, the internal\worldy

, }
. . .The world

. I cannot change
the ‘weathe

is the trees, you, ) -

it, .

2 . . occurs, the mind

' is not its only

witness. . -
(Words, p. 98)

However, Creeley, by accepting the validity of the mind's

reality as well as its limitatidn&‘\also acknowledges. the impor-

that Zukofsky and Oppen referred t

poetics. ~ Thus, Creeley writes in "Enough":

tance of language (of "words') as rgeferents in the same sense

the use of language in their

[
o

< . It is possible, in wprds, .to speak

] of there and here,
. .~ and then. It is sofme

‘ way of being; PT,

. gthat it make

ground.

(Words, p.-122)

of what has happened}—a sense ‘ ‘ :

zed enough, .
common

'
% bl

Creeley's open stance in this poem anticipates the form and con-

tent“oé Pieces. He is acknowledging the
e

distaLce fhe mind cre-

ates, yet he is affirming the very reality of the mind from which

il is impossgble‘to escape, particularly in section 6 of thg poem:

.. - You
- . there, me

o

here, or is it
e -

there, you

- . - here—there .

P

PR TapR o TR L. VUV

Vit
fubike 37

S

P s

e,

TR

¥
1

T, b

<
e



2 el

S
P

J3

> WEINET messp et s

o 83
lu

- "
- ’

. o
N
B RS PATRC . : . . ’ . ‘
- e g BRI o e S e AR R R ST $0 1 1 SO B v e Tuma SO R o < - coeem o

- »
128
: o or there \ , ,
T ) . or here—and here. . . ‘
.In two . T "
- s . places, in two ' -
pileces : ) . ' ) X
I think . - . o E
, (Words, p. 126)° o
“in,settion~7 Creeley moves back 'to the ‘physical reality as he %
describes the woman's body: .8
g e
Your body §
is a white - . %

softness, it has
its own

$

place time . ' ) T
after time : .
é g . - - (Words, p. 127)

. So.tentative within his own physicality in the seventh section,
the poet comes to a proprioceptive awareness in section 8:
' I vow my life to respect it.
I will not wreck it. '~

5 .5':‘mﬂmmﬂﬁ‘vwm et

I vow to yours to be
enough, enough, enough.
(Words, p. 127) -

greeley's desire to accept the physical equally with the emotion-

% RN R

T oy
PR A

al or mental demonstrates his capitulation to Olson's stance re-

garding "field composition.'" Creeley, in Words, moves to a posi-
tion outside of the strict confines of “the mind (so much in evi-

dence'in his earlier poemf) where he can be 'open' to experience

that does not stem strictly or relatively from his Self. The mind )
and the body are ready to cohere and walk together, albeit awk-.-

.

wardly, as Creeley writes in "A Tally" near the close of Words:

v
v /
. . M
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- Within the world,
accomplished, effected,
‘I don't know how,
"with the body.I walk in.

(Words, p.

The 1idea of "field compgsltiop” can be best understood by

an examination of- Creeley's collection
the idea of gpen-form poetics. that Art

A central point rn understan
in Olson and therefore what

poetry 1s made is the notion
, in a poem, both an its creat
. recréation by the reader or

both men assert, is not some
through time from point to p
image but is rather somethin
ing a whole,
experigice- on poet demands.
physic a¥ unit of measure,
physical and intimate as

this one,

many quirks

in the thought,
1 only live here,

140)

. 22
Pieces,

«

hur Ford discusses:

4&15 what Creeley finds

h hinks happens when
that time stands still
ion by the poet and 1its
listener. The poem,

thing that prdceeds -

oint or from image to

g composed of parts form-

the whole poem being the form that the

. The 1ine 1s there as a

physical as breathing 1s
speaking 1s intimate,

with

the rhythmic patterns of those lines (based on the
syllable) determinced by the intelligence and feeling

of the poet.
'field' as defined by Olson,
.- . quence and conseguence.

for Creeley the poem usually

The poet then for Creeley works upon a

rather than through se-

Olson said that the poem
should proceed from perception to perception,

but
consists of one perceg

tion given in a delicate point of suspended time.

is his statement that ''the poem. .18

. The first idea that Ford presents which 1s pertinent to Pieces

rather something composed

of parts forming a whole, the whole poem being the form that the

experience-on-poet demands."

¢

rated experience of Pieces relate to the 1dea that the poet is

offering '"pieces'" of experience and, as
acting a discovery about the nature of
each poem presenting a completed, close
move in bits and units of experience.

tain poems like "The Finger" and "The M

is himself en-

~

Instead of

a result,
pe?ception.
d unit,
With the exception of cer-

oon," the poems in Pieces

which illustrates

Certainly the structure and the nar-

the poems in Pieces
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must bé read together providing the conclusion*;ha£ an’overview
" of Creeley's purpose can only be gained after the whole book is
assimilated. . o ) .
Iﬁ writing Pieces Creple; was'définitely influenced by

'Louis Zukoefsky's long, onsgoing poem A" and most probably by

George Oppen's short collection of poems, Discrete Series, written

between 1932-1934. Creeley acknowledges his debt to Zukofsky an

-~

his dedicataom of Pieces to the older poet,and the i1dea and struc-

1

ture of the collection recalls ZukofsKy's statefient in his essay,

>

"An Objective,'" that the poen should be something that occurs-as

"o :the'détail, not mifage of seeing, of thinking with the things

2
TERE

~

.as they exist, and of directing them along a line of melody.

is especially apparent in Pieges that Creeley's experiences as a

E eV

writer cbuld\exist as fragments or lusters of words denoting

\ Al
- feelings or émot1ona1 states so that, literally, the reader is
' - 1

I . .
given '"'pieces' of experiences.—rhercgorcﬁ Creeley reveals to the -

.reader the idea that Olson suggested in his statements on '"field
composition' that the poem was an on-going experience in the same :
manner of life as a process, an idea that Olson had arrived at

after reading Alfred North Whitehead's Process and Reality.

¥

The second point,that Afthur Ford presents, the 1dea of

» £

". . .the whole poem being the form-that the experience-on-poet

-
“

demands," becomes important precisely when understood in terms
. * R 4

of the nature of the ﬁoet's intention in writing thekpéem. tIn

poetry that is not "open'" we have, as Ford states, thelpoet work-

ing through "'sequence and consequence' all.in an attempt;to

-

‘ v, iy "
Lxﬁ'm&‘&ﬁ%ﬁm.& P

EPRUULE P
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1

demonstrate a statement of intent. However, as Creeley states

e

regarding his own method of "field composition” in Pieces:

-

life-exberience of the poet as this comes to be reflected in the

1anguage.

As one can gather from this statement, the only

act.becomes the craftlyg of the poem while the "intention"

.rather than thus write a book like Pieces 1in
some disposition to 'get at' reality and say this-
this-and-this 1s the point, I think far more useful
to me in writing 1t was to let 1t move in daily
economies of experience and let those effectually
accumulate-and discover what they seemed to be about,
which was after all @y life. That book also discoy-
ers a coherence that I couldn't have given 1t by 1in-
tenfion alone.? *

*

« 1

-

seems to be at the,ver heart of "open-form" oetlcs This was
Yy p p

the psychlc dlsposltlon that Creeley had arr1ved at after the

Struggles betweenvthef”mlnd” and the objective world in For Love

and Words.

warked toward by\Creeley4and Olson in their 1etters and articu-

l.ated by Olson in ”Pro;ectlve Verse:" Creeley also -feels that

manly 1n given situations,whlle concurrently life—experlence can

alter ,the usual rational disposition one can have from one moment

. deliberate ch01ce can sometlmes inhibit a disposition to act hu-

Y
i

to the next, Therefore; as Creeley states: -

!

The point 1s that one must admit to the ‘variables of
the usual, that a life situation may, at 4ny given
moment, present One doesn't fling oneself igpto.a
51tuat10n,,but rather you use all your attention and
information not just to keep yourself together, but
to bg as responsive to what is happenlng as you can
be. . s e

,%ieces, therefore,  works toward the integration of the

/—"\

o

\ . . v
¢ B
. -
v ; -
. .

\ : ‘ ' ) -

) -

is the

This willingness to leave the Self open to experience

)
Pieces becomes the full consolidation of the stance

""deliberate"

4
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subjective-objective duality attempting to pick up where Words conclu- '

ded—that 1instance of experience where the mind and the bbdy -

4
3} ‘ 4

R ! [3 <
begin to cohere. As Cyﬁthia Dubin Edelberg po;nteq out:

Fald

In Pieces, Creeley tries to bring the analytical o

and”the intuitive 1into a proper balance, thé result £

t 3 ~

of this fusion to be a more complete and thus more
valid method of ordering experience than his previous
one.<7 . '
- §

In the scheme of this argument we.may subdtitute mind for "the e

.

> ! .

' L

analytical" and body or proprioceptive awareness for "the imntuyi-,

tive." However, Edblbe%g's‘statement about "ordering experience"

—e

is perhaps inappropriate since, as previously shown, Creeley

frowns upon any '"deliberate" act. ‘Rat%eri Creeley declares-his. )

desire to admit "revelation and discovery" into the ‘actiof wri- . o

A ; ) . L . L

ting in the opening of Pieces: . : o

‘ As real as thinking A o S
"‘wonders created ‘ ‘. o

— by the possibility— . ’

‘ forms. A period . o S S ‘
j at the end of a sentence .1, { s ! ‘
which . a
. began it was N

-~

into a present, . Pt
{a presence o - T ,

. , e !
, , Ssaying :
7, something as it goes. s
) ) (Pieces, p. 3.) S ‘

Admitting the full possibility of:the objective worid ("forms"),
Creeley asserts that this reality is as valid as the constructs . .

of the mind ("as real as thinking").

1
° -

The aspect of "revelation and discovery' enters into this

if we establi'sh the connection between "present" and "presence' -

- ;W&; v oe

N
.

C% Y.

-
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"in the third stanza.. The literary allusion ("it was') is to

.
\ .
|

Louis Aukofsky who wrote that a wrlter ”attempts not to fathom

28

hls:tlme amount but to sounding his mind 1n it. Fhis 1s the'

”p}eéenfﬁ or,gif@ that Creelecy states he receivedlfrom the older' N
pbét whose continuous poém,”A}'Qrpgley used as the model for . -
Piebes and the vblﬁmés that were to follow, ‘ Zukofsky had taught
Creeley that the poet writes one continuous poem all of his llfe
and Creeley was able to consolidate this belief with Olson's

“statement that writlng-should be an "act of the instant” (from .
”Human Unlverse”) and that the Ppet ‘was the‘”object in fleld of

! ' v

force declarlng self as force" . (from The Spec1al View of Hlstory)

The 1nf1uence of both Zukofsky and Olson cohere in the last two
stanzas. What Creéley learned from Zukofsky - about the continuous
pgem énﬁ about ''sounding his mind'" in his time becomes:théa"pres-‘
ent" thatAqudrms the stance and poetics of Pieces.
fﬁe‘”presence,ﬁﬁon thé other hand, 1s the Self of the poet
(Créeléy); but not as a subjectlve fdrce tHat imposes:inten;ion; ¢

. i R AL
rather, the ”obJect in fleld of force" Olson decl@red in his es-

t

' say. Both Zukofsky and Olson determined the historical ”presgncef

of. the poet, in relation to his work, Unlike Pound who attempted

1

to ”f&thom h1§»t1me,' Zukofsky felt that the voice’ of the poet

s

remained vague, at best (”5ayihg/ something/‘as’it goes") simply

‘making a statement -about 1ts perception of the world that could

be passed on and, 1f so construed, become a "present.' Similarly,
'Olson, by declaring man asu"objéct of nature'" in “Human Universe,"
deemphiasized 'the subjective’imperative, that placed man outside of

2
r
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the ' context of the world. .

Like Zukofsky and Olson, Creeley asserts tﬁat his Self

(the "presence') makes a statement but/doesn't’acknowledge that
\

his perception is 1n aﬂy sense divorced from the context of the

L

"essents'" of his l1ife. 'Cbnseqpently,~Cree1ey Is deliberately
{ . . h N h .
vague 1n’ thre last stanza in .order to equate the subjective with

\ r

i / . 3 - B
the objective. As a result, the opening of Pieces sets the tone
; Tieces

. 0f "wonder'" in the presence of the ”poséibillty” while the speak-

i

er of the poem becdmes not the frenétlc or despalrlng person of

For Love and Words who tries to cdme to terms with the|”m1nd"

- L ot ¢

that scckq to impose 1nteﬁt10ns but rather a calmer presence who,

faced with the Mystery, establishes hlS presence- {Dasein) in a

world that 1s constantly unfold1ng !

The beglnnlng of Pleces contlnues in this dellberately

vague manner. It 1s as af the~poet wereuattemptlng to make the

{

x

"forms" of the,opening passage cohere W1th1n his mlnd into a, fa-

ﬁiliar, apprehen51ble shape" Even the people who come to popu-
. - 1

i

v
-

late thle poemé are at first vague subistances: .
v ot oY N , '

‘ . ' , Small facts . f
b, g of eyes, hair L .
¢ - ‘ . blonde, face ‘ ;

\ " - 4. +.,, looking'like'a \
: . flat painted ‘ e
board. How -

- opaque’as if . y
. 4
. / a reflgction )
) ‘ o merely, skin

vague glove of
. "randomly seen
- : colors. }
: . (Pieces,_pg. 3-4) | . .
% B s .

P - i K1

N
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These passages appear as if they were an almost de11berate exer-

~

-

cise 1n the Imagist technlque on the part of the poet The in-

adequacy of this method of presentation is demonstrated through‘

4

the one-dimensional aspect of the personkhe bégins to describe

_whose face'is "like a/ flat pa'inted/ .board" and whose skin.is a

"vague glove of. .- .colors."” ) . .

i

Yet if we recall Creeley's statement that ﬂrelationsh&ﬁ%

are what matter" and his belief fﬁat peréonal feelings are-neces-
sary in the‘poeﬁ, we can see the 'irony of the method of presenta—-
tion in tHe ppeﬁing fragmenté. I£ is as‘if Creeley is giving the
feadey the bare-bones of the poem 1in an atfempt to demonstrate .
that Eognition, if'it begins in the mind (éhe subjective) or out- -
side -of it (the "world" or the objective), is incomplete since
thé two are necessarily inté;relatedu Thus: ) . e

C ' Inside S V

: and out o . R -

- ‘ impossible s
locations—

‘ ) reaching in
. . from out-

e side, out

) ’ . from in-

s§ide—as -

middle: .
¢

\t

one : . .
hand ’ ., - !
: (Pieces, p. 4)

: -

Reading these lines wé¢ can relate them to the paraphrase

. ——

of a statement by Novalis, who believed that "The seat of the soul

is where inner and Qutér meet." Similarly, Creeley urged sugh a

~

- - - . e e s :zv-amr——ﬂh‘%.:.”
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o

coheres into a material substance: the "vague glove of/ randomly

seen/ colors" .becomes "one/ hand"—~somefhing with which to hold . ]
the material reality. }t seems at this point that the poet awak- .
¢ns to a fuller sense of reality where material apprehensions can

become consolidated with the éphemeral and vaguer 1insights.

v

1 . ,Confinuing his examination of this dual nature of reality

x

and exﬁérience, Creeley comes to an acceptance in "A Step'':
i .

Things

. ) - come and go R

£
PRy N T

L ‘ ) . Then ‘ o ‘ N
> - let them. -
~ . (Pieces, p. 6) B

55

RIETIR

which reminds us of this same sense of acceptance of the cyclical

1

el

‘nature of experience .in "The Rhythm." . ‘

.
o

Whereas the persiétence of the mind to argue and declare

EOSP

o
ot 2

by

) . , .
.itself was the basis for the built-in tension within the structure

:
e g
S
E,

of the poems in For Love and Words, Creeley here moéks this pre-

. - L4 . N
vious Urgency: ;

S AREER

Having to— L o
what do I think
to say now.

e
¥

7y

Nothing but : o
’ ) comes and goes

in a moment.. ‘
(Pieces, p. 6) . r

’ ’
The insistence of the mind that thinks -in terms of goals and pur-

D . . . . ¢ i
poses is undercut in the secohd stanza. The fleeting nature of

experience is asserted and the acceptance of the '"small facts" ig
A B -

)

,underscored. -
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4\ to be alive and to be a participant in the activity of "being."

137

. The following fragments of "A Step" illustrate Creeﬁﬁy's

concerna with the mundane aspects of existence which prompted some’

critics to label his work as 'anti-poetic.”" Certainly, no poetic
- . . . - .\\
posturing 1is apparent 1in lines like:
sit. Eat )
. a doughnut. ’
: : "+ Love's consistency )
favors me. ‘ . !
or, ) :
- Willow, the house, an egg— - )

what do they make?

Hat, hap}py’ a door—
what more. -
(Pieces, p.- 8)
\
Howeve{r what is apparent in these lines is the same sense of

"presence'" that we can note in William Carlos Williams' '"A Red

-

. Wheelbarrow" and "Poem'"—a ''presence' that declares 1tself glad

£
The poet of Pieces who finds that '"love'" favors him 1s content .

in that. moment and seems to want no more than what life has pro-
vided- him with. Thf§ is. apparent even in' the form of the lines

P

(”Hat; happy, a door—/ what more') where heAplaces "happy" (a

"

.qualitative emotion) among the physical structures (''Hat,'" "a

door") that serve_as the construct of what is, essentially, ‘a

-

_satisfactory world.

