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This thesis proposes to""examine the 'reiatiottship between 
< • ' 

" poètiC technique an~ ae5thetic p~inciples in th& poetry of 
'.. '. 

Robert Creeley. In ~ddition; Creeley's later.poett~, more spe-

~ffically,. Piece5, ~ Day Book; 'Away, :,Hello, and Later, ~:vill b,~ . 

analysed in terms of his t-hemati,é concern., ~hich i5 :the integra-. 

tion of subj ectivity aÎld obj ettivity in ~ un.ified vision. In 
... • 4. 

this Tesp~ct, Creeley's theory of composjtiop will 'be evaiuated 

'in t~rms/~f the open-form poetics that be derived' from Ezra 

Pound, the Ima~gists, the vObjectivists, William Car'los Williàms, 
-

and Charles' Ohon. These .influences wilf-' be exam).:iied in order; 
1 

to assess R?5sible similarities and differences between modern-
, ~ ,..., 

ist and postmodernist. poetic, theôries. The contention oi t,his 
l, 

1 - thes is is tha t Robert Çre,el ~y, as bath tn-eor is t and pract i t1Qn-

..... "'.' 

er, expresses most clearIy in bath his. poetics and:later verse 
. 

the open-form aesthetics of postmodernism . 
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RÉSUMÉ :i " 
l:: .-

.. Cet te 'thè"se se propose d' étudi er le lien entre l~ t'èch-

nique poétique et ~les principes esthétiques. de la poésie de 
" . 

Rob~,rt ,Creeley. ' De plus, certaines des ,derniè:re's poétiques de 
. 

Creeley, plus précisément, Pieces, A Day Book, Away, Hello, et 

,­
,r >~ 

• 

" , Later seront analysées en fonction de la préoccupation théma-

tique de l'auteur, qUI réunit ribJectivlté et subjectivité. 
, 
A 

" cette égard, la théorIe de composition de Creeley sera analys~e 

en fonctIon de l'art de la versification libre. Il a créé sa 

tnéorie en s'Inspirant d'Ezra Pound, des imagistes, des obJe'cti-

vistes, de William Carlo~ Williams et de Charles OIson. Ces 

influences seront étudIées afin d'établir les ressemblances 

possi.ble,s entre les'\théories de la, poésie moderne et postmoderné. 

Cette thèse soutIent que Robert Creel~y, en tant que th§Qrlcien 
. ' 

et po~tè, exprIme clairement, au moyen de sa théorIe et de ses 

derni:ères oeuvres, 
, 

postmodernisme. . { 

, . 

, 

l'esthétique de la'versification libre du 
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PREFACE AND ACKNOWLEDGMENTS' 

\ \ 
\This study 15 the re~Vlt of my interest ln postm~dern 

, 
p6etics; more specifically, ii came to be written as a response 

to Xh"-e concerns ~~ Robe1rt Creeley ~s 0 they w\re manifested to me 

thrpugh the readjng of his various collectio s of poetry as weIl 
\ 

as his statements on poetics. l hold Creeley s aesthetlcs and 

theory of COfPOSÜion to be a signlficant cons ~:dation of the 

eyolutiort of twentieth century verse from\the p+~try of the early 

~odernists (the Im~ists and the Objectlvi\~tS) to théit ~f the " 
" , 

later proponents of projective and opèn-verse~ most commonly k~own 

,as postmodernism. 1 This thesis i5 the flrst such 5tudy· to estab-' 

Il 

1 
1 
, 
l '" 

" 

, 
lish both an histoiical Ilnk to Ifterarj movernents and to demon- . 

strate Robert Creeley's ematlc concern thyoughout th~ body of 

his poetry to arrIve that unifies form and content 

in'poetry. 

It is not my putpose in this thesis ~eal in e~haustive 
\ 

detail wi th the history of the modernist movement; such' studies 

havel already been written. Rather, it is my inten~ to highlight 

certain signifi~ant ~spects of various literary mov~ients and in-, 

fluences-Imagism, Objectivism, William Carlos Williams, ChaJ;les 

OIson-and demonstrate their infruences upon and conne.s:tion to 

Creeley' s own work. Even though I will deal with a large. body of 

Creeley's poetry, 1 have chosen to concern myself with the poems 
1 ~ 

in each co1lection that repr.esent his thematic concerns wi th. the obj ec-

tives outlined in this thesis. Consequently, it is not my in-

tention to justify the inclusion of every single poem within a 

i 
1 

'J 

-. 
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specifie c:l1eCtiO~, but rather tJ i11!'s~r~te Cree~~y' s poetics 

ln ,action through a reading a~ ~ho~)e' po~~s tb'a' clearly embo~y 
, .' 

his co~ce;rns. 