.Creeley moves from the ”mundaniiies" of '""A Step'" to the

rather formal structure and the tapestry of allusions of '"The

>

Finger.'" Even though this poem had been published on its own, -

it is interesting that Creeley should include it at this point in

s Dol
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the volume. Yet its inclusion at this point is most appropriate
since it is_a tonsolidation of the themes that were declared at .

the start of the volume. Since Professor—Edelberg has presented i

a rather definitive reading of this poem, particularly in terms ‘ :f

|
3
A
b
i
i
r
*
&
b
it
n

of the voice or "hero" in this collection, there is more value
in placing this poem within the context of the previous material ™~

and the overall design of Pieces. ‘ ~

The beginning of "The Finger'" recalls the dual nature. of

cognition and the dichotomy of the "inner-outer”™ (subject-object)
from the very beginning of Pieces:

Either in or out of

the mind, a conception

overrides it. So that N _,
that time I was a stranger,

e et it

]

(Pieces, p: 8)
In this case the '"conception'" that overrides the "mind" or the

poet's reason is the reality (both actual and conceptual) of the

woman td\thm the lover's (the poet's) plea is addressed. The ;
poet becomes subservient to the woman, declaring that his purpose

is to speak of her grace and charm, a purpose that demands not

- . iy N
his idea or conception of her, but rather a recognition of her

N

own unique ''being'':

- . . .the story I ) .
myself knew only the way of s
but the purpose of it . - SR

had one, was not mine. .
{ '(Pieces, p. 9)

Yet despite this recognition, in order to speak of her he names -
her and places her within a mythic context, first as "Aphrodite,"

goddess of love, then as "Athena," and finally as the Madonna or

2

5




s . - -
s
\ 4 A ,
xrageR N ol DIl AP Lo AL A e
T ¥ ¥ i i 7 ¢ L N R T AN T e v
. . . o
3 - - “ s f
e - . el - v
! - . e ' . - .
¢ , Y e ! ) Y -
‘ » -

L : ) . .0 ;
Rt - t
e " 159
g R . . ) it
o Virgin: o

i ‘ I saw the stones thrown : )

& . - S at her. I felt a radiance transfor X g. =
K _ +my hands and my face. ,

O T I blessed her, I was .one. C -
FA § . (Pieces, p. 10)

o3 s e ———— -

H -

However, the woman who is the object of veneration is also -

&

éomprised of contradictions. She.is at once the beatific vision

3 vt PR
P A L
N

of the Earth-Mother: , - | T )
; ‘ She was ldrgely warm ‘
i o flesh hejavy—and smiled . - . -
. ' in some ldeepening knowledge >

¢

(Pieces, P. 11) -

"and also a symbol of all woméphood: ’

She was young,

she was old, o " o AN
she was small. . . .- N
R v She was tall with . ' S .
o ' extiaorﬂinary grace. Her face °© .o “,
i was all distance, her eyes - . :
g r . the depth of all one had thought- of, L
g .. " again and again and again. - el
g - , . (Pieces, p. 12)
: Ultimately,;she eludes the lover: .
f : . To approach, to hold her, ~ :
° ) was not possible. - 4

She laughed and turhned
and the heavy folds of cloth

. " parted. .
N " ) (Pieces, p. 12) - ]
» N . L . . .
and becomes her last coriceptualized transformation——Kali the de-
» ,
7+ " x. stroyer, the 'bitch-goddess' whose laughter has turned sinister:
, .. N - . - ©
P . . .The nakedness
: . - burned. Her heavy breath,
? Xflx = -, her ugliness, her lust— X ~ i
T but her laughing, her low \\ \\\
§ = S N
-~ - T £ :\
) . ”../1 \\
1 ' - L e . N\ 4
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. - ‘chuckling, laugh, the way = °~ LT e f IR
. she moved her hand to ‘the’ - oL Y A
naked breast, then to coty e S ) - '
” Ler belly, her hand with its flngers
s : .. (Pieces, p. 12)
:> Finally, the recognition and resolution with the object of his -
t- . love appears to the poet: " — )
‘:f& R R 3 > _up ) ) . A Lo >
3 - . The choice is simply,
‘ - X I will, as mind is a finger,
%w : o , pointing, as wonder )
e : a place to be. s
% . : (Pieces, p. 12) R ,
o - *r  And upon this reccgnltlon the poet arrlves at the Very conclu51on S
_— that makes thls poem so intimately & part of Pleceswrihe realiza~- - . -
' . j
tion on Creeley's patt ‘that the mlnd is always a "flnger, p01nt1ng” .sg
5 :" *t v . . =
toward a goal, conceptlon, or, ideal, whlle the’ real (the ”wonder") ) ;

is wherever one truly chooses to be as a’ full part1c1pant in the r

v s

Q
o e

world existing indépendently of mental constructs and concept1ons.

3
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The poe% sees himself as a '"nanny/ who jﬁggled é world -bes

e

i

B

% ‘ / fore her/ made of his mind./ This, as Creeley acknhowledges, is NG
¢ - - : T . .

LA " ) . N " . . . . R . N 4

K ’. not the real world but a distortion. He questions and disparages o

.. . L ’ T T E

‘% his impulse to conceptualize his’ beloved: o N . R é

) g - S e, A

e ‘e s Was there ever T oL T %

¥ : such foolishness more - i

r ; ) than what thinks it knows .. ,g

- ' M and cannot see, was there ever ' ) - . ] '%

: more ? oo e N

P . . s (Pieces p. 13) » ‘%

’ However, even at the end of the poem Creeley is not ‘sure of the R

. A

| afure of the vision he has encountered.’ Stress;ng.hls previous ' %

2

Is she that woman, | I -
(_ or this one. Am I ﬁ?e man-—— o L
L and what transforms., ‘ .

-

. 1
* . Y
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S o ; .-.he raises these same‘'questions at the poem's end with:even less

" certainty using, this time, question marks for added emphasis::

3

L ) . . .Was the truth

: L behind us, or before?
Was it one

- ' or two, and who was I1?
: ’ - (Pieces, p. 13)

o ) _f- . Despite the uncertainty of his own Self,rhis ego-i1dentity,’

e

' the poet continues to ''dance a.jig. . .learned/ long before we

weré”born." Yet the uncertainty that descends upon fhe poet’
~ doesn't lead ﬁlm to despair th;t’th¢ previous vision of the woman
Lo - as goddess)@estroyer would seem to suggest.cwRatHé;, from the frag-
. o mentation.of his mind brought abou; by the woman (phe,”conception"
. that "overrides 1it'') comes é freedom that places thé poet in im: J
éediagﬁfib?tact Qithlwhat'Kéats calleéd the 'ﬁenetfa}ium of mys- -
tery.”' fhe poet/Creeley finds his'own‘Nggat1}e Capability, and
it is precisely through-this attempt to resolve the subject-object
{~: L dichotpmy that "The Fingerh'can relate té the gtrucfure of the
. ... fragments of Pieces. The poét has successfylly located himself
in the "dasein" of the moment, as Creeley writes in a fragment
that follows "The Finger": . l ‘
4 Here here
here. Here .
(Pieces, p. 14) I
As Creeley has asserted in interviews and essays, his own,
t : - development in Pieces involves the notion of getting away from
tﬁyw ; ‘ i poetic creativity as a conscious craft. As such, the pattern of

, ) much of Pieces proceeds from an almost unconscious detailing of
e e —————

s . A
. (w objective data followed by an attempt on the poet's part to express
‘,, \ L]
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. experiencing (subjective and objective). However, it is impor-

"\
Pieces that Creeley has provided an outline of thé patterﬁ of
the creative mind that truly makes Pieces such an ''emotional

,Tegister" of the poet's life and experiences. Not that we need
to .read Pieces as '"confessional''; rather, this unique collection
whose form 1s so inextricably bound to its content is really the
cglmlnation of almost twenty years of a.foetié:in-progress that

“.began as simp1y>the ry in Olson's "Projective Verse' essay.
Throughbut P'é‘es Creeley expresses a concern with achiev-
iﬁg harmony not just between his Self and the external world, but

a,

also between himseflf as a lover ans his beloved, between himself
’ @

and others and, of a grander scale, he seeks to apprehend the

harmony between the singular and the All (the microcosm-macro-
cosm). He works jtoward these patterns of association in "Gemini"

as well as in the¢ longer series, '"Numbers." In "Gemini," Creeley,

usfing astyology a device, expresses a desire to achieve a unity

of his Self with 4n "'other':

Two-eyes, two hands—

in ofie two are given.

\
The words
are messages
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‘from apother, .

Ty

5 two, the twin,

that the messenger comes
to either, that these fight

»to possess, but do not
understand—rthat if the

moon Tules, there is i
'domestic harmony's~—but if the blood -

cry, the split so divide, .
there can be no

company for the two in one.
He is alone

(Pieces, pp. 15-16)
In this fra“gment Creeley appears to be recognizing the nature

of the Self that fragments experience and keeps urity from hap-

a

pening (. . .that these fight/ to possess, but do not/ under-
stand"). Finally, the speaker who 1s "alone'" moves back into

isolation because of the nature of his acqu151‘tive mind that seeks

to ''possess." -

Curiously, the nature of the person who can achieve unity

seems to be that-of a "fool'"—the figure from the Tarot deck who

9
appears in various guises throughout Pieces:

In secret . ’
the out's in— .
, .
the wise
surprised, all

going coming,
begun undone.

- . -

" s e s e A -

B

e v R
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Hence the fool dances S
0 - - in endless happiness. o )
’ o (Pieces, p. 16) ‘
This image of the "f001'" recalls the "manny" of "The Finger" who
dances for his beloved. They''secret” to unity seems to be in
this type of yielding of the Self that involves an almost total
dléregard for the rational. Not that such a p051£10n 1s not : : -

¢

fraught with danger since the picture of the "fool," if we recall

the TFarot deck, depicts the figure of a young man whase face 1is
turned toward the heavens instead of the precipice below him.
Yet it is the ability to disregard the rational that makes this

figure so appealang to Creeley and provides a central image for

Pieces. As Creeley wfltes, quoting Arthur Waite's Pictorial Key

-to the Tarot, at the end of "Numbers':

v

- 'The edge which opens on the depth has no terror; E
it 1s as 1f angels were waiting to uphold him, a
B -~ 1f 1t came about that he leaped from the height.
- - His countenance 1s full of intelligence and expect-
. ant dream.'
! (Pieces, p. 35)

- Inserted between "Gemini" and "Numbers'" 1s a long ' fragment

T that begins as J'Follow The Drinking Gourd'." The form of this
section centers around the 1mages that flow by from the outside
world as the spealer 1s driving through the Indiana countryside
and the subsequent feelings and inner, emotional responses that
this objective reality triggers. As this section opens, we are

o _presented with only vague intimations of the poet's inner state
through certain images of i1solation. The speaker observes‘”the

( ~ trucks/ 1n front with/ the unseen drivers'” and the curious names

of two towns ("Stoney Lonesome. Gnaw-/ bone") where '"ashouse/

,/ - //

wae ot
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& \ N
sits back from/ the.road." The description here is dispassion-

1 :
ate since Creeley 15 deliberately replicating that state of mind

\

where the mind 1us j@gst a ''presence" that observes ihages with
objective clarity. It 1s only near the end of the poem that

the speafer,seeks to locate himself 1n what he calls "'a unlverse
of mine," ét which point the mind that had previously only infi-

mated loneliness now offers a plea for unity with the presence.

8 f

“of an "other':

Give
B me a present, your '
hand to help

me understand this. .

(Pieces, p. 19)’
The poignancy of this fragment 1is 1n Ehe way the emotion
of the p&et bag entered 1nto the poem. Since the readgr suspects
loneliness on the poet's‘part from the opehlng lines, he 15 not
really sunprised by this plea- since 1t has been thus an%icipated.
However, the subtlety of this {ragment lies in Creeley's ability
to weave form and content 1nto a gingle dispassionate statement
that makes the reader intimately aware of Lbe juxtaposition of
subject-object.that creates the particular tension in this poem.
The other tension that 1s involved in the poet's scan$ for unity
is further 1llustrated in the series of short fragments entitled
""Numbers."' The poem that scrveé as the transition to ”NhﬁberS”

is "The Moon," which has been discussed i1n Chapter I of this

thesis. This poem 1s also important because 1t personalized the struggle of

-

the Self to achieve unity with the '"other,'' which is the basis for the structure

T
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of "Numbers."
Creeley begins the series with "One,' making,a statement

about individuality as opposed to the unity he strivels for:

You are not
me, nor I you.

i A1l ways.
(Preces, p. 22) »

Yet Creeley recognizes the limited nature of such a Self ‘and next

s

depicts it as "something'" vague and one-dimensional, devoid of
personality:

As of a stick,
stone, some~

thing so
fixed 1t has

/ - a head, walks,
talks, leads {

a life. ”
(Pieces, p. 22) S

In "Two" Creeley reflects on the mythical unity of *Adam
~ o -

and ‘Eve,- the first people:

When they were
first made, all the
earth must have
been their reflected e
bodies, for a moment—
’ a flood of seeming

' bent for a moment back
to the water's glimmering— <
how lovely thev came.

(Pieces, pp. 22-23)

Continuing on a more mundane level, Creeley attempts to proceed
beyond the singularity of his ego or Self through an attempt to

"achieve an empathy with the woman:

I
.
‘f“ ’
LS N

14 R e ST et
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What you .wanted
I felt, or felt T felt.
This was more than one.
(Pieces, p. 23)

It is interesting that Creeley uses the expression ''or felt I
felt" instead of '"thought I felt.'" In the next fragment he ex- -

plains the reason for the omission of '"thought," which he calls

'

a point of consciousness that 1s not more than:

a word making up
this world of more
or less than i1t 1s.
(Pieces, p. 23) .

. Here, Creeley is describing the limitations of the '"'mind' that

-

imposes intention and consequently distorts the nature of real-.

ity. Even to know the woman he will:

.make you
mine, 1n the mind,
to know vou. ) R N
(Pieces, p. 23) .

This is a knowledge that 1s of the mind, not of the feelings.

This seeming capitulation to the limitations of the mind reminds

s

us of the resolution in '"The Finger": . o

The choice 1s simply i .

-~ ] will—as mind 1s a finger, . : S
pointing, as wonder ) < -
a place to be . . . . ‘

a resolution that the speaker has yet to discover in "Numbers." )
"Three" expands the relationship of the man and woman-to
include a child. Yet what had been potential harmony in !"Two"

between two individuals now becomes a kind of struggle or taking

of sides:

When either this ‘ . *
or that becomes \ .
- ¢choice, this fact *



of things enters.
What had been
agreed now

alters to .
. two and one, . . -
all ways. .
(Pieces, p. 24)

.The "triangle. . .of people' that should be the happiest of occa-’

’

.sions becomes instead a: P

lonely occasion I
think—-the
circle begins
here, 1intangible
yet a birth.
(Pieces, pp. 24-25)

Birth, so Creeley feels, 1s the beginning of the circle or karmic
wheel. It 1s the beginning of the struggle of tHe Self and the
mind as they attempt to deal with the external world of objective
reality. It is also the beginning of the search for unity that
Creeley seems to i1ntimate 1g, at times, the most futile of en-
‘deavours. The '"circle" here 1s a sharp contrast to the i1mage ?f
the '"'snake~tail in mouth" of "Gemini" where the cydie of experi-

i

ence 1s without beginning.or end since things cohere 1in the here

and now, as (Creeley writes in that section:

—1t :
. it— -
- (Pieces, p. 17)

Howevér, at this point in '"Numbers," the struggle-to cohere still
eludes the speaker.
"Four" depicts the speaker's desire for security in thé
world of the known among the mundane facts of things:
This number for me

is comfort, a secure
fact of things. The
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table stands on
all fours. The dog
walks comfortably,

and two by two

. 18 not an army

but friends who love
one another,.
(Pieces, p. 25)
' /
Similarly, "Five'" represents a whimsical time for the speaker as

he recalls the innocence of his childhgod: '"A way to draw stars"

. i

(Pieces, p. 27). /

) "Six" has the speaker thlnking/again of images of unity,

yo
[

first in religious terms of a god whg:

on the sixth
day had finished
all creation—

hence holy—
(Pieces, p. 27).

and then in sexual terms where the two numbers (2) and (3) repre-

.sent the male and femiale sexual organs.

"Seven'' begins on a disquieting note and hints at,some
/

!

+resolution regarding u&ity on t}w/speaker's part. First, "seven"

represents the clichés and routines that the mind 1s subject to:
- f
. .——sevep
days 1in the/week, seven
years for the itch of
unequivocal i1nvolvement,
]

(Pieces, p. 28)

Here Creeley 1is pointing out the drawbacks of continuity and re-
sponsibility, first represented by the routine of the working

week ("seven days 1in the week") and then through the potentially
stifling involvement of marniage and the cliché of the ''seven year

itch" that makes people seek out an ''unequivocal involvement' from

e — L

it s B

.
2

yt Ve
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responsibility.

Next, Creeley recalls his birth at "seven in the morning"
and then reminisces about his father who had died when Creeley
was a young be. This linking of bfrth to death promotes a type
of despair as the speaker presents his thinking in this linear
fashion where birth inevitably leads to deabh: However, as a

FR S d

" . . al
deliberate negation to this approach, Creeley 1introduces as a
L] )

balance between these twe ''despairing'" sections a plea for unity
and recognition of the here and now: "

Look
at
the
light

« of

- this .
hour.
(Preces, p. 28) .

His division of this sentence into 7 separate lines makes the

‘

reader linger over the individual words before focusing them into

the harmony of one sentence and one perception. It is exactly
this that the speaker desires to do instead of proceeding in the

linear fashion of his previous line of thinking. Thus, the speaker

¢

recognizes the futility of counting and thinking in such a way at
the end of "Seven':

Are all
numbers one?
Is counting forever
beginning again.
(Pieces, p. 27)

”Eightﬁhand "Nine" are interlinked since eight months is a

time to '"'be patient'" for the birth that occurs in "Nine':

®
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The nine months K , i
of waiting that discover %
life or death— \ 4
another life or death— ° - ‘ : \\\\;
& i ~ not yours, not >
| o ’ o mine, as we watch, ] . A
. . - (Pieces, p. 32) .
) e = ' ;',:%
At the moment of birth the code of mystery that the speaker has . ,%
. sought to crack remains obscure: -%
- What law %
- N . OT N
' mystery
y is involved J . o
protects
- L]
, | itself

r (Pieces, p. 33)

-

But "Nine'" does include a recognition on the speaker's paft of

"another'" presence that is ''nmot yours, not/ mine" but something

independent of individual conception.

%
Vs

Finally, in "Zero'" Creeley asks a riddle about existeﬁte
7 L]

R« B

prgN

that sounds very much like a Zen koan:

.

What

by being not
1s—1S8 not
by being.

-~
"

t

,
g

- ~

(Pieces, p. 34) 3

= &

This is a reiteration of the question he addresses to the "other" %

. 1
% . at the?beginning of "Zero": &

3

. S Where are you—who
) by not being here
. are here, but here
by not being here?
(Pieces, p. 33)

tﬁi«“‘“‘ 4% é%%ﬁ‘

But reality, Creeley asserts, 1s complicated by the mind and re-

flections on the nature of 'zero" or nothingness are, finally, for

f
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Creeley a futile exercise:

There is no trick to reality—
- a mind
makes it, any
mind.
(Pieces, p. 33)
Anyone is capable of creating a philosophical concept or con-

struct of reality, Creeley feels. At the end of "Numbers,' what

had started as an exercise in achieving coherence or unity through
ordering reality (the act of counting on the poet's part). ironic-

ally ceases as the speaker recognizes that he 1is back at the be-

0 I3 ’ *
ginning or "zero." Thus "Numbers' becomes a statement for the

-
8

realization of the relativity of experience.

As treeley writes in the fragments that follow "Numbers'":
- . Y
‘ - Truth is a sctawl, .
all told’
in all

* ) , , (Pieces, p. 3Qj .

A -~

The recognition of the relativity of experience underscores -the

°

"open' stance of the poet wherein his writings carry no didactic
meaning:

. , ‘ ‘ Never write :
. to say more L
than saying . '
something. -

Words .
- are
) pleasure.
‘ All \
: words . . :
0 (Pieces, pp. 36-37)

It is this desire to be open to.any and all experience and not to

make it appear as if it were absolut® that is the resolution in

"Numbers." While "Numbers" began as an attempt to establish a

[ D

b AE e vy T Tkl g S S
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\

Again, the speaker is attempting to center himself in the reality

i

' "‘W‘f/ﬁa T L TTRPARSRE S S e g g £,

- a
~ ty
- o
v -

o

unity b;tween the poe&and the '"world," the unity that becomes
‘apparent is within the 1; et's Self which comes to accept the rela-.
tive nature of experience.\ Keeping in mind 'ch'e pfev1ou§‘iy dé—
lineated image of the "fool,\ we can note that the s'peaker has
abandoned the necessity to seek\rational formulatioﬁs by the end .
of this series. ) |

T*he documentation of events \that follows for a large part
of Pieces is presented as a journey tk the speaker takes. Creeley -
beglns b)ﬂ relating the loneliness the ;anker feels 1n ,a hotel

Toom 1n "Chicago" that he sees as "drab, d

/

the speaker's reflection on his limitations a

b, drab" followed by =
he sees himself

“(as a "continual sense of small") in New York City {"NYC"). . In

"Place," he thinks of his wife "asleep" as he noteg his own dis-

)

comfort and loneliness. Yet phoning her she becomes\". . .instant/

N

reality on the other/end of this so-called line," and he seems to
realize after his seemingly'futile conversation the inadé\\uacy

of :he words he has spoken since tpey_were simply the register
of his “intentions:

La%e, the words, late .
the form of them, al- - ‘

ready past what they were

fit for, one ahd two and three.
(Pieces, p. 43)

A

~
that extends beyond the realm of speculative and determinative

thinking. He seems to realize that his beloved is "instant real-
ity" for him_.and, as such; 1s still a product of his ir?/tention.

The next series of encounters Creeley documents lis under -

5




- : > ‘
' . ) 1
- +

B S T .

s
+ o S ot ol Ty 5 g °
S TRy 20 SRS 2 i 1< .

e A oy e 3 W,‘ %ﬁ R s Ty

. © ” D 154
. - ' ] S
the heading of "Echo." This is a most approﬁriate title for the
. fragments since the purpose of the poems is to illustrate the

-repetitive nature of the,mind as it is always obsessed by the

#
«

nghts of the past ingtead of ﬁresent to the demands of the here

%ﬁi ' oy
g ‘and now: Z\ T
% Nowhere one ~

- goes will

i ‘ ’ ‘ _ one ever

bg: g Yo - , be away

¥ - -, enough from .

2 %herever

3 ’ . , one was. , ‘

%‘ ot T (Pieces, 'p. 50)

I The next fragment has the speaker reflecting on the posi- .

tives events .of his youth, which lead to a potential resolution:

S iy 4

f gy g
v

Falling-in windows— Py
the greenhouse back of - /T
Curley's house. The
Curley's were so good
to me, their mother
held me on her lap. ) ‘ .

F

P

s
~
O

No clouds out the window ,
flat faint sky of faded blue. oo
The sun makes spring now,

> g 45

L@ampd A

{
i
e

a renewal possibly of like energy,

: e something -forgotten almost remembered,
. : , echoes in my mind like the grass.
o ’o . (Pieces, pp. 50-51)
) : .
. , The opening image of the '"greenhouse' serves as the central iméﬁe

of rebirth and renewal in this fragment. Thinking back on his
happy youth (his 'green' time) with  the "Curleys,"“the speaker,

"moving back into his present day reality\jn the second half of ‘the

—
o

t

fragment, sees the "sun'" that ''makes spring now,'" which becomes the
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potentialefor '"a rénewal"” on his part. The "something forgotten
¥ almosﬁwremembéred” that echoes in the speaker's mind "1like grass"
becomes "an- 1ntuitive understanding{ﬁhat is deeper than the '"ech-

oes" of memories that were previously formulated by the thinking .

*
% e L

-
e e

mind. That Creeley writes intuitive understanding "echoes in my

. mind like the grass" is important because he uses the image of

the grass (his ”greeﬁ” time) to 1llustrate the more natural di-
rection his thoughts have taken since he has attempted to abandon
a.rational focus. Like the new grass of the spring, his new un- ’
derstanding contains the possibility of "a renewal."

The following fragments of "Echo" present the speaker re- .

turning to the woman who 1s the object of his love and the con-

2
4
:
#
"‘S
S
3
5
3
4

sequent rejection of the speaker by the woman promotes a further

MO g -y

recognition on his part:

W

. Your opaqueness, at moments,
{ ‘ would be the mirror. Your
: face closed as a door—

LT that 1nsists on nothing "

but not to be entered-— ®

wanting simply to be left alone. K

: I slept, it seemed, the moment .. :
I lay down 1in the bed, even, 3

it might have been, i1mpatient —%

: T to be out of 1t, gone away,
v to what densities can be there
in a night's sleep, day by day.

But, all in the mind 1t comes
and goes. My own life is given
me back again, something forgotten.

(Pieces, p. 51)

I3

4

AT R B

'( It is interesting that the vision of the woman in this fragment

is presented as '"opaque'"-—a contrast to the figure who '"shone" in °

apn
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*"The Finger." The woman rejegts the speaker-——her '"face closed
as a dooar. . .wanting simply to\ be left alone''—while he seeks

N . . ,l
the woman are 'all in the mind." \

X

Thus, from rejection comes a maturity of recognition and

acceptance: 'My own life is given/ m?)baék again, something for-
gotten." The life that he had previolisly surrendered all too .
willingly to the woman is now returned to him. The desire to
yield his Self totally to the "other" is now recognized as a
false action that seems to have been the easy way out. A*Wisdom
that 1s the outcome of painful reccognition seems to be the reso-
lution of this series where a sense of Self 1s returned to the
speaker so that others are not merely "echoes" of his desires and
intentions. The speaker seems to recognize the cause of the dis-
tances that have been created between the woman and himself which
was the result of the activity of the speaker's mind that resulted
in this feeling of separateness:

Thinking-—a tacit, tactile distance between us at

this moment—much as if we had lives in 'different

. world'—which, I suppose, would be the case despite

all closeness'otherwise, 1.e., almost as 1f the

moment were 'thinking', and not literally taking,

finding place in something we both had occasion in,

that this fact of things becomes a separation.

(Pieces, p. 52)
The fragments in Pieces entitled "Mazatlan: Sea'" lead na-

turally into the concluding section, "Here.'" As the speaker ob-
serves the moveme?t of the water ("an oscil-/ lation, endlessly .
in-/ stinct movement') in the second fragment of this section, the

v
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parallels between the repétitive movement of the tide and the

repetitious insistence of the "mind" are .suggested. As the speak-

er is observing the motion of the sea where the tide washes over

the same piece of land yet leaves each time a new and different .

impression, he feels this as a natural need for renewal and a re-

required break from the repetitive patterns of his subjective

RN E

"mind." Like the movement of the tide, he thinks of the possi-

2N

bility of renewal 1in slcep that "'washes away."

Then he thinks of Louis Zukqfsky's 'objective lens" or

-

~

"eye" that served as the metaphor for Zukofsky's Objectivism:
Want to get the sense of 'I' into Zukofsky's 'eye'—
a locus of experience, not a presumption of expected
value.
(Preces, p. 68)
The '"presumption of expected value" refers to the ego or '"I" that
is the quality of the subjective "maind" that Creeley desires to

lose at this point. Rather, he sees the proper use and inclusion

of the Self only 1f 1t 1s a "locus of experience,'" which 1s the

'same position Olson defined in '"Human Universe'" when he stated

that man must see himself not above nature, but rather as a func-

tion of nature. This recognition 1s followed by an urging on

the speaker's part to begin to perceive through his new vision

of the Self:
Here now——
begin! -
(Pieces, p. 68)
Attempting to be open to the immediacy of the here and now;
the speaker in "Four" still seems to be caught in the grip of the

past and ‘the repetitive patterns of the other subjective '"mind":

]
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Here 1s all there is,
but there seems so
insistently across the way.
(Pieces, p. 71)
) 3
He sees how this persistent concern with the past extends to re-

“

lationships as he observes his wife sitting across from him at

the table: . ’ i

Across the ® E

table, 3

years. . B

(Pieces, p. 71) 2

kd

G

The "years' refers to their time spent together and 1s also a'sad i
reminder to the speaker of how he has built a conception of her -

in the present based on theirn interaction 1n the past. It 1s p

this sense of the past as a Joycean nightmare from which he 1is E

5

seeking to awake that the speaker taies to resolve in the conclud- i

ing fragments of "Here."

In the opening fragments of "Here," the speaker asserts

the position that he has tried to assume which is that of keeping
himself prepared for "revelation and discovery'" as they may come
to him instead of operating through goals and intentions:

I didn't know what I could do.
I have never known it
but in doing found it

as best I coulci\?R
- ieces, p. 72) -
o S p————

As the speaker moves to consider his relationship with his wife,

we can see that. he is attempting to arrive at a proprioceptive
3
awakening: |
Here, here, the body -
screaming its orders
learns of its own.
(Pieces, p. 73)

-
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Realizing that thi's awakening cannot come about through
the "mind" that creates intentions, the speaker seeks to break

away from his self-conscious grapplings:

Such strangeness of mind I know
I cannot find there more
than 'what 1 know.

I am tired of purposes,

intent that leads 1tself
back to 1ts own helicef. r
{Preces,p. 78)

The speaker comes to the realization of his physical 'dasein'" and
sees that his proprioceptive awarecness must take precedence over
his desire to conceptualize things in his mind:

The body will not go

apart from 1tself to be
another possibility,

It 1lives where 1t finds home.

) Thinking to alter all
I looked first to myself,
but have learned the foolashness
that wants an altered form.

Here now I am at best,
or what I think I am
must follow as the rest
and live the best it can.
(Pieces, p. 79)

The final fragment of "Here'" ends with a poem in the lyric
mode which is the form that Creeley uses beginning with "The Fin-
ger'" each time theL@mﬁs the mention of the "woman':

When he and I,

after drinking and
talking, approached
the goddess or woman

become her, and by my
insistence entered
her, and in the ease .
and delight of the

ey
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The transformation that occurs within the speaker o

meeting 1 was given that
sight gave me myself,
this was the mystery

I had come to-——all

manner of men, a

throng, and bodies of
women, writhing, and

a great though scemingly

silent sound—and when
I left the room to them,

I felt, as though hearing
laughter, my own heart lighten.

(Pieces, b.

160

81)

this frag-

ment 1s reminiscent of the transformation i1n "The Fipger” where

the speaker is charged by the "'radiance"” of the '"goddess."

"mystery'" he has come to 1s twofold.

In one respect,

The

it 1s the

"woman'' or Musec who accepts him since as he leaves he ‘hears '"laugh-

ter," which reminds us of the laughter of the woman in "The Finger"

who jeers the '"manny who jiggled a world before her/ made of his

mind." However, more important, he has been given back his prop-

er Self (".

.I was given that/ sight gave me myself"), his in-

tuitive understanding independent of the "pointing finger" of the

mind.

This intuitive \proprioceptive understanding brings us
back to the Allen Ginsberg poem Creeley quotes at the very begin- «

ning of Pieces:

yes, yes,
that's what

I wanted,

I always wanted,

I always wanted,
to return
to the body

where I was born.

sl e
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By the end of Pieces the speaker has come to an understanding
and wisdom that can prompt him to urge the reader toward a simi-
A

lar recognition of the Self 1n the here and now, questions that
Pieces makes us ash not just about the spcuklr of the poem, but
about the whole complex of thinking, fecling, and experiencing:

what do you do,

what do you say,

what do vou think,

what do you know.

(Pieces, p. 81)
Yet recognition doesn't come to the speaker as a blinding,

instantaneous "enlightenment."” Rather, 1t i1s a constant series

of observations, perceptions, and reflections which 1s precisely

the form of Pieces. "Truth," as Creeley had written previously,

"

"is a scrawl/ all told/ in all" and comes to one '"'piece" by '"piece
as one lives his life. It 1s recognition that 1s relative to the
moment and relative to the nature of the person who 1s plotting
the myriad aspects of the Self as it unfolds. As Creeley, think-
ing of Olson's statement, observes in Pleces as a kind of post
scriptum toﬁthe revelation and discovery in the poem: ''we are/

as we find out we are.'"

Creeldy 1s certainly not in accord with Eliot's notion that
the artist's progress 1s measured by how well he transcends per-
sonality and private emotion; rather, the '"progress'" that 1s doc-

umented in Pieces 1s precisely that of the poet's emotions as they .

.cohere into a unified personality. The resolutions and recogni-

tiens i1n Pieces 1s this coming to terms with the fragments of

feelings, perceptions, and events that comprise the personality
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Creeley sees as relative to his singular life experience
he would say, thinking of Olson, that "any man 1is fact of."

Pieces is really the transitional work on Creeley's part

29

e e

that could serve as the audit and psychic register of his

The collections of poems that follow (A Day BRook, Away,

opened up for him this-possibility of writing the continuous

Hello, and Later) all continue the technique of Pieces as well as

forward the stance Creeley first espouses 1n this collection

that the poet must be "open" to all levels of expericnce from

his quotidian inspired life. As Creeley states in an 1nterview:

.IT think the key book 1s Pieces, that really 1is
where the decisive change occurs, where the concept
of poems as set instances of articulate statement
yields to a sense of continuity. I was fascainated
by my friends' ability to continue, and I realized
that I didn't have a thematic proposal for that situ-
ation. I'd written a novel but that seemed to me
something else and I'd seen Duncan work with Passages
and Allen with various texts of his, or Olson's Maxi-
mus Poems or Zukofsky's A or whatnot, and I wondered
what kind of modality would really give me something
that could also in a sense continue as a situation of
writing, that wouldn't each time contain itself in a
singular statement, so I'd really just write it as a
common audit of days.30

LY R

R
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CHAPTER V

THE RECENT POETRY
.Thé unity. Creeley achieves between form and content in
Pieces is the result of his desire to have his consciousness co-
here with the world around him. Even though some of the fragments
in Pieces are extremely short, they are as faithful to the origi-

nal experience (whet it is negative or positive) as Creeley

could make them. Thro ghoyt Pieces, we are presented with exper- .