Since the concern'of t~is thesis is with ~he question ,of 
, 

subj ect~vi ty and obj ec ti vi ty i·n poet ry, l have been obI i ged to 
;" 

4se certain terms interchan'geablY. ' Wha t is ;efer,red to as th~ 
! ~ 

subjective may also be defined as the pe~sonal and emotional 

- " 

~ point-af-view that the poet brings to his work Chis "Self"). 

Alternately, the objective refers to the world of objects ~out-

side .of this "Self". Therefore, terms like the "Self" and tne 

- "wor~d" will be used to -demonstrate"7 the disparity betwéen thes~ 

seemingly different means of. ,perception. However, the pùrpose 

of'this th~sis is also to demonstr~te the way in which Créeley 

integrates these dlfferent points-of-view·lnto a unified percep-

tion. 
( 

l "have borrowed two expressions that occur thro~hoüt 

this thesis that may serve to' cIar,ify the, sometimes abst"ract 

terms that one must hecessarily.utl~ize in a study, if this type. 

\ These' expressions-"e\sents ll ar:d "Dasein"- occu~ !~ 'the philo-

.' 

''',~ 

~ \ ' ~ \. sophical writings of M~tin Heidegger in his An Introduction to r 

1 

MetaphySics. 1 The ward, "essents" is lan expre~sion.that was ' ~ " 
,è • , 

"co ined by Heidegger' 5 t rans 1 a to't, Ralph Mannhe irn, ,and i s' trans-

lated by him 

then -be used 

as "enstents" or "things th.~ye. ,,2" This tepn will 

interchangeably with what l refer tq as the abjects , 

o:È t-he world, or alterna te Iy the "wor,ld Il as di fferen tia ted from 

~he "Self". 
~ . 

The other expression, "Dasein," .is defined by 

ii 
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"bei!,g~!t~e, ,,3 wjÜch i s a poe~c embelli~.ent 
'p 

of 

more literaI transla·tion, "existence". 

Th.e use of the term "Dasein" is cspecially appropriate . " 
study of Creeley's poetry and ppetics because of Creeley's 

1 
on the equ'a 1 presence of his "Se l f" w~ th the o_b j ec-

and the consequent d-ri ve on his part ta discover this 
, , 

Manheim' s translation of "Dasein" as "bè'ing-
c-

ost appropriate sin'ce C'reeley's poetry depicts the 
- 1 

process arri ving .a t such a stance. Thus "Dasein" as it-i's 
, \ <r- 1 

used i~ thlS thesis, relates in a fundamental way to the moment 
• 

of eilCOtmter between the' poet' s "Self" ~n'd the "essents" or ob-

~,.' j ects of -the 

. ~~~rs to as 
,J ~ 

world that Lfsults in illumin~tion, or what Creeley ~ 
' .... 

"revelation and discovery. ,,4 

",Th~ use of jsu h terms, however, does not confine Cree,ley 

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

readings of Creeley's' poems il1 be conducted frorn a phenornen-

\, ological bias. 
, -

While such a,st dy might be appropriate in the 
.' 

\çase of a poet like Wallace ~tevens, it is not my inté~tion to 

rè\late Creeley in any way t-o' a mode of t ~ng or to suggest. 

,-,a r ading of 111S po'erns confined to certain" ~e1:à'Ph_~sical prec~pts. 
i 

'Heide ger' s wri tings are releVant only' 'insofar as they approach 

phenom na in a fashion similar to Créeley and. his rnodernist pre-

decessor . 
. , . 

F~ ally, the use of these two terrns.derived from Heidegger . .. '-- /' ..,-
(l • /~ -

i 5 especial y rel evant when ~e cènsi,d"~r .. t1Îe point 0/ departure 
\ 

for Heidegge phenomenological ontology, which was the return 

iii 

, , 



" , ' 

'., 

, .. 

,,~ 

1. i 

, . 
l' :.. \ ". ,~ ~ - ~ ..... ~ 

1 '" 

... 

,to 'th~)thiZ;gs (or<'essents") the~selyes. &l'h.~s 

~ concern of the ear,ly, Imag(st's ana ,'i s equally 

served as th~ major. 
Q 

appa'ren t ,in the". , . 
poetics of Williams; OIson, ~nd the·project~vist5. In a recent 
'Y\., . 

jnte1t.:1Tiew, ~re~l,ey diSCU5~\d ,this gene~/"~~ connection to He'idegJ,oL 

ger's mè{taPhYSiCS;,~nd to the broader ideas'of Heraclitus, Herod­

otus, OIson, Keats, Lawrence, and others. 5 The ecleètic/range, 
'o"J', • • ~ 

o'f""Creeley's interests.. i5 'reflected in thi5 interVie\and in 

oth,,.e.rs as weIl as .in the ?odr~of hIs writings; nence, 1t is im- • 

portant to note that his relation to Heidegger i5, at ~, 
superficlal, and that tô confinerCreeley's poetics to a,system .1 

of t~ought is to.~gnore the variety of influen~es that ~~s. beaf-. 
i Q 

ing,.on his art. 