< ¢

iences as they ap the poet even though some of them may ap-
pear .to be a series of‘falée startsqfﬁoweQer, it is exactly this
sense of testing his \consciousness that -is at the very core of
this volume. Maintaining the aspec% of fhe relativity of experi-.
ence, Creeley demonstrates in Pieces both a sélf-consciousness as

well as a fragmented consciousness through the diversity of and

the disparity between the ''pieces"” he records.

a

Central to Pieces is Creeley's vision that attempts to

~accept the relativity of the objective world and, even more impor-

tantly, the relativity of his subjective Self. Thus,we find in a
fragment 1like:

Having to—
what do I think
to say’ now. v

Nothing but

comes and goes

1n a moment.
. (Pieces, p. 6) . ‘
the false start and fragmented consciousness in the first stanza

followed by a resolution and acceptance. In the phrase '"Having

K}
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L 4

to—'" we are presented with the "mind" that operates through the

Q3

assumptions of necessity whereby the Selfﬂperpetuates itself be-

cause of the need to always come up with another thought or ex-

planation of reality (the 'now'"). The poet's fragmented conscious-

"ness is apparent-in the choppy rhythms of this stanza as is a

self-consciousness om his part wherein he seems to step back and

[ +

~arrive at ag recognition about the pernicious nature of his Self.

In the second stanza, however, there 1s recognition of the
futility of such an. endeavour as well as an acceptance of the li-

mitations of thought that he sees as something that '"comes and

goes/ in a moment.'" Therefore, in the short, serialized form of

’ ; : . . ) oy
much of the poetry in Pieces, Creeley discovered a context in “

which both his materials and his vision could be Brganized and
directed. The vision or stance 1n Pieces, as we have seen 1in the
prev16us chapter, is centered around the poepfs desire to inte-
grate his Self with the "world"—to accept his everyday life as,
precious a#d to break out of the trap that thinking and ration- °

alizing+*bBring about.% For central to the vision of Pieces is

" Creeley's belief that the "mind" 1s what promotes- fragmentation,

and the poetry of Pileces records both these fragments and the mo-
ments when these fragments cohere into a unity.

We find in the poetry of A Day Book, Hello, Away, and

Later Creeley's continulng attempt to break away from the abstrac-
. . X i

tions of thinking and to arrive at a greater awareness and accep-

tance of his "literal' condition in the world. Thematically,

-

then, Creeley's more recent poems continue to record his experiences,
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emotiohs, and fluctuating feelings. Also, the idea of the contin-

3 ’ \ - - . -
uous poem that he began to realize 1n Pieces 1is continued in these

'volumes. " Interestingly, both Awbay Book and Hello were originally

part of Creeley's journals and diaries that he kept during specif-
1c instances of travel and changes 1in his life. However, even
though the cvents are diverse, the}c 1s the essential unity that
Creeley learned from Zukofsky must be maintained in the continuous
poem. This unity 1s achieved through the vision on Creeley's part
that brings the disparate fragments into focus through the desire

to achieve unity between subject and object. In this way, Creeley's
recent poetry is truly ''open' 1in the same sense that Pieces revealed
both the negative and positive aspects of the Self through 1ts ser- °
1es of false starts and more unified beginnings.

&
It 1s precisely Creeley's reverence for the reality of ob-

Q

jects which he sees as '"'real as thinking" that creates both the
conflict and the }esolution in the recent poems. The conflict, of
course, 1s hils depiction of fragmentation as the Self attempts to
distort the objective world according to 1ts own prescription. How-

ever, the desire to escape from abstraction is of equal amportance

-

to the vision of the poetry, and 1t 1s this effort to achieve a
resolution and to remain "open" to the world outside of the Self,
as well as the poet's intention to realize himself as part of this

world, that are depicted in the poems that will be discussed.
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—— ) PART I: A DAY BOOK

o

i

In an early statement that apbeared in his introduction to

The New Writing in the USA, Creeley anticipated the criticism’

that would be leveled at‘the open-form technique he developed in .
Pieces and continues to promote 1n his present writings. Refer-
ring specifically to the works of William Burroughs and Jack Ker-
ouac, Creeley pointed ocut that critics were criticizing the '"loss

of coherence'" in contemporary writing:

Not only have the earlier senses of 'form' been re-
jected, but equally 'subject' as a conceptual focus

or order has given Ylace to the literal activity of
the writing itself.

Creeley disagreed with the supposition that:-literature should be
a formal exercise 1in terms of subject, diction, and even organi-
zation that differed greatly from a person's everyday life. As

he wrote:

That understanding most useful to writing as an art
is, for me, the attempt to sound in the nature of the
language those particulars of time and'place of which.
one is a given instance, equally present.z

The ”1ite£;1 activaity of the writing 1tself" that Creeley
refers to relates to his belief that writing 1s an act that cor-
responds to one's 51tuatioﬁ"in the world (''those particulars of
time and place of which one is a given instance’™). Thus the ac-
tdivity of writing becomes a testament, Creeley fgels, to one's
"psychic" life which, in retrospect, provides gflocus *to both the

poet and the reader of the writer's intimate or interior state of

being a person in the present-world. In Creeley’s A Day Book?

[ .
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he continues this mode of expression begun in Pieces of using
linguage as "'revelation \and discovery'" to serve as an experien-
tial counter or summary &f a specific time 1n his {ife. \

The test of the C;herencc within A Day Book must begin
with an/acceptance or rejection on the part of the reader of
Creeley's aesthetics and concerns. As Cynthia Edelberg points
out, Creeley felt that the form of A Day Book and the scquences
of the pocems, "In London," were based on a workapnle mode wherein:

.the rhythm of life as 1t was actually lived, as

he recorded 1t on impulse in his journal, would pro-
vide the organizing principle for the sequence.

o

Creeley follows%01son's own i1deas on '"field composition" so that
the form of A Day Book 1s an attempt to approximate the immediacy
of the poet's reactions and impulses as they occur. His aesthet-
ics also recall the manner of spontaneous composition advocated

by Jack Kerouac and Allen Ginsberg. Creeley discussed in an 1in-
terview with this writer the necessity for practicing to be 1it-

erally "ready" for the impulse to write when it finally declared

itself, for being '"in the activity" of writing means, for Creeley,

3

to: ‘ “
: 4

.feel no sense of awkwardness. You feel extra-
ordinarily graceful and you feel that the words are
coming to be said with the least confusion. And
1ts only afterward that you have possibly ang doubts
at all. You are 1in a sense just 'doing it'.

Consequently, Creeley does not engage 1n the revision of
his writing because, as he states, 'going back over the material
fends to diminish what energy is present during the moment the

H6

poen happegs. You tend to get makeshift. What is most inter-

4 [ - . .
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'esting and, at times, the most frustrating about A Day Book 1s
the format in which 1t appears. The first part of the book ap-
pears in the form of an unpaginated journal. The second part,
also unpaginated, the secquence of poems "In London,' records
Creeley's trip 4nd impressions of various places he visited 1n

Europe and the West Indics.

-

R
Central to the content of the journal entries in A Day

Book 1s Creelev's concern with his mortality, the relationship
with his wife Bobbie, and his desire to view and understand his
actions objectively. As the journal opens, we are told that the
speaker (he) ". . .1s waking to two particulars" (A.D.B.). As
we Tead on, we discover that these "two particulars" begpme the
ways he views himself as participant in his own life amd”as the
estranged observer who wryly comments on his own desires. One
of these desires 1s to understand the relationship he has with
his wife which he depicfs-durlng an instance of sexual encounter
between a friend, his wife, and himself: ~
What had he been thinking? Simply that, sitting at
the table in the kitchen with the friend, literally,
the other man, 1t was inextricably time to know a
fact. In his own response to her, or hers to him,
they were so entangled 1in their own feelings, and 1if

she became object to him, then by what he had with-
drawn from her, so as to know her more clearly.(A D.B.)

During these moments of seemingly detached 5bservation,
Creeley writes his journal from the third person point-of-view.

o

At other times, the journal is written in the first person to
"explain myself, to myself,'" as he writes. Thus, he is, once
again, dealing with the complexity of seeing himself as both subject

N N N *
{
\

5
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and object. Interestingly, the moment when coherence 15 achieved

by the "I' and the "he'" 1s during Creeley's reflections on taking

mescaline, which he sees as:

. . .the finite svstem of the form of human-body 1l1ife,
1.e., that that phase, call it, of energy qua form is
of no permanent order whatsoever, in the single 1in-
stance, however much the species' form 1s continued
genetically, etc. . . .That the 'I' can accept its
impermanent form and yet realize the energy-field,
call 1t, 1n which 1t 1s one of many, also 923'(A D.B.)

This prose entry, like many of the other entries, finds a

correspondence in the poetry of "In London." Creeley begins
these specific reflections ofi his mortality (a theme central to
both the journals and the poetry) by commencing in fear and un-

certainty:
" We'll die
soon enough
and be dead—

whence the, whole \
| system ® .
will fade from my head—

'but why the
tort-
ure. ., .' as 1if

another circumstance
were forever
' at hand. <

]

From this point, he proceeds to a more positive view that is rem-.

iniscent of his mescaline resolution of the journal entries:

- Thinking of dying
d la Huxley on
/ acid so that

the beatific smile his
wife reported
was effect possibly °

L.
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of the splendor of
all possible experience?

Or else, possibly,
~ the brain cells, '
the whole organism,
exploding, 1m-
ploding, upon
1tself, a galaxy

of light, energy,
forever more. ‘

Die. Dead,
come alive.
(A.D.B.) .

What Creeley calls '"the whole/ system' 1n the first part of the
poem is the '"finite system' of the Sélf. Yet 1n the second half
of the poem, this "impermanent form' 1s what can contain within
it "all oésible experience' that can continue to exist '"forever
more." This quasi-mystical stance may strike the reader as unu-
sual, especially 1f he realizes the absence of any such vision
in Creeley's earlier poetry. FHowever, we can already note through-
loup Pieces a movement on Creeley's part toward such a pogition.
Sepcifically, we can note the mystical qualities associated with
the "woman'" in a poem like "The Finger" and the very last frag-
ment of "Here," where the female figure 1s equated to a ''goddess"
?Pieces, p. 81).

In "The Message," Creeley continues his speculations on
mortality, here presenting death as a fact outside of his ex-
pressed hope for a transcendental possibility as 1in fhe previous:
poem:

He was wise,
ghey said,

in being dead.
Nothing more could be said—
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But that incredible

idealism, the blur

\ of the language, how
it says nothing.

Nothing more than that

will do, all

people are

susceptible after all .
(A.D.B.)

The title of this poem contains dual connotations. First,
the '"message" 1s the eulogy for a dead person that the poet over-
hears which 1s full of ”1ncged1b1e 1dealism” and 1s a "blur/ of
the language'" that the preacher or minister says signifying really
"nothing." Obviously, Creeley is talking about how 1t is 1impossi-
ble ever to capture the mystery of death through the pompous dec-
larations of words and the vain talk of an afterlife (the "incred-
ible idealism'"). Also, to consider the double meaning implied
within the title, the other "mcssage" iﬁplied by the poem 1s the
recognition’ the poet arrives at that ''all/ people are/ susceptible
after all." Again, the meaning of this line 1s twofold. First,

everyone 15 ''susceptible" to death and therefore needs the reas-

surance of some hope or promise of an afterlife. Ironically, the

'
i

opening of the poem ('"He was wise,/ they said,/ in being dead")

f
/also takes an added significance in the light of the ambiguity

f
|
that has been demopstrated. On the one hand, "being dead' 'means
an escape from the problems of living; hence, "He was wise." How-
P '
ever, this line is also a play on the notion that the dead are !
now '"wise'" since they have penetrated into the mystery that we, |

the living, fear.

This purposeful ambiguity on Creeley’'s part is there to \
\
; \
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demonstrate to the reader that the supposed "resolution" of the
problem of dying 1n the Huxleyv passage and the Jodfnal entry of
the mescaline experience was merely a moment in the poet's fﬁfc
when the vision of accepting death as an entry 1into the "verit-
able multiplicity" (in the poem "Dying') meant a momentary rcso-
lution of the conflict. As the passage of perceptions i1n A Day
Book declares, the poet's perceptions change as they move ''in-
stanter on another.'" Creecley's precise achievement 1in the form
of A Day Book 1s 1n the fact that he offers no absolute truths
or resolutions to the conflict of the dualities.

Charles O}son's statement that "we are as we find out we
are' applies to the revelation of the poet's Self in Creceley's
colleétlon. If we understand that A Day Book is a minute scan-
ning of Creeley's fecelings on a day-to-day basis, then we must
also ac;ept that he 1s both someone who offers and seeks resolu-
tions to his mortality. As sucﬁ, a balance 1s achieved between
his faith that seems to spring from a spontaneous intuition, and
the cynicism and limitations of his mind that cannot, due to its
finiteness, come to grips with @he infinite. It 1s this balance
that makes A Day Book a testament to the poet who has placed.
himself 1nto an "‘open-field" of discovery. For as the "traveler"”
of the poems reminds himself, the nature of the revelation 1in

the writing is a coming to terms with the, here and now:

You will nevet be here #
again, you will never

see again what you now see—
(A.D.B.)
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The coherence that the speaker is after 1s sometimes
achievfd in the journal entries as well as 1nh the poems. But
the nature of the "mind" that has been Creeley's concern in his
previous poetry 1s also examined once agaln and dissected, as
in gie poem "Two'" where he thinks of a possible harmony between
body and mind: - “

& r

The body sometimes -
followed,
sometimes led.

There is

. OoT was £ 4
/ no separation :
ever, save only ’ }
. in the head o t &
that knows all. ‘
(A.D.B.)

The separation thatM;eturs "in the head'" extends to the relation-

ship between himself and his wife. In the poem "'Do ‘You think

."," Creeley exposes the nature of this 'mind" that questions,

a "~

compares, and creates ''separation':

Do you think that 1f

two people are in love with one another

one or the other has got to be

less 1n love than the other at

some point in the otherwise happy relationship.
(A:D.B.)

The nature of the questions 1s such that they are deliberately

meant to sound absurd in this poem since what Creeley is after

v

is plottaing the habits of the "mind" that 1s never satisfied with

being in the present moment.

In "The Act of Love," Creeley deliberately uses natural

imagery, as opposed to the dry rhetoric of the preyious poem, in

V> T st PR el L L e
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order to demonstrate a unity and coherence within himself as he

attempts to express his love through the medium of words In
this poem he sces the act of loving another pcrson as:

.a meaning self-
suff1c1ent drv

at times as sand,
or else the trees,
. dripping with

rain.
(A.D.B.)

The contrast of the two 1images in this passage 1s interesting. . .

Creeley is presenting, it seems, two metaphors for two different
kinds. of love. On the one haﬁd, he presents the spiritual love
that 1s '"dry/ at times as sand,'" while on the other hand, he com-
pares this with the sensual/ sexual love presented through images
of growth and fertility ("“the trees,/ dripping with/ rain"). Both
of these seemingly disparate states are united near the end of
the poem where Creeley demonstrates that the complexity of love
is that it is both physical encounter and the vague "feelings"
?hat arise as emotions,rsand then occur within the mind:

all these

senses do

commingle, so

that in your very

arms 1 still

can think of you.
(A.D.B.)

Most important to note here is that the '"thinking'" that is im-
plied in this passage has nothing to do with the separation that
was suggested in the previous poems. This is a perception founded .

~

upon an intuitive understanding that is similar to the perception

Al
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of the Huxley passages on dying.

tion of the- poems, the passages that approach this 1ntuitave

awareness are more lvrical and less self-conscious than the others

that dissect the workings of the "mind."

Yet despite this moment of recognition, the mood of the

poetry that immediately follows swings back to doubts and ques-

tions about the poet's mortality. In "Time," Creeley reflects on

the past, the passage of his own 1i1fe, and the finiteness of his

own existence:

My time

. one thinks,
1s drawing to
some close. This

feeling comes
and goes.

(A.D.B.)

£

Similarly, in the poem '"'Moment," he cannot make up his mind whe-

ther to "use" time or to "kill'' it since it seems to him that

existence 1s futile since 1t only ends 1n death:

One's come now to the graveyard,
where the bones of the dead are.

All roads have come
here, truly common—
|
except the body is moved,
still, to some other use.

(A.D.B.) |
The seeming despair of this perception is alleviated by’ the last’

two lines. Instead of sinking into futility, Creeley comes to

two conclusions about mortality. The first is that death is '"truly

common" to all people and, consequently, this is something that we

Even within the formal construt-

n

133
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can alil share as part of our human condition. As such, this is

another definition of our "veritable multiplicity." In addition,

the fact that '"'the body 1s moved,/ still, to some other use'" im-

plies that we do go on, continuing to live dictated by our physi-

2

cal determination. This can also mcan the same thing Creleey

implies in an earlier poem, "The Rhythm," that we are part of a

regenerative cvcle from which 1ife can spring. The "other use"

of the body may be that of compost after death, but the continu-
um of the life-process is suggested in the deliberate ambiguity

of these passages <that seemingly stem from despair.

This vpantheistic notion is further developed in the poem

"People,'" where Creeley thinks back on his nfagical conception of

the world when he was a child—an 1dea that he wants to believe
: &

& in as an adult to give him some hope:

' | I'11 never die or else will
be the myriad people all
were always and must be—

in a flower, 1n a
hand, in some

passing wind.
(A.D.B.)

»

However, much more than a testament to a pantheistic faith or the

hope far a future incarnation, this poem is really a comparison
of the despair and awkwardness of adulthood with the more spon-
taneous mind of the child that Creeley misses in himself:

Now grown large, I

sometimes stumble, walk

with no knowledge of

what's under foot.
(A.D.B.)

What is "under foot'" are not just the metaphoric "little people"

iy ¥
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who live in the grass, stones, and flowers, but it implies a

7 : , . J ' .
first-hand knowledge of tle ''real' that is outside of the concep- 2

.tions of the mind—an intuitive understanding.

As Créeley states 1n the poem "Echo'"—''Here, here,/ the
only form/ I've known'"—his desite to cohere within the world

o

where he i1s the traveler 1s repeated throughout the poems of "In

London" as this insistent gcho. However, this "echo" does not

9

stem from his disposition to rationalize; rather, 1t seems to

stem from the depth of an 1intuitive understanding which serves
as the touchstone throughout the sequences of the journal entries
and the poems. The harmony he finds in the world with friends i

and family pinpoints his desire to affirm the life that has been:

* given him to live.

In\the poem "For Benny and Sabina,' he writes: ’ %

o

All 3

" -

. one's life has > ‘

come to this, all . .
is here. L

(A.D.B.) g

as a celebration of a peace and happilness that éoexi§%s with his
fear of death and the awareness of his mortality in some of the
previous poeﬁs. In the poem, "'For Some Weeks',' written to his
daughter Kristen, Creeley urges her near the end to "bless the L

world/ you're given." Similarly, in "'Bolinas and Me'," he sees

his return to his home as a return to a '""holy place" where there

[3
AR

is a '"plenitude of all." This poem appears as if it were almost

e YA

a dream sequence as Creeley plots his coming to awareness of his

place in the world:

2

s
k)
Yo
2
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. - 3 ‘ ,
I am ) o
’ slowly“going, coming home. Let ' Y, )
! go, let go of it. Walkirg - AN c
v and walking, dream of those ), ‘ -
voices, people again, not ) ’

see them, colors, forms,

quite audible though I can - i \\\Q\

a chatter just back of the ear, . u
’ moving toward them, the edge : ?
o 11 ‘ f

« - e
of the woods. Again and o g K
N R again and again, how <o -
s 3
? insistent, this blood one ' ¥t
thinks of as 1n ) . o
| the body, these hands, . ;
ol - T this face. Bolinas sits on the ground . . . "

— v - ", o

P

by the sea, sky

¢ overhead. ;
(A.D.B.) 4
) When Creleey writes '"let go of it," he is urging hiﬁself I ?
to give up his rational preoccupation an to yield to the possi- “ é
bilities that his condition in the world can bring him to. The i
. ' s
personification in the last three lines of this poem is Creeley'§ -%
attempt to show that his Self has become an impersonal thing that 3
can now blend with the ”place”—-Bgllnas. As we refiect on this K :g
intuitive "awakening'" near the end of A Day Book, we must Temem- i éL
ber the very beginning of the j&urnal e;try where the speaker 1is - u\ ?
"waking to two particulars." While the first of his preoccupa- 3 %
tions was with mortality and the disassociation of his subjective
Self from the reality of himself’as object in the world, the sec- ;
- ond particular he arrives at near the end of this éoilection is | %
" the same one he insisfg upon in Pieces—to "return to the body - s %
—_— . - 5
9 -
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where I was born."
| This "at the skln,” intuitive awareness of hlmself as not

Just a ﬂhlnkJng being, but as also finite:and physﬁcal teflects

the cyclical form of this veolume where all roads lead bac# to

the Self, yet also open opt from it. As Creeley writes in the

]

final poem of this volume, a graduation tribute for his daughter
Sarah: . :

We live in a circle,

older or younger, -

- we go round LY
and around on this earth.

I was trying to remember
what it
was like
at your age.
(A.D.B.)

S

Appropriatély,’the]ending of this poem as well as of the volume

is 'open-ended because ©f the ambiguity between harmony and sep-

arateness “that is implied in the last two stanzas. As he asserts,

all people go "round and around on this earth,' suggesting that

we share a similar condition and a special unity. However, he

is also trying to identify with his daughter's youth—a condition

_that,is an almost whimsical reminder of the passage of his own

life and his mortality. Finally, A Day Book is a testament to
and an affirmation of 1ife because of the poet's desire to move
beyond the closed nature of his rational predisposition to an in-
tuitive and open response to the "interplay of settled and unset-

7

tled feelings and ideas" that he believes is the condition of

our humanness.
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PART II: HELLO

Creeléy contigues in the format of A D%X'Book in Hello,
a verse journal written in 1976 that records his tour of South- p
east Asia, New Zealand, and Australia. - Giving his reasons for
making this jogrneyl Creeley writes 1n his afterward:

o “ .1 went becausc I wanted to—to look, to see,
even so briefly, how people in those parts of the,
world made a reality, to talk about being American,
of the past war, of power, of usual life in thas
country, of my fellow and sister poets, of my neigh-
bors on Fargo Street in Buffalo, New York. I wanted,
at last, to be human, however simplistic that wish.8

While trying tp understand his "humanness,'" Creeley finds a new

. definition of a different correspondence for the 'veritable mul-

tiplicity" he seeks in the body of his most fecent writing. He

t

writes:

I found that other cultural patterns, be they Samgan,'
Chinese, Malaysian, or Filipino, could not easily
think of one as singular, and such familiar concepts
as the 'nuclear family' or 'alienation' had literally
/to be translated for them. Whereas our habit of so-
-cial value constantly promotes an isolation—the house
in the country, the children’'in good schools—theirs,
of necessity, finds center and strength in the collec-
tive, unless it has been perverted by Western exploi--
tation and greed.®

Hello begins with Creeley's reflections on the world as
it passes by him viewed from the window of an airplane. His spec-
ulations on the sense and meaning of the world external to his
Self are expressed through the personificéfion of the natural
7

laﬁdscape in an attempt #o illustrate how his "singular' mind

operates to establish correspondence: In passéges like:

4
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What do you J/ . o
think those hills
are going to do now?

(Hello, p. 2)

and /
/ Trees want ‘
/ < to be still?
. Winds ’ g i
won "t let them? o A
(Hello, p. 2) /

he is interestingly combiniﬁg his own sense of dreamy wonder with

T g, et

a deeper rooted desire to find some’ response from and coherence .
. . ~

in the natural world. While "hills" as activeanings and "trees"

possessing desire 1s exaggerated personification, it is precisely
A

ety e L

this whimsical desire to understand the condition of objects and

the relation of them to the conditions of his own 1life that the

¢
FRgein L a iy Yo

journal entries attempt ‘to depict.

g

- As an observer through the window of an airplane, he has .;.;ﬂ-%
trouble transcending the insistence of his -own particular mind to %
embrace a reality external to himself. Yet he does desiré to §
"get out of himself' in this cbllection, but the fear, hesitation, !
and tensiaqn of doing so are always apparent. Thus the irony is ‘ §

Y . ° : Tl
apparent the poem "Catching Cold" where he describes his feel- Do %
- -7, - i .ug

ings of being debilitated: r 3
P :

) I want to lay down . ‘ X

. " and die— ‘ LT N

) someday—but ;

not now. . L ¥

_ . (Hello, p. 6) . E
Similarly, he expresses a fear of death in "Soup": . . i
‘ - i

I know what you mean, ) \
now 'down under' here, . ’ A

: that each life's ) .. ”
got its own condition o o ;

A
‘ -
<
- . " ]
- -, N .o . N - R A
. T .
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to find, . , :
to get on with. . £ ) :
I suppose it's . s ) .
. : letting go, finally
s that spooks me. v
And of course my arms 3,
are full as usual. T i
I'm the only one 1 know. k!
(Hello, p. 10) - -
There is a kind of resignation in.these passages to being alone §
in the world, and even after seemingly accepting that New Zealand 3
might be where he will die, Creeley makes a joké about being "con- i §
sumed" i1n the last stanza that implies a desire on his par]ﬂ to ;g
share his life with another: §
. - i
Say that all the-ways H
. are one—<consumatum est— ¥
like some soup ‘ -7
I'd love to eat with‘jou. : i
T ‘ (Hello, p. 11) !
‘The fact that the last two lines are interrogative is important . i
because Creeley wants to demonstrate that these nagging doubts E
- v € é}
are never far from one's mind despite the apparent harmony illus- 3
trated previously. It is primarily the p]oblem that arises when '
N [
one is attempting to define the world ins'tead of simply living o
in it that Creeley grapples with as he records his impressions., k
He writes: .
<
If the world's one's - , - ]
own experience of it, -
then why walk around ‘ !
in it, or "think of it. . , ’ i
More would be more * ‘ ‘
than one could know
alone, more than myself's . I
small senses, of it. i
(Hello, p. 18) .
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What Creeley means by "mY7eif's small serfses" are the limitations /

that an egocentric predisposition to define the world places upon

'

experience. His desire is to kneWw the world beyond his Self ‘and
to become Bﬁft of a greater "multiplicity." -
The poeﬁ "Window,' is an excellent.example of Creeley's

‘%ttempt to define this subject-object dichotomy: =~ . =~ ° .

4

"Aching sense - . - X

of being . . . g

) L > . i ' 3

o - person=bedy in- %
: © side, out— - - Y 4

3

the houses,'sky, .
‘ ’ the colors, sounds. )
(Hello, p. 27)

A-yindow is a perfect metaphor for the way Creeley as observer
' . D

N\

views.the world. To look at the outside world (external, objec- .

‘

3 '
tive reality) through a window is to view it as 1solated because h

v
PR S N

of one's’own internal reality ,and separateness as a 'pgrson-body"
/

by et 4y

from the rhythm of the world outside of one's own sensibility. :
The ”aching sense" Creeley is descfibing seems to be the desire

to turn one's Self "in-/ side, out" so that it would be possible

<N dodasnha C ¢ o

to directly experience the world in a proprioceptive sense. It

is.this reaching out from the confines of the Self that the poet
NS : !

is after.

o
TR PN S ke pur e b w4

_In the fragments entitled "Men'" written during his shért
stay in Singapore, Creeley reflects first upon his loneliness at
finding himself alone in a strange place: ;scared without some- :
one to be/ with me. These empty days" (Hello, p. 29). His brood-

ings then move to reflections and reminiscences of his past when

&
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he was "a kid in Burm?“ during World War II working as an .ambu-

lance driver "hauling the dead and dying/ aloné those"iﬁpossiﬁle

I

roads" (Hello, p. 29). These musings'énd on a note of wonder

b

that seems to include Creeley's. confusion about locating himself
s N | .
in the world: '"So where am I now" (Hello, p. 29). This fragment

’ L | is followed by an ironic resolution that ome must trist to the
. -~ . ’ Ji .
4 . Lo . /
"benign'" continuity of life:

‘ . Patience gets ‘
T " you the next place.

- - So they say. ‘
(Hello, p. 30)

even though this is imme&iately offsetlby the images that follow

where Creeley depicts himself as a victim of Time where his 1life

is measured out i1n moments like "Some huge clock. . .going/ around “

and around"” (Hello, p. 30).

Yet from the moment of disillusionment and potential des-
pair comes an acceptance 1n the fragment entitled '"Manila" that
"life goes on living," and Creeley sees himself no longer as iso-
late but as part of a "myriad people on this final/ 1sland of the
ultimate world" (Hello, p. 33). Based on this recognition of
himself as part of the '"veritable multiplicity,' the poet reminds
himself to transcend his own solipsism:

Each time sick loss
feeling starts to hit me,
think of more than that,
more than '1°' thought of.
. — (Hello, p. 33)
This recognition that he takes his place alongside the objects of

"

nature, as Olsoh would have it, is reflected tﬁrough the irony of

et St e

BN Ty P

ESSRE ¥ WS S A Ev



( : : /
. . . . 3
. . . B "a
- N ' s, .
N W - o -

o 77 BOTITE N ek o gppeenee A )
7

-

8 . . ‘ ] )
L ‘ 188

&
’

. ' o
the "Manila" fragments -where Creeley juxtaposes the mindaand how

it seeks to dyétort,feallty with the cycles and rhythms of nature.

(‘7
*ihqt remain unchanged despite man's.attempt to alter them:

. : You can tilt the world
* by looking at it sideways—

‘ or you can put it up-
R 5ide down by standing on
> “ - #

/ - " .  your head—and underneath,
- or on end, or this way,

.. or that, the waves come in
‘ and grass grows. J . '
(Hello, pp. 33-34)

1]

As in his earlier ﬁoetry of Pieces, Creeley is depicting the

struggle to establish an equal correspondence between the Self

and the world.

In "Cebu' Creeley continues 1in this same vein to present

his contentment with the world that he 1s living in as well as

o

with the condition of his Self in relation to 1t: J

One doesn't
finally want 1t all forever,

not stopped there, 1in abstract
time. Whatever,  1t's got to :
N

' - be yielded, let go of, it can't
live any longer than it has to..

/ . Being human, at times I
get scared, of dyling, growing
- ¢ /f' '
0ld, and think my body's
possibly the exception to all ‘

that I know has to happén.
It isn't, and some of those

bananas are already.rotten, ’
!
and no doubt there are vacant :
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‘ : falling-down H%uses, and’ boats ~
: with holes in their bottoms

no one any longer cares about.
« That's all right, and I can

dig it, yield to it, let what

world I do have be the world.
: (Hello, pp. 36-37)

¥ What is the most interesting thing about this fragment is not

=1
only the manner in which Creeley asserts and accepts his mortality

v

and the mutability of all 1ife, but also the way in which abstract
reflections begin through an apprehension of concrete reality.
What obviously strikes Creeley as he views the living conditions
of the poor on his way back from the airport 1s the fact that -
they persist despite the precarious conditions of their lives,

It 1s this very quality that he transforms into verse since
his conception of.tWe dwellings of the poor as places '"that could
all be gone 1in a flash,/ or molder more slowly/ back into humus'
(Hello, p. 36) makes haim think abgut mutabi1lity and his own death
that will also eventually lead him "back into humus." Even though
this poeﬁ began as a vivid depiction of concrete reality, it 1s
interesting to note how Creeley démonstrates the manner iﬁ which
the "mind" takes over as 1t£$5nders on the abst};ct notions of
death and mortality. Whereas the opening of the poem was purely
descriptive, 1t now moves toward an abstract animation of physi-
cal sights du¢ to the "mind'" that now sees bananas as "already
rotten,'" '"vacant falling-down houses,'" and boats that are aban-
doned "with holes 1in their bottoms." However, it is important to

note that just as he accepts his mortality, that he can '"dig 1t,

/
/-
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I
o

yiela to it" and end upq"finally loving everything I know," Crmﬂéy
does not overwhelm the concrete reality of the world he 1s des-
cribing by the use of excessive abstractions. Rathér, he 1is
taking his place alongside the objects of nature, as blson stated
“J/the poet must do. Also, the synthesis of the Imagist tech?}que

of presentation with the projectivist stance of letting the Self

-

iy figure equally is apparent/here. +At no point does this poém move

away from the p@y&igfl reality of the World into the abstract realm
4
* of thought. Instead, Creeley's admonition to 'keep the physical/’
literal”™ (Hello, p. 44) is observed in thﬁs poem since he sees
Limself @2s being happy with the facts of '"green walls'" and 'the
lights on'"—his physical surroundings and condition 1in the world.
The "human truth" that Creeley rediscovers is, oncé& again,
that one must be present in the world. He seems to feel that his
_""home'" can be anyplace where he can be happy in the world in the
compawy of people as part of the "multiplicity': )
) : If one's still
N ‘ of many, ..
then one's not albne—
If one lives
. with people,
’ then one has a home.
(Hello, p. 66) i
However, the relationship that Creeley advocates 1s not just be-
tween the Sel§ and others but, more importantly, Hello is a jour-
nal of the Self as it atteﬁpts correspondence and relation of any
kind. As 1n much of Creeley's early poetry, there 1s a struggle

that is going on through various levels of experience. The posi-

tive resolve that is first apparent in Pieces and continued in

-

>
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act, does not terminate any of his collections in any definitive

L - . B LI 4

: * ' ' : 101

A Day Book seems to find a fitting form in the journal style of
o gy BOor . ~

"@5 )
writing throughout Creeley's most recent work. It is interést-

ing.{hat Creeley, who sees the act of writing as an immediate

way. Not only is there a sense of continuity and a continuing

sense of ambiguity of hopes and feelings in the concluding frag-‘
T

ments of Hello:
§

<

You can see her fdce,
hear her voice,
hope it's happy.
(Hello, p. 84)

2oy

but there is .a definite sense that the writing will continue in
the same manner that it has up to this point—not as a closed,

self-contained form, but as an open process of revelation and

discovery. & v J . ‘ “

-

PART III: AWAY

Y

—_ a

Creeley's colldPtion of poems, AWAY,

10 was published the

. e ]

same year as Hello even though the poems in AWAY were written
somewhat earlier. This collection documents the poet's contin-
uing struggle to maintain the relationship with his wife, Bobbie,

“that was to end soon after in separation and divorce. As usual,

AWAY depicts a literal situation of the poet thinking about his

wife who is distant from him both literally and figuratively.

From the sentimental opering poé&m, "Away,'" Creeley continues to

-
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record his feelings and observations in a format similar to !
: the journal entries of A Day Book and Hello. As a result, AWAY, ¢

like the previous two collections, is a minute "scanning" of his

AQuotidian experlencei. , Y,

Creeley depicts the routine and the monotony of his daily
.’ “
activities in the-gégm "Every Day": ,
T e Every morning there is .
. a day. Every day S b
: there is a day. .
Waking up in a bed s ’ K
with a window with light, to
with a place in mind, ’

to piss, to eat,
. to think of something, .
N to forget it all . ' ,
(AWAY, p. 14) g .\

L

Yet what unifies all of these impressions is the fact that he is

once again a separate being, distanced from his love. As such,

” he seeks to come to some recognition or sense 6f himself, as in

the poem "Sound': L
c\g)- -

Hearing a car pass— .

that insistent distance

from here to there, .

sitting here. - o

: Sunlight
shifnes through the green leaves,
patterns of light and dark,
shimmering.