l am indebted to tho?e critics and scholars whose studies 
'or 

,of Robert Cre~ley's .poetry and poetics have made my work possi~ 
"J '\ 

bIe; my indebtedne5s to them will be duly noted in the body ~f 
\ • ~ fit 

the t,ext. l am deeply grateful for the advi~e and encouragement 

1 rave received from my advisor~ P~ofessor Ronald Reichertz, 

who,se insight, criticism,' and friend5hip made my work possible. 
,\ 

Profes~ors William Wees ~id Peier Ohlin of McGill University both 

offered encouragement and advice throughout my research, and l 
), 1 

thank thern for their understanding and hurnanity. l WQuld also 

like to acknowledge my indebtedness to Steve Luxton and Keith . , 

Henderson of Vanier College whose stimulating discussions helped 

consolidate many of ~y own ideas on modern poetry. , 

During my research l have received important financi~l 

assistance in the form of researèh grants from the Friends of 

',' 
iv' 
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McGilL and the McConnell Memorial Fell.qwship Foundati.on. In 
, ~ , , 

addition, a Social SClen~es and Ht.nnanities Council of Canada Doctoral 

'F~llowship enabled me to, trav~l to various· libraries to complet'e 

my research; I am grateful t~ the se organizations. To R~bert 

Cr~eley I offer special thanks for his~generosity in,submitting' 
... 

: 't~ interviews-his graciousness and 'inspiration through bath 
1. 

personal c·ontact and his poetry have tGuched my life. To Carl 

Snyder~ many thanks and love are offered for his help in the in~ . -
terview with Robert Creeley, the work o~ Atr6pos, and the years 

" 

'. 

~;, of friendship and Intelligent communion.' Finally, l am most 

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

agement, and inspiration made this undertaking ~./ 
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.NOTES TO PREFACE 

.~' 

. • 1 Martin ,Heidegger, An Introducti~n -Io~ M~tap'hys.ics, trans­
Haven and Lgndon: Yale University 

"-

.1 

lated by Ralph Manheim (New 
Press, 1959). 

2' '" '" , Ibid: , p 1:- 1 
~?'t~ • 

" 
3 Ibid. , 'p. ix. 

'.J 
0 

4 These terms wi Il . ..foe defined wi thin the context of my ar­
gument in the chapters that fol1ow. 

5 William V. S;anos, "Talking wi th Robert Creeley" in 
Boundary 2, Volume VI, No. 3; VII, No. 1 (Spring/Fall, 1978). 
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, Ir~TRODUCTION 

) ....... ' ! 

IP ' This the~is proposes to examine t_hfl relationship be- . 
1 ~,~--, .' 

tween poetic technique ,and, aesthetic principles il!.' the poetry of '"0: 

t. '" '..,;:;~ ... 

Robert· Cree}ey. In this respect, Creel ey ',15 t)l;o~'/~<?/ composi tion 
, , 

will ,be evalua teq. in terms of th-e open -form po.é-Ù·~;s c t.ha t he de-
~ ~~~ 

rived'from EzXa Pound,.the Objectivlsts, Wi11iam·'Cà.i{~-;~ Williams, 
• ,." ~ ji 

" "'; , .,-

ànd Charles OIson. ,Thése influences wîll be examine'd i~n order 
1 ~ .. '" ~ , 

to assess the similaiities and differe~ces between'modeTnist and 
- :l: 

<~., , -i _ I~-
postmodernist poetic theories. In addi tion, Cree1eY::':J;!,~~fp-oetry , 

wi Il be analysed. in t:e.,rms of his the!1la tic concern, which i..s the 
1 • l ,.t ""..i' 

-
,integration of the subjective and objective stances as they mergL 

into a_~:ified vision. Since"""'the co~~entJn ~f' this the,sis'l"'ls .-. 

that é.Î'eel~y' s poetic~ i's essenttally concerneà~~i th this ques'-
'-~~ ;,.:: ... 

tion, only poems that illus~.I-até- tl!is p~T~icular vision will b~ 

the objec;ts <1f 'this study._ 
:: 

A useful distinctlbn between modèrnism and postmodernism 
, , 

js ma,de. by t!~: ~ri tic, Robert Kern, who wrot~: / .. ~ 

In ~ts most typical formulation, for- exarnple, 
modernist poetics stresses the way'ih which th~ 
poem is a closed, -s~Jf-sufficient object whose _ 
unit y depends on th~ formaI relationships of its 
parts. ~ 

while postmodern writing: 

. . . seeks a greater opennes s 'for the poem, an 
openness to the wor~d and to experience'which 
culmina tes in the iae~l of the text not as a 
utopian structure immune to the eontradictions 