But so quiet

now the car's gone,

sounds of myself smoking,

my hand writing. 3
(AWAY, p. 16)

Even though the "tHeme" of the poems has changed in this

collection from that of A Day Book and Hello, Creeley's concern

-
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with the presentation of subjectiwe and 6bjective reality is still :

»paramount. In "Sound," subjective speculation begins the moment

=

that the speaker hears the car pass, which then turns into a re-
o

‘flection on the "insistent distance" between '""here to- there'"—

himself and his wife.who has left. The second stanza returns to

S

e

purely objective description as the poet's mind moves to observe

the patterns of nature. However, the third stanza combines the é
. subjective with t?e objective as Creeley is aware of ﬁhe sound of ‘§
himself smoking and writing, yet is able to maintain that sense ’ §
of detachment where there is no longer'any disparity Betwe?n his ¢ ‘i
Self and his surroundings. / T %
| 7

Consequently, many of the fragments in AWAY read like some
dialogue between his subjective Self and this other detached "self"
that Creeley sometimes addresses as ¥you." In "Here" Creeley uses’

this form-of address in the opening fragment:

L)
2t , * No one
else in the room
except you.

@

_Yet loneliness is not necessarily implied in these lines, but ra-

&

ther only a special, acute awareness of his condition.‘/This de-~

- a

it e R e s A e A SR et B o)

tached state is that of an almost objective-awareness where his

subjective Self becomes: . -

Mind's a form
" of taking
° it all.

L

i

just as his literal world is seen and personified to be a type of

sentient "being" that seems to exist independently of his Self:
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v ( - And the rToom
' t - : opens -
and closes .
e, . (AWAY, p. 17) ' '

It

Even though there is nd% the same sense of continuity that

T

exists in the journals of A Day Book and/Hello, AWAY still .pro-

o

St

vides Creeley with the oppoertunity to present his emotional im-

) . pressions of events that happen in his 1ife during a specific .

S €.

period of time. Although AWAY is thematically built around the
relationship with his wife, Bobbie, .twd poems, "For My Mother:
Genevieve Jules:Creeley' and "The  Plan i5 the Body," stand apart

ds poems almost separate from the rest of the collection in much

the same way that "The Finger' can be redd on its own independ-

SR L ol i A N er

ently of the rest of Pieces. / \ -

.
RN

The poem '"For My Mother"<appeired originally as part of

. H
an essay entitled The Creative that was printed as a separate ;
*
.. . )
. Black Sparrow monograph in 1973, three years before AWAY was pub- 3
4
lished. In this essay Creeley points out the discrepancy between
. - /
the two '"'selves'" that have been previously mentioned: {
=
But the I, as Wittgenstein puts 1t, 1s what is 'deeply
mysterious'. In a world of objects, mes, this is the 4
4 one manifestation of existence that cannot so see it- 4
° self as literal thing. It i1s my experience that what ;

I feel to be creative'has location in this place of 1
personal identity. .

This’quotation is especiélly pertinent to the collection AWAY as )
well as to the poem "For My Mother' since Créeley's "personal ‘
identity'" is the locus of all perceptions and feelings through-
out the poems. In "For My Mother' Creeley 1s witnessing his

( mother's literal death, yet the last three stanzas of the poem

> ) } .
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focus more upon his feelings about the event than the literal

everit itself:

ey

«

AN

Your head
shuddered,
it seemed, your

eyes wanted
I thought
to see
/
who it was.
.1 am here,
and will follow.
(AWAY, p'. 27)

The use of phrases like "it seemed" and "I thought' obvious-

« ly point to?%hendésire‘on the poet's part to infusé the moment of

*

- her death with significance, while the-last two lines are a recog-

nition of his mortality.

However, this poem is more than just .

subjective speculation on Creeley's part not simply because of

B

the emotions of longing, bitter-sweet tenderness, and sorrow that
are expressed, but also because the"poet attempts to move outside
of his Self to present a sincere, undistorted rendering of his
mother's déath.« Despite the fact that this poem is profoundly

moving, the nature of the recognition at the end of the poenm,

while an obvious statement of "personal identity," is also a dual

vision that is both subjective and objective—that df his mother's

this.

"suffering and release as well as a statement of his feelings about

What makes this poem "creative,'" especially in.terms of

Creeley's definition of this term, is that the poet is what Olson

w

> g

called both the "instrument'" and the "definition" of discovery.

The other poem, "The Plan is the Body," while it can be

read on its own independently of theé collection, does make a state-
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ment about Creeley's proprioceptive concerns. The line Ythe planm
is the body'" is used as a constant refrain in-:-this poem that the
poet always returns to. As*such, it becomes the necessary bal-
ance to the subjective '"mind'' that Creeley 1is opposing to the
"body" that incorporates a physical awareness of being. Through-
out this poem the reader is made to hear the insistence of the
"mind" as it seeks to create subjective distortions:
Me, me, remember, me
here; me wants to, me
am thinking of you.
The plan is the body.
Who can read it.
Plan is the body. The mind
is the plan. I—
speaking. The memory . -
gathers like memory, plan, -
thought to remember, . .
thtnking again, thinking. - : —
The mind is the plan of the mind.
i (AWAY, p. 33)
Just when we feel that the insistence of the subjective
Self seems to have taken over in stanza seven (”Mé, e, remember,
me'), there is a recognition that this has come about through a
process of distortion since it is ohly the '"I-/ speaking." This

recognition is further underlined in the last line of the second-

to-last stanza when Creeley writes: "The mind is the plan of the

Ny
»

mind," which has now been altered from the assertion in the pre-
vious stanza (?The mind is the’plan"), which was a solipsistic’
resolution. Instead, the recognition that "The mind is the plan
of the mind" illustrates the pernicious nature of thinking that

€
always leads back to itself. The last .stanza of the poem, the

3
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“reiteration of the basic refrain, thus becomes the same recogni-
L4 i .

tion apparent in Piec#s that began with a quote from Allen Gins-

berg's "Song''-—an insistence to "return to the body" or to a less

subjective apprehension of the world.

It then becomes apparent that Creeley's purpose (as opposed

to i1ntention) 1n writing a collection of poems like AWAY was also
to examine his feelings and to reflect on his desires and fears

in addition to reaching out and communicating through language.

Creeley asserts this in the poem "Than I":

I'm telling you a
story to let myself = = . ,
th¥nk about it. A1l ]

day I've been
here, and yesterday.
* The months, years,

»
enclose me as
this thing with arms
o : and legs. And-if ; .

it is time :
to talk about it,
who knows better

than 17
(AWAY, p. 40)

It is apparent that while this poem is written to his wife (the

"you" in the first line), it is also an attempt on Creeley's part

-~

to comé¢ to terms with the memories he has of her that are like

i
some'ﬁthing with arms and legs" that threatens to stifle him.

) .
This "thing," then, can be taken to be the "mind" in the previ-
ously\discussed poem and, as such, further demonstrates his at-

tgmgt[to make sense of his own life and feelings.

.
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Even though many of the poems verge on excessive sentimen- ¢
tality and, at times, self-pity, what keeps AWAY from being a .
maudlin, personal statement is the honesty and self-criticism )
that are apparenﬂ’throughout. Thus, fragments that sound almost .
*like pathetic, childlike ramblings,
I'd c¢climb into R
your body
if I could, cover
myself up entirely ' L E
in your generous @
darkening body, ] _ > 7

steal away all

senses, sleep

in the hole. o
(AWAY, p. 54)

are saved because of the sobriety of the fragment:
Stay here. Where I an,
is alone here, on the sand.
Water out in front of me

crashes on. .
) (AWAY, p. 55)

which brings him back to a sense of reality with an almost brutal

ot

.
&

!
e
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-
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force that is 1like the waves crashing onto the shore.
_At no “"point does this volume become excessively sentimen- .-
tal. Perhaps the reason for this can be extracted from the am-

-biguity of the following fragment:

I'11l never get it right enough,
will never stop trying.

(AWAY, p. 56) | X

e .

The sense of inadequacy that is expressed in these two lines is

at the heart of Creeley's poetry. Like the awkward "manny" of

L4

"The Finger," we are drawn to the honesty of this admission.

s
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What he can never get '"fight enough" are purpose, order, and co-

«

herence in his life. Yet the ambiguity the reader 1s drawn to
is the almost heroic stance of the second line where he mdintains

he "will never stop trying." This 1s faith of the same type that

’

Williams discussed in ""The Basis of Faith in Art}" and we are

thereby left to respect Creeley's vulyerabillty and humanness

despite his quirks and foibles. Therefore, we can simultaneously

respect and condemn his reflections -on the nature of the relation-’

A

ship he has with his wife: .

If I wanted
to know myself, :
I'd look at you. C .

When I loved

what 1 was,

it was that reflection. .
. (AWAY, p. 57) °

4

Perhaps the finest poem in AWAY i;—"Sitting Here," which

rncorporates'Creeley's desire to unify the subjective with the

objective and external reality with his "mind" or Self. The

’
~

opening of the poem, “

Roof's peak is eye, )
o sky's grey, tree's ) .
a stack of lines, X :

wires across it. This .
is window, this is

o ~ sitting at the table, -
thinking of you,
far away, ) ' ,
whose face is

by the mirror on the bureai.
(AWAY, p. 70)

£
shows how feelings, abstractions, and thoughts begin with

concrete
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images of the physical world. In the first two 'stanzas the only

intimation we have of a Self or '"personality'" 1s the "eye" that

'gazes about objectively and takes in the world. Subjectivity

only enters into this poem through the line ''thinking of you,"

~—~which now provides a focus for the poet's address.

i s r T e
This poem becomes a thematic continuatioh based upon the

£

title of the volume. Not only is his wife "away" from\him‘litér-
ally, but his daughter 1s now grown up and has also "left" Him.

He therefore wants to regain that first sense of her as the child
whé issued from- him and who depended upon him:

Be me again
being born, be the little

wise one walks
-quietly by, in the sun,
smiles silently,

grows taller and taller.
(AWAY, p. 71)

What the speaker seems unable to understand is the passage of the

years and the fact that mothing.in this life endures or is perm-

anent:

Because all these things
passing, changing,

all the things -
- coming and going .
inside, outside— )
I can't hold then,
I want to but

keep on losing them.
(AWAY, p. 71)

The sense he wants to recapture is an apprehension of the

world that he felt through the innocence of his daughter when she

< .
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was & child, that '"world js wonder." On the one hand, the recogni-

tion that comes to thé speaker is of the bitter passage of time:
dwhatever/ we' were has gone." Yet’ this poem is also about the | ;
way in which his own mind has created corresﬁohdeﬁces to the - ) h;
memories evoked by his trip to the attic. It is from this attic -
that the "action" of the poem begins as Creeley (the "eye" of tﬁe
first stanza), stares out over the rooftops, sees. his daughter's” .-
picture, an&'begins to reflect on her lost youth and his present
feelings of loneliness. ' .

Because the "action" of this poem takes place in the au-
thor's "mind," 1t woﬁld be easy to dismiss it as a sentimentgl
exposition. However, despite the poignancy of his observations
that reflects an honesty of feeling, this poem also works on an-

other level. Just @S Tenollosa suggests, the abstractions be- ‘ :

gin from an apprehension of concrete reality, and it is to this

-l .

reality that we are brought back at the poem's conclusion:

EERs

As 1f that touch of‘;ou
had, unknowing,
turned me around again

truly to face you.
and your face 1s wet,

blurred, with tears— : o

or 1s 1t simply years later,
sitting here, and whatever

we were has gone. '
(AWAY, p. 72) ’ v

The "touch" to which Creeley refers is a remembered moment of

taking his child's hand to offer her comfort. Though he is

"turned. . .around again'' to "'truly'" face her, it is still, at-

first, in memory only. However, the recognition comes in the last
/

& /
v,



‘tion and 1in-previous omes, is truly projective and open because

°

]
stanza that it was all imagined, and the poet is returned to his

presenf state.of lonely reflection. Therefore, just as he comes’
. \ ) ;
to terms with his memories, he also recognizes' them as something

e

in the past as he is brought back to the reality. of the preseht.
It 1s precisely this refusal to be sentimental even though

a wealth of emotion 1s expressed that makes:this poem such a won-
2 ) : ,

derful insight. Also, this poem, as the others in this collec-

I

e

—

it depicts a movement in ¢he perceptions of the poet. This mover

<

ment is never confined to the stgslé of the mind, but moves out

v

from the Self only to return to 1t again,but with a new vision.

Thus, the poet who was an "eye' at theibeglnnlng of the poem is
now changed, having gained at least a modicum of wisdom and self-
knowledge. Finally, at the end of this collection Creeley resolves

to let'his‘Qlfe define her own 1life instead of him doing 1t for

her: ~° !

-Let her '

sing it , .

for herself. - T
' (AWAY, p. -78)

Just as his mind has attempted to take him '‘away'" from the real-

ity of his ‘1ife, this resolve to accept the reality of his cir-

. cumstances is asserted in a part of the concluding fragment:

Be welcome
7 ' to it.
. (AWAY, p. 77)

<
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PART IV: LATER

(]

~ ’

. Later,12 Creeley's most recent collection of poetry, con~
P ¥ (]

. ) . . i
- tinues with the poet's reflections on death, aging fi@nd his mem-

i
1

ories of his youth. As in AWAY, Creeley walks a fine line be-

PR tween sentimentality and emotional poignancy, and the tautness

of the verse and his refusal to indulge in excessively maudlin
subjectivity make this volume one of the most powerful of Creeley's
recent writings. The first poem of this collection, "Myself,"

locates the speaker in time as a perplexed, aging man who seeks

Q
~

7

to unravel the mystery of existence and establish ¢oherence with-
. - .

<« in his life. ‘ ’ O

. | ¥

""Myself' opens with a note of acceptance of his condition,

yet the desire to undetrstand the confusion of his life is still

paramount:b 4
i N . 3
What, younger, felt -
was possible, now knows
is not—but still
: : not changed enough— :

Walked by the séa
uné¢hanged in mepory—
. evenings,, as clouds X
=on-the far-off rim ‘ L

of water float,
pictures of time,
smoke, faintness—-
still the dream.
(Later, p. 3)
While the "action" of this poem seems to begin in the speaker's
! mind, it is %lso apparent that his literal situation—that of

walking by the sea—is equally important. As in many of his

pe3
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., earlier poems, the sea, symbol of life, continuity, and the per-
petual changing rhythms of life, figures prominently. The per-
ceptions of this poem have a movement not unlike the.pull of the
water as it meets the shore; first, the speaker returns to his "
youth and compares it with his present state of mind, finding the
latter "still/ not changed enough." o
. Nexf, he reflects on his literal situation, walking by the ,

.+ sea, which seems to him to be '"unchanged in memory”;(yet as -he '
observes the horizon letting his mind take him like the return
, of the tide to‘”pictures of time,/ smoke, faintness,” the 'dream,"
or his idealistic concerns retained from his youth that he could
understand the world he lives in, sti1ll remain with him. Although
v he acknowledges that he has grown older, he continues to ask the
i gnawing questions of his youth:
’ - . I want, 1f older,
. o still to know .
v ) . why, human, men
\ ) AN ~ . and women are (?
/ ‘ . . so torn, so lost,
) . : why hopes cannot . 3 .
: find better world
* . than, this.

(Later, p. 3)

T ¥ ’ 3
s ) . The emphasis on change is significant in this po€m since it is
recurrent throughout the entire volume. Creeley seems to be ac-
{ .
" knowledging both the persistence of the Self that remains also "up-

changed in memory" as well as lamenting the very fact that he has,
through the ﬁassage of the years, '"mot changed enough.'" However,
there is, s}gnificantly, an acceptance of himself as an individual

with a predilection for self-reflection which, while painful and

<
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sometimes lamentable, is something that the speaker admits and
resol¥esito live wi£h. In the poem "This World," the speaker,

- 0 .
while watching the waves by the sea, attempts to lose himself in
&

. 5
nature:

) o« 1 could watch
. e - these glittering
- waves forever,

follow their sound

e deep into mind
and echoes— e
let light

¥
<

as air ‘ '
be relief.

(Later, p. 4)
i = .
®he "relief' he is seeking is from perpetual thinking—the per-

sistence of memory and the_cénfines‘of the "mind." The unfeeling .
force of nature seems to fo;qg him toward a récognition of his
physical being: .

The wind .
pulls at face

and hands,’

’ . ) grows cold. . ' - »
and stills his mind: ‘
What .
X can one think— 3
the beach »
is myriad stone.
(Later, p. 4) ¢

Finally, there is a recognition of the insignificance of his life
that is neither sad nor bitter that comes at the end of the poem:

What

matters as one

in this world? !
(Later, p. 5)

-
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Significantly, this desire to lose himself in nature refers back

to the Romantic stance of Shelley who is quoted in the previous
poem, '""Myself.'" However, it is important to note that Creeley's

dispassionate manner of address distances him from such a Romantic

predisposition.
Thus, his view of himself as:

~ Older man at R C . ,
t water's edge, brown -
pants rolled up,
white legs, and hair. .
(Later, p. 9)

is certainly a rather unheroic view of himself, as is.the picture

he draws of the cycle of existence in '"Flaubert's Early Prose':
He 1s a very interesting man,
this intensively sensitive person,

- but he has to-die somehow— .
so he goes by himself to the beach,

and sits down and thinks,
looking at the water to be found there,

'Why was I born? Why y

am I living?'—Iike ' . «

an old song, cheri—

and then he dies.