'-. :of irnmediate experience but as continuous wi th l 

, or an extens iorr' of such experience ,-=t'he here and 
now of ordinary reality.l 

- 1-
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n 

Thus defined, modernism wôuld seem more eoncerned with the form-

ulation of an aesthetie coneerning the eo~ponents of a poem ~theG 
. , 

forro) , or.what roay be t~rmed the tcchnital ~riterion. This con-

ce.rn 'with -tëihnlcal cri-terion was evidén't in the "Principles of 
( 

Imagism," as weIl as :im the writings of T. E. Hulme. Also, 

Ezra Pound, in his early writings, equated the technical speci-

f~cation of poetry with objeetivitr whieh became known as the' 

lmagist "movement" and,.oonseq:uently, the first example of actual' 

moderni~t poetry. 

During this Ima~ist peri6d, the modernist po~m came to­

operate on the principles that poetry should present rather than 

comment upon i ts subj eet ma tte'r. Thi'~ posi ~ion will be referred 

ta as the objective stance within ~he context of the first chap­

te~ of this thesis. Ezra Pound opposed this objectivity to a 

subjectivjty that'worKed through tHe proeess of internalization 

and f:ons~q,uent distortion whe,reby the mind acted upon instead of 

coexisted ~ith the subject matter of'the poem.' 
1 

, ,J!'I" 
On the other hand, ~ostmodern aesthetics, especially'the 

, ~, fi' 

:'~-..:. ~ o'pen-:form poetics advoca teclt. by Olso'n ~nd Creel ey, ~tressed. the 

importanc~ of~he psych{c state of the poet figuring in direct 
y... f 

• 

'co ' . .-" -: ~ J ...... 
- ..-.t'.... • 1 

- -, 
- -' 

r.elation to his technique. Creerey termedbthis particular rela-

tionship as thè form (the technique or the objective approach to ~ 
r -

the ~rdering of data) never being more than an extension o~con­

tent (the p5ychic criterion or subjective înclu5ion). The con-
-, 

~ 

tention of this thesis i5 that Robert CreeIey, as both theorist 

and' practi tioner, expresses most clearly in both hïs Iater verse 

" ' 

:. 
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'0 

(Pieces, A Day Book, Away,' Hello, Later) and poetics, th~ open­

~o~m aesthetics of postmodernism. 

In addition, Creeley seeks ta integiate the relationship. 

of the' "subject'ive" and the "ohjèctive," or the "Self" and, the 
{.. , .t( , 

, 1 

-' 

'.'wo'rld".' He de fines ob j eçti vi ty a~, "confronting divers phenom-

ena in their own particulars, rather tha~ as ext~nsions'of onels 

own senses,"Z its us~ b~ing·"thé wish to transmit, freé of im-
, 1>. , 

preei se J feel ing l, the ,!la ture of ;1 tha t 1 which ~as lnoved oné to 

write in the fitst place. As such, tnis wish intends 'as compiete 

a ,break. as poss i'bl e wi th the subj ecti ve. ,,3 
"" , l'" .. 

However, Creeley ~n-' 

derstands the' subj ecti ve in a more basic' sense as ,'" belonging 

to,:or of, or du~ to, the co~sei~usn~ss. ." and goes bn to, 

ma-intain that i.t i s "impossible to wri te anything, lacking this 
, 4 

relation of its coptent to oneself." Understanding th'e subjec~ 

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

objects must both be presences ~n this field of force we calI a 

,poem, ,,5 implying the need_ to uni te the subj eeti ve wi th the ',ob-

-,' j eeti ve in poetics. 

This idea was certainly""an attempt by Creeley to go be­

yond the Iimits of early Imagism ~hich dealt with simple mood or 
. 

impression, or the modernist standpoint of T.S. Eliotls belief 

in an "objective correlati·ve" as the 'oss'ible fo~mula for a par-" 

ticular emotion. Creele~ls desire to fully integrate the sub­

" 

! . 

, " 

': 
l 
1 
i 

j 
'1 
j 

-J 

d 

J ~ ....... jectivê 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 a 

new definition of Humanism that is derived from Olsonls
a 

essays, 
j, 

·1 . 

«' ,j .... 

r' 
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'r) 

"Hunîàn Universe" and The Special View of History~ 
, 0 , 

Structurally, this thesis will b~gin by examining the 
o 

" 'origins of pO,stmod:e.rn poetic theory in rlméilgism and Objectiv,isJR. 

Chapter l will Fssess the early debate on subje~tivi~y and ob­

j~ctivity in v~rie, most ~articul~rly through th~ writin~s of 

T. E. Hulme and Ezra Pound which established a set of criteria , 
""-

for poetry that came to, be known as Imagism. In this respect, 
, . -

the two a,spects of rmaiism-the technical and psychic criteria 

, '0 

(r~'prc'sented by Hulme and Pound respecti vely)- ~ill he examined. 

The early poetics of Pound and the Objectivists, while res~rict­

ed by,an overemphoasis on form, did open poetry to new possibil­

ities. These possibilities provided a beginning (especially 

evident in the,poetics of the Objectivists) to a~hole nêw mode 
- -

o~, a4dress tha~ was to becème an important part of Creeley's 

aest~etics. 'Chapter l will conclu~e by demonstrating this spe-

ci :fic link. 

,CIMlJ~ter II will discuss W':: C. Williams' influence upon 

postmode'rn p,oetics. "The 'r,'irst part, of ,this chapter will estab-
'-

li5h the influenc'e of' Poun~î"v,and, Imagism on h:i;.s early wo·rk. . ' 

Williams' own discussions of Imagism and Obj ecti vism in The 

Autobiography, as we~l as his major statements on poetics (Spring 

and' AlI, "Introduction to The Wedge," "The Basis of Fai ~1) 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-ferm poetics. Williams was aIse the first peet who elabor-, 

a ted en the synthes is, of t~chpique and psychic cri teria (ferm 

, ' 

, .. -. ~ , />_ .......... ;;'<1. ,..,. -- .... 'P~.r""'...,. -;t.."',r.'. ~ ~"";(~~'4."" ... '\>1; ..... .,.:-l""! ... ~î: .. ~'~Ik:t,-1.. f. :_."'-:!'l.-:~ .. ~.:,/,,tl,..'(" ...... ~_ 1"'::'.! .. 'i..sL".:>c ...• ,. 
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and content) in his stateljlent on measure ,where he defined poet­

,ie. language as a_n 'express-ion of the poet' s emotions. His', poet .... 

ics provided a concrete link to the projec~ive p0etics of Olso~ 

and Cree 1ey. , . - " 

Chapter III :w~ll deal 'prima:rily with th·e C~eeley-Olson 

corre~pondence in order to demonstrate a similàrity in the de-
.. ~ ~ ~ ~ f ' ., 

t ~, , , 

ve1'6pm.~nt of their ideB;s. Olson's beliefs also reflect WillIams" 

a:t tempt to syn th .. esi ze form and content,; however, hi 5 grea tes t 
..> 

contribution to postmodern aesthetics is more in the philosoph~~'-
• .t 

. -
cal s tance he advoca t e'd in essays l ike "Pro j ec t ive Ver se, 11 "Human 

., 

._~ Un,.iverse'," and, The Special View of'History than: in the body of 
" 

:' ~ , ~)1i sac t ua-J, poe t ry . It was Creeley who was able to practiçe 

\. 

1 

1 

Olson's open~form poetics by providing clear demonstration of 
, ' 

t~is tqeory~actaàlly applied to ~the form of ris later'poet~y . 
.. "", ~ L - ~ f, .. ,,, 1. , 

~ Chapter IV will deal mainly with Pieces as the ~ctual 
, 

ex'ample of the balance between subjective and objective percep" . 

tions maintained'~ithin the Pgem. In this work, Creeley's idea 

of language as .. "reveqation and discovery" Cwhere words serve, as. 
, f, f'" 

both literaI, objective referents as weIl as emotional reglsters 

of the poet's "psychic" life) i~ represe!1ted through th~' deJ'el-' 

o'pment of 'the continuous poem and seriaI wri ting WhlCh seek to 

include aIl the possibilities of ~he poet's llfe experiences. 
f~C . 

Chapter V, the fin~l chapter, will deal with Creeley's work after 

Pieces CA Day Book, Hello, Away, and Later) and will further 

iIIustrate CreeIey's technicai as weIl as thematic concerns as 

they pertain to an open-form poetics. 

/ " 
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The 'm~t,hodoI6gy involved in I~h~s 'thesïS~ will be twO'-fold. 

First, ':~-inc>e a'n'-evolution of po~ti..c- theory 15 being' researched" -
/ - -

an ,hist~Jricai progr~~~~on, \~ii~ bè' established'. This will be ' 

d'emonstrated by / the >chronologicàl development' of postnfodern 
. / 

'. p.oet,ics from I.magism, .Obj,ec't:ivism, Wi]}Iiams,-, and OIson. ' Sec/ond-: 
• '-1 ' ~ f , ~ ;4 , 

-- < ~ ~y "> ~ ,-.-

Iy, the methodology ~ill in~olve an ~nalysi~ of the-ft~ta h~gh-~ 

1 iighting the similarities 
" .. " / . , 

an<;l di ffcrences to Cr.eel:ey' s _own idefls. 
, \ 

Firially: a theory will be off~Te4 ill~sirating Creeley'~ open-
r 

'v-erse poetics. as .the synthesis of th"c various ideas put forward 

J by .his moderni s t predeces sors. _ ,Consequen tly" the de fini t ion 0 f 

open-verse that 1 will offer'at ~h~·concruslon of this thesis 

will be one that has evolved from the origins of the modejniSt 
,"l 

mov~ment. 
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1 R~be~t Kern, "Cornposi t ion as Recrogni tion: 'R'obert Cree1ey 
Postrnodern Poetics f " Boundary 2,.VI, VII (Spring/Fa11, 1978), 
215~216. ' 