(Later, p. 11)
Obviously, Creeley is describing himself in this poem, yet there
is a note of sarcasm throughout these lines. The reminder that:-
: \

he, an "intensively sensitive person,'" 'has to '"die somehow" is
an obvious attempt on Creeley's part to demystify the myth the
Self perpetuates that it 1is '"special' and, consequently, immortal.
Like the other "common" men in the beginning of the poem who also
die either being "hit by a truck,” or by Ya boulder/ pushed down
onto him," the "interesting" an "sensitive" poet who asks the

.,
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overwhelming questions about being ("Why was I born? Why/ am I
living?") is not more privileged, and also dies. That Creeley

sees these questions of being as ''an old song" 1s significant

N

because he seems to suggest that this persistent questioning camn
become a dead end since there are no answers one can ever be sure .
of. Therefore, the speaker questions the nature of the '"mind"

that does the questioning, viewing it sardonically as something

\]

as insignifitant as the lives he has dismissed in the previous

lines af this poem. ¢

The other preoccupation in this volume, in addition ‘to his

mortality, is finding meaning through love and relationships. In

L)

"Place" Creeley starts off by depicting his loneliness and conse-

quent desire to embrace love in order to give his life signifi-

cance:

I feel faint here,

too far off, too ™ NN
- enclosed in myself, :

can't make love a way out

I need the oldtime density,
the dirt, the cold, .
. the noise through the floor—
my love in company. ® .
., {(Later, p. 13) -

-

The sense of being 'enclosed" is brought about\by the '"mind" that .
creates the distances. Thus the "dear company" he seeks in the
poem, "For Pen," is a loving relationship where he will feel im-
portanf while being part of the world: l l

I want the world

I did always,

small pieces .
and clear acknowledgments.-

2
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I want to be useful - ; .
to someone, I think, T
always-—if not many, . ,
then one. . L . '
(Later, p. 17) . : “
—_— . . ‘
! Yet his views of love have changed'in this volume from ‘ C

J

the insistent sexual longing of Pieces, A Day Book, and "In Lon-

P

don." Now seeing himself as "wrinkled" and '"grey,' the poet who

in "Erotica" is reminded of his adolesCence, which awakens within

[
o .
4

kim a longing to.feel as a youth:

Shall I throw

. e myself down ., 0
- upon it, ' . ) .

TR . . A L
. @ﬂ? i Y ’ % ~ I
this ground . .

rolls and twists ) ‘
these pictures : . '

I4wantcsti11
to see.
(Later, p. 20)

Even though this desire and longing persist, he seems to have
v ’

come to some recognitign of a maturity as well as to a recognition

of his situation. In "After" he resolves to embrace a 91510@ that - :

will be of the condition of himself as an aging person in the
2

present world:

' R I'1l not write again
things a young man . ,
thinks, not the work oL
of that feeling.

There is no world

except felt, no " ;

one there bug . . ‘

- must be here also. T
(Later, p. 16) -
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- -To realize his condition in the ‘world means a return to an

«

awareness of his mortality. Therefore, near the conclusion of

the first part of .Later, Creeley writes: . ‘
Well, walk on. . .We'll be gone

. soon enough. I'll have got
all I wanted—your time and your love
and yourself—1like, poco a poco.

That sea never cared about us.

. Nor those rocks nor those hills.
nor ‘the far-off mountains still
white with snow. The sun

came with springtime—Ila

primavera, they'll say, when ‘ 4

we -ve gone. But we came. -0 ‘

We 've been here. - «

'y

- (Later,. p. 41)

3

This testament to haﬁing left a mark upon the world (even though

1

this is alternately mocked in a poem like "Flaubert's Eaily Prose'Y

. 1s repeated in "Sparrow,'" the second-to-last péem of the first

-

part of this collection: ) %

Last time we'll see them,.
hear their feisty greeting

to the day's first light,
the coming of each night.
v (Later, p. 42)

‘ The'"first greeting" of the sparrows sér&és as a metaphor for
Creeley's own poetry that, like the song of'the birds that greet
"day s first llght" (Life) as well as "the coming of each night"
(Death], is a statement of a similarly '"feisty'" ecourage to
create a song from despair. As such, we can recall Creeley's

“ nl3

earlier poem, ''The Dlshonest Mailmen, where he y?bte: ..
. ~

The poem supreme, addressed, to
emptiness—this is the courage

necessary.

Y
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except that the "artistic pursuit of the void"l* apparent in
the above lines and 9n a previously discussed poem like "The Fin-
) ger"15 has now altered..  Rather, the vision Creeley presents in
Later is one that is opposed to the self-abnegation of his earlier
poetry. Instead, Later celebrates the small victories of his
life—persistence, continuity, and the courage to '"sing' 1in spite
of his "dooﬁ,” as is also ev1den£ in the :poem, "End": ‘

’ let the world stay

open to me .
day .after day,

Qords to say,

things to be.
) (Later, p. 43)

It is especially apparent in the last two lines of this poem that

Creeley 1s attempting to integfate the '"mind" with the world. Un-

like in "The Dishonest Mailmen' where the '"mind" or Self sought

\
to approach and become the void, the progression of ideas %rom
- Pieces to Later indicatés this desire on the poet's part to ac-
. knowledge the coexistence of subject-object, Self and world, and
"words' and '"'things."

The ambiguity of feelings expressed in Later varies in
terms of the. harmony between his "mind" and the world. At times,
the poems express a satisfaction and complacency with his life
in the world, as in the poem, "For Pen':

o ' Last day of year,
sky's a light
) f ¢ open grey, blue
{: ' R spaces appear

*\,;L/j in lateral tiers. )

Snow's fallen,

Q
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will again. Morning
sounds hum, inside, .

outside, roosters squawk,
dogs bark, birds squeek.

—'Be happy with me'.
(Later, p. 64.)

The beginning line of this poem, while it can be viewed 1n terms
of a finality since he talks about the last day of the year, should
be rTead hereQas an expression of hope for a new beginning since
the New~Year will be ushered in; hence, new possibilities. The
poet expresses contentment hearing the sounds of the day both

"inside'" and ''outside'; as such, there is an expressed harmony be-
7

tween his inner life and the world outside of his Self. The fi-

nal line of the poem—''Be happy with me'—then seems to be spoken

by the "roosters," "dogs," and "birds,'" which is an attempt on

Creeley's part to deliberately anthropomorphize nature ta demon-

strate that, when content, the "mind" is ready to accept a oneness
with all things.

'This feeling of oneness, however, when it is seen as noth-

ing more than an egocentric conceit is alternately mocked "in the
poem, "For rane Ricard":

For me—and possibly
_ for only me—a bird
- ) sits in a lousy tree, .

. and sings and sings
all goddam day, .
and what I do -

is write it down,
in words
they call them:

R,
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him, and it, and her,
some story “this
will sometimes tell

or not. The bird
can't care, the
tree can hardly hold it up—

and me 1is least of all
its worry. What then
is this life all about.

(Later, pp. 81-82)

212

The poetic conceit of viewing the Self as something special is

deemphasized by Creeley even in the language he uses throughout

the opening segments. Words like "lousy'" and ''goddam' as modi-

fiers for the natural world serve to promote the feeling of dis-

satisfaction onlCreéley's part toward his "role'" as poet,
last part of this fragment:
the bird
can't care, the .
tree can hardly hold it up—

and me is least of all
its worry.

The

is a frank sentiment that 1s counter to the self-conceit of a

%
Romantic disposition that Creeley feels creates a false sense of .

However, as in the poem "For Pen,' happiness comes to the

poet through human relationships., While the line "Be happy with

3 N
me'" may be read as an attempt by the poet to animate the 1nani-
[y

mate world, it is, ultimately, Creeley's own voice that states

1

this as a plea for meaning and communion in an incomprehensible

world. Thus the answer to what life 1is "all about" in th

latter.

poem is both meaningless (''garbage/ dumped in street') and what,
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for Creeley, is the only thing that seems to pravide coherence

and worth to his own life: "a friend's quick care,” and '"a nec-

.

essary love'—highlights of human relationships that, despite

one's mortality ("a physical heart/ which gées or stops'"), some-

1

how endure.

The answer to the complexity of»existence is, as Creeley’
suggests in '"For Rene Ricar&," “"simple." This simplicity that
Creeley seems to strive for i1s his attempt to go beyond the dis-

section of meaning and relationships that the complex "mind" cre-

ates. Rather, simplicity is somgthing positive and genuinely
3

“felt, not analysed:

HHow sentimental,
heartfelt, this 1life becomes
when you try to think of 1it,
say it 1in simple words—
(Later, p. 99)

Here, "sentimental' 1s “used as an expression synonymous with feel-

ing. Interéstingly, this feeling 1s recorded as simply as possi-

.

ble with no attempt to give such an initial impression any sym-
bolic overtones, as in a poem like "Morning (8:10 AM)":

In sun's
slow rising
this morning

antenna tower

catches

the fir;t light,

shines '
.+ for an i1nstant

silver

white,
separate
from the houses,

S W ARSI e

WA seby "y




the trees, ¢/ .
old woman walking
on street out front.

1

(Later, p. 108)

r

Thé sense of presence evoked in this poem by the direct, impres-
sionistic way of wraiting recalls the ea?iy Imagist poetry of
Pound, Williams, and Oppen.

However, Creeley examines this objective position and won-

ders 1f, by being strictly objective and only observing life, one
1s actually living: ' \ . i
| if a 1life 1lives more
than just looking,
* knowing nothing more.
(Later, p. 11)

Similarly, he realizes that 1anguage,;whlle it has been his medium
.to join the separate realities of the Self and the world, cannot
always reconcile this dichotomy, no matter how objective or "true
‘po life" it attempts to stay:

There are no words I know .
tell where to go. and how, !
or how to get back again
from wherever one's been.

They don't keep directions
as tacit information.
Years of doing this and that
stay 1n them, yet apart.
(Later, p. 116)

Hence the ''courage necessary," despite the fact that Creeley
sées 1t sometimes as an "absurd'" desire, is to maintain a stance
toward the world that Olson propfosed in "'Human Universe'':

Do you dare to
live in the world,
this world,

equal with all—" (
(Later, p. 118)

R I
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Finally, Later ends as the testament of an individual
who is willing to come to anaacceptance of his limitations and
circumstances in the world. Yet the question remains as to why
the poet makes such a testament, and Creeley attempts to %f¥v1de
an answer at the conclusion of this collection:
All who know me
say, why this man's .
persistent pain, the scarifying
openness he makes do with? .
Agh!‘ brother spirait,
what do they know
of whatever is the instant
cannot wait a minute— : \
wi1ll find heaven in hell,
will be there again even now,
and will tell of itself
all, all the world.

(Later, p. 121)

The "scarifying openness'" that i1s meritioned here is the same
"vicious self-exposure' that Creeley makes mention of in an ear-
lier poem, "The Name." Yet what redeems the pain and suffering
that 1s the result of being 'so "open'" to the truth of his Self
and the impersonal truth of the world is precisely what gives
meaning to his 1ife and provides the moment of revelation.

It is thus appropriate that this poem is entitled "Prdyer
to Hermes' because Creeley sees himself as being in the company

of this messenger of the gods. The "message' that he seeks to

communicate is an affirmation of life in the momentariness of

N
.

existence—'"whatever is the instant."” This affirmation 1s stressed
by the thrice repeated use of the italicized "will' in the last

stanza and recalls the conclusion of the title poem, 'Later,"”

LI
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where the "will" becomes a '"willingness'" to be open to life and

. to find wonder in the smallest parcel of existence. As such,
the conclusion of "Later" sums up the idea of this whole collec-
tion as well as affirming Creeley's concern throughout his life

as a poet to offer a testament of himself as an active, feeling

being 1n the-ever-changing now: ,

In testament
to a willingness

to-live, 1
Robert Creeley,

being of sound body
and mind, admit

to other preoccupations—
with the future, with '

the past. But now—
but now the wonder of life is

that it 1is at all,
this sticky sentimental

warm enclosure,.
feels place in the physical

with others,
lets mind wander

to wondering thought,
then lets go of itself,
finds a home -

<on earth.
(Later, pp. 78-789)
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NOTES TO CHAPTER V »

1 Robert Creeleﬂ, "Introduction to The New Writing in the
USA" in The Poetics of the New American Poetry, edited by Donald
Allen and Warren Tallman (New York: Grove Press, Inc., 1973),

p. 259,

2 Tbid., p. 263.
. 3 Robert Creeley, A Day Book (New York: Charles Scribner's
Sons, 1972). All subsequent page references to this edition can-
not be provided since this volume 1s unpaginated. When necessary

to identify this collectiaQi the following abbreviation will be
used: A.D.B. T~ .

4

Cynthia Dubin Edelberg, Robert Creeley's Poetry: A Critie

cal Introduction (Albuquerque, N.M.: University of -New Mexico
Press, 1978), p. 143,

5 Zsolt S. Alapi, ed., "Interview with Robert Creeley" 1n
Atropos, Vol. I, Np. 1 (Spring, 1978), p. 28.

6 Ibzxd.

o 7 Edelberg, Robert (Creeley's Poetry, p. 157.
8

. Robert Creeley, Hello (New York: New Directions, 1976),
p. 85. All subsequent page references to this edition are given
in parentheses after the quotations as they appear in the text.
When necessary to identify this collection, the following abbre-
viation will be used: Hello. .

X 9 Ibid.

\

10 Robert Creeley, AWAY (Santa Baﬁﬂz?h, California: Black
Sparrow Press, 1976). AIl subsequent page references to this
edition are given in parentheses after the quotations as they
appear in the text. When necessary to identify this collection,
the following abbreviation will be used: AWAY.

&
11 Robert Creeley, The Creative (Los Angeles, California:

i; Black Sparrow Press, 1973), p. 1.
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A 12 Robert Creeley, Later (New York: New Directions, 1978).
All subsequent page references to this edition are given in par-

‘entheses after the quotations as they appear in the text. When

necessary to identify this collection, the following abbrevia-
tion will be used: Later. ‘

13 Robert Creeley, For Love ‘(New York: Charles Scribner's

Sons, 1962), p. 29.

14 Ekbert Fass, Towards A New American Poetics: Essays and
Interviews (Santa Barbara, California: Black Sparrow Press, 1978),

p. 155.

15 For discussion of this poem, see Chapter I of this thesis.
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CONCLUSTION’

v

Creeley's most recent collection, errors,1 published in(
1981, consists of highly lyrical and sentimental pieces like "Song,"
"Greetiné Card," "Oh Love," "Human Song,'" and, most interestingly,
quite a few poems that are reminiscent of Imagist poetry in both
their subject matter and manner of presentation. Mirrors is sim-
1lar in its technique and scope to the poetry that began wi%h
ﬁieces and continued through to Later primarily because-1it 1s, in
the words of one critic who stated this with referénce to Later, - .

2

a '"poetry of moments." If we equate this idea of "moments" with

the title of this volume, we ¢an see that the "moments' Creeley
attempts to "mirror" in his poetry depict images of his emotional

and spiritual life in an effort to capture them, as Pound had e

stated, in an "‘instant of time."
Mirrors strives to be less of a meditation upon bis life;‘
and the consequent struggle between the ”min&” and the "world"
that is apparent 1in Pieces and<¢the later collections, but }ather —
more of a reflection of his complex of éhoughts and feelings. o
Even though the poems appear in an individual format unlike the
journal entries of A Day Book and ﬁgllg,‘the continuity is main-
tained because of the subject matter and the informing vision
that reflect the poet'sginferior life. }4qug) it is interest-

ing to consider the following criticism that was leveled at Later

but which could have been similarly applied to Mirrors:

-

219

o

Wk, PR3 e P s



e

- B

ST

3 T

R R

BT

2

e b ey et oy E e [ )
TR ¢ P A Soe e ) LS PR N [ o

} 220
LY ‘[
What remains are the notes of a perplexed, aging man.
. True, there are occasional keen observations—but re-
portage doth not a poem make. . .Creeley’s togics
seldom escape the facile and the commonplace.

+

Yet it is precisely the ''facile" and the '"commonplace" that are

the subject matqer of Creeley's poetry. His whole position de-

pends upon his stance toward the ''commonplace' just as 1t did for

the Imagists, Objectivists, and William Carlos Williams; there-

fore, to disparage Creeley's stance toward his subject matter 1is

to reject one of the tenets of modernist and postmodern poetics.

The impressionistic quality-of poems like "The View" and

"There 1s Water' reflects the objective world that the poet at- -

However, 'in the
-

- ) , N ) )
poem "Wind Lifts'" we see a blending of the Imagist technique with

tempts to mirror invan unselfconscious manner.

the'projective idea of integrating the Self within the content:
» . )
N ) . Wind 1ifts lightly
: . ) the leaves, a flower,
a . a black bird

. .~ hops to the bowl’
y to drink, The. sun ¢
"  brightens the leaves, back
- of them darker branches, g
"tree's trunk. - Night is still

,far from us. (Mirrors, p. 34)
"It is. interesting to note tHat up until the last line\we are pre--

sented with strictly objective’description of a world in seeming-
, . 2 !

o

-ly bénign harmony. In the last line, however, we are presented

with a brief glimpse of a "mind" that has perceived this scene

through the personalizing use of the pronoun, '"us.'" Since there

- >
is no actual commentary on the speaker's part, we are left to

—

intimate his feelings about Death through the juxtaposition of
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. words like "lightly," "sun," and "brightens" with "Night" in the

final line. Also, there is a movement that is depicted from the

"bright'" visions to the ‘'darker" branches'"—a movement from light

L e d b o3

to dark and from the brightness of the "sun" to the darkness of J
the ”Night"'that parallels the speaker's own conscious manner of
perceiving.s

This poem, then, captures the "invisible action of the , ,f
mind,”4 similar to the most effective Imagiét verse. It seems ‘
tﬁét Creeley approaches the technique of Imagism when his poems
are this type of a lyrical response to the world. This seems éo :
be at those rare times when unity between subject and object has
been briefly achieved. However, 1t is important to ‘observe that,
this position is never maintained throughout an entire collection

primarily because the subject of Creeley's poetry involves the

struggle to approach such a reconciliation. Thus- 1n the same

T v iR

way that Pound, Williams, and the Objectivists came to feel that

lyrical description was not enough in a poem, Creeley's premise ' }m
]
is likewise that the poem must depict the mind's "invisible ac-
& .
tion" and ability to transform. % -

Similarly, Creeley uses this manner of presentation in the °

<

poem, ''Buffalo Evening": s

Steady, the evening fades , ‘ i
up the street into sunset =
over the lake. Winter sits

quiet here, snow piles ‘ ’ i
by the road, the walks stamped -
down or shoveled. The kids

in the time before dinner are . . 3
playing, sliding on the old ice. ’
The dogs are out, walking, '
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and it's soon inSide again,
with the light gone. Time ,

o . to eat, to think of it all. .
(Mirrors, p. 62) .

Once again, it is the Imagist technique of juxtaposition' that re-

A

veals the poet's '"vision.'" The reflections on Death and the pas-

sage of time are only suggested through the personification of

l\
"Winter'" sitting like some quiet predator observing the "light"

! f
(the passage of one's life) disappear. The tone of this whole

poem 1s deliberately understated so that even when we notice the

unusual positioning of "Time" within the rhythmical context of

-

the lines we are drawn into the the pqget's perception of the dis-
turbing recognition of his mortality at the end of the poem. The
spacing of "Time" following the concluding image of "light gone"
is crucial. The reader pauses for an ingiant before continuing

on to the next line, but long enough to establish the connection,

between the fading of the "light' and the passage of "Time." Most

»

importantly, this poem, while thematically establishing the poet's

concern with the significance of the small moments of everyday
£

life, also draws the reader into the poet's world-without any

percéptible or conscious effort. The seemingly objective mannet

‘of presentation reveals the presence of the poet's Self at the
I3

P
°

poem's center.
The poem, "Early Reading,' may be viewed as evidence'of «

Creeley's appreciation of the Imagists's efforts:
Break ‘heart, peace,

shy ways of holding )
to the meager thing. ’

.
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~ Little place in mind -’ . -
for large, expansive counters
such as Hulme would also

/ seémingly deny yet afford =
with bleak moon late
rising on cold night's field.
(Mirrors, p. 66)

¢

The comparison of this poem to T. E. Hulme's "Autumn" (one of the
first Imagist poems) is interesting::

A touch of cold in the Autumn night

I' walked abroad,

And saw the ruddy moon lean over a hedge .
Like a red-faced farmer.

I did not stop to speak, 'but nodded; ‘

And round about were the wistful stags .

With white faces like town children. ~

e
/
#

Through the referencé to Hulme, Creeley is pointin%ﬁbut the irony

v 6

.inherent in the Imagist vision. The ''meager thing".Creeley refers

to in the first stanza of his poem is the '"direct treatment of the

~'thing'"—the acceptance of the objective world without the need

for abstraction——thathwas one of the "Principles of Imagism." The
"expansive counter'" is also another reference to the manner of ab-
straction that Hulme and the Imagists denied.

The irony with respect to the Iﬁagist vision that Creeley

is pointing out is established in his 1line, '"seemingly deny yet

'afford”. By this Creeley means that Hulme, even though he makes

every effort to avoid dealing with abstractions and to stick to
concrete reality, is. actually including statements of a universal
nature. Certainly, if we consider .the mood of Hulme's poem, we

see that the "wistful stars'" suggest a concern on the poet's part

with some sense of loss that seems to be the emotional focus of

-the poem. The very ambiguity of this feeling, even though the
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poet deliberately rejects naming it for fear of realizing an ab-
straction, is what suggests the more "expansive encounter" in
Creeley's lines. Creeley, then, seems to be implying that within

his minimalist descriptions (just as it was implicit in the poems
¥

i .

-

of the Imagists) is a more "expansive' view of the world. There-
fore, poetry 1s not just a particular emotion, for Creeley; rather,
his belief is based on Williams' recognition that the poet'slunique

insight, if it is "sincere'" enough, denotes a broader, more uni-

versal vision.

Creeley's connection to both the Imagists and to Williams
may be observed at this point. Just as Williams felt that "ideas"

(or abstractions) had to arise from "things" (or the objects of

3

the material world), so Creeley feels that the poet's most inti-

mate feelings must inform his poetry:

Well, I've always been embarrassed for a so-called
larger view. . .I am given as a man to work with what
is most intimate to me—these senses of relationship
among people. I think, for myself at least, the world

. is most evident and most intense in those relationships.
Theregore they are the materials of which my work is
made. ’

)
Thus, the "shy ways of holding/to the meager thing," while it sug-

gests an image of an uncerta}n lover, also conveys this same de-
gree of "intimacy" that Creeley prizes.

This "intimate" connection Creeley strives to make with
his reader is th% informing vision of most of his poetry, particu-
larly of the poems after and including Pieces. His notion of the
continuous poem that remains%”open" to the unity of Self and ob-

v
jects is based upon the idea of writing as a process that he had
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4

learned from Charles Olson. fhis process implied the same kind
of interaction that Olson felt the poet was a part of. For Creeley,
then, the process of w¥1ting involves this intimate communion that
both he and Olson felt could be apprehended in the open, project-

ive poem: . .
I feel that when people read my poems most sympathetic- -
ally, they are reading with me. So communication is:
mutual feeling with someone, not a didactic process of
information. )

This intimacy is then relayed to the reader because of the
quality of the poet's emotion (what Williams called the "intensity

of vision'"). Creeley feels that it is necessary to present emo-

4

~

tions of a certaimn quality—emotions that are specifically articu-

-lated, as opposed to those that are blurred by an assumptional senti-

ment. He feels that Williams had this capacity because he was able

to present a "complex and intimate and modulated quality of feel-

8

ing,"" the evidence of which 1s also communicated to and felt by

the reader. It 1s these emotions of "quality," what Creeley calls
"These retroactive small/instances of feeling," (Mirrors, p.3)
that promote the sense of continuity and process in his previous
poetry as well as in the poetry of Mirrors. ~

| To say 'open'" to the everchanging moment i1s the object of

:

poetry, Creeley believes, 1f one keeps to the poem as a continual

process of '"revelation and discovery.'" Creeley stated in an inter-

9

view that-'"reality is continuous, not separable,”” and 1t is in

this sense, also, that we must regard the poems in Mirrors. This

process begins, as Laszlo Géfin pointed out in his study of

Creeley's earlier collection, Pieces, '

s
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. . .with an action, from a fidelity to the event-
objects, whose 1images_the poet carries over into
language and thought.1
"From this effort to align the subjective Self with these "events-
objects" comes the 'revelation and discovery' of the poet and the
consequent energy of this feeling transmitted to the reader.
Creeley's poetry, then, is one of continuing beginninés,
as he states 1in '"The Edge'":
to begin again, forfeit
in whatever sense an end,
to give up thought of 1t—
From thils recognition of the necessity to always '"make ﬂt new,'’
as Pound stated, coméf his constant awareness of the way in which
his "mind" distorts his given reality:
I take the world and lose 1t, .
miss 1t, misplace it,
put it back or try to, can't
find 1t, fool it, even feel it. »
His use of repeated alliteration 1in this passage depicts the con-
fusion that he seeks to resolve in the final stanza:
This must be the edge
. of being before the thought of it
blurs 1t, can only try to recall it.
(Mirrors, p. 5)
This "edge' that Creeley refers to is the precaripus hold he main-

2

tains between the moment and the '"thought of it," which is a con-
cept that was also apparent in the poetry of the Imagists.11

This "edge' is also the fine line Creeley manages to tread
between poetry thgt approaches sentimentality and the "significant

emotions'" of his finest verse. We find in a poem like '"Wishes"—

which describes the poet's relish for the comfort of everyday
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things and relationships—things like:

Lunch with its divers
orders of sliced
chicken going by on
the lazy susan with
. the cucumber, the goat cheese,
the remnants of rice

- salad left from last night.

a forceful statement like: -
Are we not well met

. here, factually nowhere
ever known to us before,

and will we not forever

now remember this? \
J

and the conclusion, "Nothing forgot." (Mirrors, pp. 47-48).

227

carries this poem beyond sentimentality to a significant emotion

1s the fact that the very "mundanities" of the poet's life are

the things that-will remain memorable because of the warmth and

sincerity of a communion that was shared by himself and others.

Similarly, the poem, "Time," written for his young son,

Willy, depicts the process of his feelings attaining an emotional

intensity and focus. From the contrast of his present, aging

state, he presents to the reader his disparate state as a child,

which is the condition shared by his son:

When I was young,
the freshness of a single
moment came to me

with all hope, all tangent wonder.
Now I am one, inexorably
in this body, in this time.

The passage of time that he sees apparent within himself is

summed
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up in the conc¢lusion that'provides the transference of feeling
from himself to his son and, by implication, to the reader:
‘ : The place of

time oneself in the net

hanging by hands w11l

finally lose their hold,

fall. Die. Let this son

. live, let him 1live.
(Mirrors, pp. 9-10)

The transference of emotion 1s apparent in the final two
lines since it is not only the life of his son that Creeley prays
for, but also his own innocence. The 1image of himself as "hang-
ingfby hands' that "wi1ll/finally lose their hold" because he 1is
trapped "in this time" 1s juxtaposed with the vision of his son's
youthful innoccence that is, like his own youth was, one of "tan-
gent wonder.'" We see in this poetry the "transformation'" that
Creeley feels occurs in the wark of art that depicts the process
of revelation and establishes the proper '"relation between you &

what you're writing abt."12

This concept of transformation and the poem as a process
involves the belief on Creeley's part that one must approach,
in poetry, the totality of a life (its singular significance),®
which 1s the stance that informs his poetry. This is the natural
consequencg_of modernist poetics that asserted poetry captured an
"instant of time.'. This becomes redefined through Creeley as the
extension of the poetic method, whereby we have each poem that
is?part of a collection projecting a portion of its energy to

the next one in the same sense that Fenollosa saw the "transfer-

ence of power," as an exchange of force in nature to the
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inclusion of the poetic technique as something inéxtricably linked

to the content.

Creeley's techniqué may be paralleled with the ideogram-
matic method that Pound developed through his own involvement with
Imagism and Fenollosa's 1ideas, as Géfin points out:

The 1ideogrammatic process 1s based neither on logic nor
on subjective associationism; rather, 1t aspirecs to
depict the world in accordance with the process of na-
ture. . .They point to a reality and an order which 1is
not human, at the same time they seek to affirm that

~
man, neither the lord nor the freak of nature, 1s an
integral part of the cosmic process.l3

Certainly, the 1dea of man as an '"integral part of the cosmic pro-
cess" i1s central to Olson's beliefs in "Human Universe' and The

°

Special View of History, as well as to Creeley's own stance with

respect to the Self+in relation to the "world."
In this respect, we can then realize the way 1in which tech-

nique 15/1nextricab1y linked to content 1anreeley’s work since
his statement that '"form 1s never more than an extension of éon*
tent" stems from his conviction that the form of his poetry—the
method of serial writing and the concept of the continuous poem—
depicts the achievement of continuity between writing and experi-
ence; therefore, Creeley sees technique not as some}hlng extensi-
ble or separate, but rather as the most "intimate aspect” of
writing.14 It is precisely due to this that the psychic "measure"
of the "open' poem rests 1n its ability to involve the reader in
the experience of the poet's emotions.

Language, consequently, serves as a referrent to the poet's

"intimate" state and can denote the transformation, revelation,
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and discovery that Creeley feels 1s embodied in a work of ért.
Language (words or '"signs') acts as a referrent to.material ob-
jects in 1ts initial functién, according to Creeley's poetic.
However, the implicit 1rony and source of frustration for the
poet 1s that language 1s always subjective since it 1% used and
modified by a specific individual. Thus, language 1s used to in-
ternalize the objective world and to re-assert it as both its
internal and external manifestation. Creelcy, 1n all likelihood,
derived this 1dea from Ludwig Wittgenstein, who wrote:

Since langu#ge stands 1n internal relations to the

world, 1t and these relations determiné the logical

possibility of facts. If we have a significant sign

1t must stand i1n a particular internal relation to a

structure.ld
Sighificantly, since language manifests an internal relation to
the world, according to both Wittgenstein and Creeley, we C;n
then see where the seemingly objective rend@ring of experience
would be seen by Creeley to be impossible. In this sense the
language of a Creeley poem reflects his personal vision precisely
because 1t emanates as a rendering of the poet's internal rela-
tionxlo the world.

It is exactly in this rtespect that (Creeley's poetics in-
corporates the vision of his predecessors wherein both the sub-
jective and objﬁétive criteria must be realized in a poem. Con-
sequently, even though the act of writing for Creeley may appear ,
to be the '"act of the instant' in Olson's terms, Creeley's art

is not just a spontancous, objective activity that the term 'open-

verse' seems to imply. Since we have dealt with the idea that

e s
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language manifests an internal relation to. the world, we can note
that this involves a certain degree of self-consciousness.
This degree of self-consciousness 1s certainly appareﬁt
in [Creeley's poetrf, as has been pointed out throughout this
study. While every statement or utterance in the body of the
poetry seems to have its place 1n a seemingly random framewowk, we
FH——
can see that the poet's self-consciousness creates a pattern and
tension of 1ts own. This pattern that is created is the direct
consequence of the struggle between the Self and the '"world,"
or Creeley's attempt to resolve this subject-object duality. It
1s this very sense of the act of writing a poem that is, for
Creeley, the process of reconciling this impossible duality. We
see, then, that at the center of Creeley's poetics and poetry 1s
an awareness of the difficulty of using language to convey the
"dasein" of the everchanging face of the world. In his effort
to stay '"open" to the "essents" of the world, Creeley is able to
approach a union of subject-object, as in the following poem from
Mirrors:
Now by the edge

of the window glass at the level .~

of the floor the grass )

has become particularized

in the late light, each

edge of grass stalk

a tenacious fact of being there,

not words only, but only words,

only these words, to say it.

(Mirrors, p. 56)

Words, inadequate as they are, -do "particularize" and, hence,

internalize the world. For it is only at this fine "edge' that
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the Self and the "world" cohere, albeit briefly; and it is also
at this moment that the "mind" is most open to admit and to en-
counter that Mystery without beginning or end:
—it
it—
(Pieces, p. 17)
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NOTES TO CONCLUSION

1 Robert Creeley, Mirrors (New York: New Directions, 1981).
All subsequent page references to this edition are given in pa-
rentheses after the quotations as they appear in the text. When
necesSary to identify this collection, the following abbreviation
will be used: Marrors. )

2 Victor Howes, in the Christian Science Monitor, 6 Feb. 1980,
p. 17. T

3 Robert Peters, in Library Journal 104: 1703, 1 Sept. 19789.

4

Hugh Kenner, The Pound Era (Berkeley and Los Angeles: Uni-
versity of California Press), p. 186. ' :

5 William Pratt, ed., The Imagist Poem (New York: E.P. Dutton
and Co., Inc., 1966), p. 41.

6 Robert Crgeiey, "The Art of Poetry" in A Sense of Measure
(London: Calder and Boyars, 1972), p. 100. .

7 1bid., p. 90.

8 Ibid., p. 92.

+ +

? Robert Creeley, Contexts of Poetry: Interviews 1961-1971
(Bolinas, California: TFour Seasons Foundation, 1973), p. 185.

10 Laszlo Géfin, "Ideogram: The History of a Poetic Method,"
Diss. McGill University 1978, p. 289.

1 See L.L. Marty's review of Pieces in The Yale Review, 51: -
252, December, 1969, especially where he discusses the fine line
Creeley manages to tread between abstraction and poetry: "It is
impossible, I believe, to Become more abstract without destroying
the very presence of poetry. Yet Creeley manages to hold himself
at the taut edge of poetic existence."

Z George Butterick, ed., Charles Olson & Robert Creeley:
The Complete Correspondence, Vol. I (Santa Barbara: Black Sparrow

Press, 1980), p. 68.

13 Gefin, p. 346.
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14 For a ‘rather detailed discussion of this with specific
reference to the poetry of Gary Snyder and Williams, see "The Art
of Poetry" in Creeley's A Sense of Measure, pp. 92-93.

15 |udwig Wittgenstein, Notebooks, 1914-1916, translated by
G.E.M. Anscombe (New York: Harper and Row, 1961), p. 42e.
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