2 Robert Cree1ey, 
Gr.,aph (San Franc i sco: 

3 Ibid. 

,4 
'Ibid . .., p,. 19. 
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CHAPTER l 

, lMAGI SM, OBJECTIVI.SM, AND THE MODERNI ST 
MOyEMENT IN POETRY 

.., , 

J 

I~agism and Objectivism, insofar as they advocated speci-
, 

ficà,lly recogni z"able techniques, were les s val id as "movement s" 

or schools of poctry than as particular theories of poetics prac-
, > .... 

ticed and advocated by' sorne writers cOhcerni~ the construction 
''\'1%' ... 

~ 

of ,a poem. A proper' study of these terms' ~~1.üd· concern "i ts€Hf 
,' ... 

with the, principles an dé' practices of those poets who agreè~~, \n 

theory, on a ne\!; s.ens~ of awarenes,s regarding the utili'zati~ of 

language ln poetry. This stance may be consid~red the proper 

beginning of mod,ernism in ,po~try and, more relevitdt t~this the-
/"".:~ 

sis, as the specifie historical origins of open-verse and th~ 
r 

1 

postmodern poetics of Robert Creeley. 
i 

The group of poet/s (Hulme, Aldington, Flint,! H.D.; an'd 

Ezra Pound) included in the origipal Imagist group, rebel1edJ~ 
~ ~'" 

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

particular,' against those\ post-Vi;torian poets who were founJ~rs r 
" ;:. ~ 

of the Georgian Anthology'and who, ~ound felt, confined them-

selves to the surface of, t,he poem-things like sound quality 
, ' 

and a mannered,form of presentation. Ezra Pound referred to 

tha t pe ri od 'of litera ture 'as \"a ra tner bl urry, messy sort of 

period" where poetry was "rnerely a vehicle. .for transmitting 

thou~ts poe tic or p,therwise. ,,1 This kind of poetry that had 

as its central position the transmitting bf thoughts or abstrac-

tions was a counter to his' notion of "pure ~r-t," which ,atso 
"# 

8 
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.. 



. , 
,'" 

(, 

.' 

'. 

,; 

, . , , " ,,~ 

i 
'. , 

, 1 

o ' 
1> • ' 

, ' 

9 

, 
exemplified, the aspi~ations of hi~ fellow Imagists. ( , ' 

The fi rst reference to an 1ma-gist "movement" 
() 

occurred in 

the "Notes on_...._CoJ1'trib,u'tors" of Poetry magazine in 1912. In the 
! ' 

biographic<al notes on Rich~lTd Ald'ington the "Imagistes" were re-

f~rred to, as a group of "ardent Hellenis~s,who are l?ursuing in'" 

teT-:stilg e~periments in vers ~l i bre; try~ng_ to a t ta'ln in· English 

cert'ai·n subt,l~ties of ê'adence of the kind whiéh Ma,llarmé and his " 
" 

, l' - • 2;/' ' ' 
fl)110wers have sttidied' in French.", The' ver.ses, of these first 

~I Imagi 5 te s" were cha racteri z~d -by a spare, economical lyric 

l'anguagé and the use of con'crete - images. , Ezra Pound, commen ting 
1 

for the, first timt-4z print on "Imagisme'," ~a~ke,d about that 

method in an essa'J' caÎTe4 "Status, Rerum," printed lin the January," 
'- , 

1913 issue ,of PO~ltrY::J 

00 0 j. , ... one of t~eir (Imagiste) watchwords is 
Precision, ~and they are;în opposition to the 
numerous and unassembled writers who busy 

~ ,:themse 1 ves wi th dul! and in terminable e ffu-
$, v- 'sions" and who seem to think that a man can 

write a good long poem pefore he learns to 
write a good short one, .or even before he 
learns to produce a good, single line. 3 

, \ 
" 

Th'e' so-called nprinciples of Imagism" were published in 
~ 

the"March, 1913 i~sue_of Poei~y as a short note by F: S. Flint in 

respons~ to requested infoTmat~on about the movement. These 
;;' . 

princip 1 es, formula ted Ptimar,11y 'by Pound, were: 

1.) 

2. ) 

3. ) 

Direèt trcatmej1t'of the "thing"'whet;he,r 
subjective or objective. 
To use absp1vte1y no word that does 
not contribute to the presentation.~ 
As regarding-rhythm: to compose in the 
sequence of the ~usical whrase, not in 
sequence of a m~tronome. ' 

, .. 
While points one and three were fairlx ambiguo~s assertions, 

' .. 

, , 
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point two may pe seen, at least theoreticallY, aS,the corner-
. ' 

...." .... 
~stone of modern poetics~" THis ostatement stres'se'd spareness and 

, ," 
precision in ~he use of po~tic'ianguag~. ~t became the techni~ 

qill criterion or rnethodology for the construction ç'f a. "moderri" 
t ~, " '" • . . , 
poem. "Direct treatment" a1so stress$d the direct manner'cin 

~.;!. ,/ -.. '.. ,"-'" J \ ~~ ". 
which language could be us~d. Thus language wàs viewed as a de-

l' " ' 

vice not to embellis\1; but ~o pres'ent, afresh, skirting ~o~ms, or 
r' .. .. j,( 1 ~'\ ~ • 

)abe 15, the subj ett 0 f the poem or the ''''''e-xpe~.i è'nce of' thè poet.: 
, , 

Ezra Pound "5 essay. "A Few Don' ts by. an Imagiste." 
". 

,appeared a~ a' c~mpanion piece ,to Fiin~,'~, notes. ' In that essay . 

l ' ·Pound stated his famous "Doctrine of the Ima~e,,, .WhiCh attempted 

to provide a psychic criterion for the judgmerrt of a poem: 
" .0, ", 

. , R 

An Image Îs that which presents an intellectual ' 
and emotional complex in an ~ns~ant ~f ~i~e. . 
It is the presentation of suc.h .~' ','complex" instan­
taneously which gives that sense of freedom from 
time limits and space limits; that sense o~ sudden 
growt~, which we experience in the pre~ence of the 
greatest works of art. S 

..,. 

T?ese two aspects of early lm 'sm seemed to contrast the 

technical and pSyChlC specificatio s'of the Imagist poem. 

Kenner made this distinction: 

... we observe that~Imagisme was rtamed" for the, 
compone~t of a poem. ftot the .s~~te of the pget, 
ind that its three pri~ciples establish technical 
not psyc?ic criteria. 6 

Hugh 

While the psychic criterîa, according to Kenner, are evident in 

Pound's "Doctrine of the Image": 

AlI the confusion about Imagism ste~s from the 
fact that its specifications for technical hygiene 
ar.e one th~ng.' and Pound' s "Doctrine of the Image" 
i5 another. The former, which can be followed by 

" 

fJ ,' • 
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any'~alente~ p~rson, helps you.tt6 

,be. ci ~r~vial \Pgem.'. The latte,r 1S 
to triviality. ' 
r' • 

o J 4 \ 

\'frite what may" 
hot applicable 

" ~I" 

Il 

Kenner is suggesting that poynd, eyen during his brief involv~-

nrent~' th Imagi~'m, sa~ "t,he 4eéessi ty\ of go~ng beyond the, realm 

of ,s.a. pie ~ood,~~r, imp'I"ession in order to 4emonstrat~ the "invis~ 

iJe. aé : on of the' 'mind,,8 in the poem. 

As L: S. Dembo suggested,' the Imagist attempt to depict/ 

truth. and beauty in tHe' vi vidness of the wor'~~,' repr~sen~~ 
~est,hetic value of ;'Pict~T~ making Wi't~out comme~7,,/~e dicta 

o.f Imagism reflectyd an aesthetic response t~the world and the 

!~~ge became â"'ne~ vision 'i~n i tself. /. . 
.,,-: " j , / 

--=:.z .. '" ' . Th~ i~plicàtion is tha.t tft'~image i5 not simply a 
_ ~ vehicle for~ranscribing a sensation but represents 

part of. the sensation i tsel:È-or, better, i t is an 
idealized re-creation of a sensation, a 'new vision', 
which has come to'be a thing-in-itself. 9 

.. 
A ~urther statement by Pound l~nds supp6rt to Dembo's ideas: , 
Il .an'image. -; . i.s real because w~e 1 kn;w i t di lectl y, ,,10 and ,. ., 

~'the' point of lmagisme is that i t does not' use images as orna­

~ents. T6e image is itself the s~eech.~ The imagb is the word 
Il " ,Il 

beyond formulated language." By this statement, Pound meant 

• 1 

that' the Image was the formulation of' an idea that went~ beyond 

the ~ere ~escriptive qualities of language. 

Pound's early ideas and statements on Imagism were part-

ly derived from his association with T. E. HUlme, whose "Com-

plete'Po~tical Works" (consisting of five po~ms in the' .,I.magist 

manner) were published as a sort of companio~ piece to Pound's 

own early work. Hulme's prescription for a poet~y based on 

• 
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"accura te, . pr.ecise and d.efini te descriptiO'n" was expressed in 
---

h.is essa·y "Romanticism aJ\d Classid.srn. ,,[2 In this 1 essay Hulrne, 
" 

attacked 'the sentimentality of the Roman~ic disposition; which " 

he viewed as too personal and indiv~dual, opposing it to the ob­

'jective 'attitude of Classicisrn. Hulme felt thà't it was the goa;t 

'of thci poet to keep the reader aware of the realityl(physical-

i ty) of wha:t he was describi'ng, as opposed to the prysent,ation 
, 

of abstract ideas. Also, in order tp stay away from abstraction, 
., .-: .;-

Hulme'believed that emotions had to be anchored in this physic~l 
," , .. " 

reality; thus, concrète images s~ouli ~e·used t~ depict, a~ emo-
~ , . 

tioh!l1 state. 

\ Hulrne viewed the use of ima~es in ver~e as the essence of 

an intu ft ive language. Intul ti on, according to Hu .. lme, promot,ed 

.. 
.. 

" 
# .(/ 

synthesis as opposed to the intellect', which only promoted analy-
. 

He had learned this distinction from Henri Bergson '. who 

\. 

\. 

defined %intui tion as: / 
.. the kind of intellectual sympathy 

one places oneself within an object in 
coincide with w~at is unique in it and 
.i~ex\res s ible. l 

by which / 
order to ' 

conse7 y .~/ 
/ " 

In~élle~tion, or the process of analysis, " ... is to express a 
, , ... 

"thing as a function ,of something other than itself ... AII analy-
, - .. 
sis is thus a transLation, a development into symbols.,,14 Or, 

as Pound wrote sorne years later, an entry intq the "region of 

. 'd . lb" ,,15 remoter an ,progressIve y remoter a stractl0n. Bergson aiso 

established a pyschic crit-

to echo in their theories 

.. 
/ 
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" . 
. ~ true empiricism is t4at which proposes to 

get as near to the original itsel~ as possible.". 
and is obllged for each new object that it studies 
to rnalce an absolutely fresh effort. 16 ' , , 

, " , .( , . 

·13 

"Fresh e,ffort" ·may be another way to de·sGI:j be both Hulme' 5 and 

present the poetic expe~~~~e in 
, 

Pound's efforts to ~ts immedi-

. aey. / 

, Images i,n. ve:r:~/, a,~rdi~g to HUl~e" "a,r.e not mere 

. b h' , f'" ~ ,,1 7 Ions, 'ut t e 'very essence 0' an ln tl.lo1 tl ve u.anguage. 
. ' J , 

decÇ>r-

Hulme 

vie.wed poetry "as a vi'sually 
~~; ~ ; A .. \. // .. 

concret~-lang~age, its goal being' 

. ..... ~ . 

0" 

,/ / - \ -

y~~ cont,inual~Y see a physical tlûrrg-,--'. "t.o .flrrlst you,;"and to make 
, ' 

. ,18 
to prevel1t you' g:l~ding thr.o}Jgh an abstract proce.ss." This 

,. .. 
prescr~ptio~.fo~ 'tech~icaf hygiene in the use of pqe~ic-language, 

togeth,er wi th Hull11e ',s own' eff.ort, to provide samples of what he 

- 'considered to be experiments in- the usè 'Of imagf;!s in his five 

~.' , 

. 
, .' 

--------
" .' 

~oems, p.rbvided ·a formu'la for a fiew type of poetTy tha't was di-
~"--­

/ 

ree; and vivid. Hu~~e ~lso be1iev~d_that the poet was compelled " '"~ 

'to create new metaphors -in order tO) ,lend a new vi ta1i.ty t"o lang-' /" 
1 ~/ 

uage and,,·to restore direct contact between language and experi-

"./ 
ence. For this purppse, plain speech was inaccurH:. "Z 
only b.y new' metaphors," Hulme s ta ted, "tha t ~ is, by /fâncy, tila t. 

.~\ . bd' ,,19 

! 

It can e ma e preCIse. . 
Hu1me's emphasis on preci~ion in poetic langU\ge 

as in hi~ poe,y{/announced, primarily, \a change theory as weIl 
/' / 

-in poetic technique that' was evident Tn the Imagist works of 

A$ one cri tic 
// 

Pound, as weIl as sorne of'the other Imagists. 

pointed out: 

The most remarkable aspect of 

/ 

/ 
.-­

.--

t~~ technique 

/ 
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~ ~ 1 

"i5'· the disappearance of the poetit t l' . The poet 
no longer speaks out in~his own voiée and person 

;o:but seeks for an a,nalogy or a number or analçgies " 
-which, se,parately 10T, .. working toge,ther, will ret5"re- '" 
sent his ow~ inner wotld of private emotions. 20 , 

, 
SQ~'i t was ,not rea·lly the s~bj ect m~tter or the poet '·s atti tude 

• ~ ~ 1 

; to th~ sub)ecr that ~hanged, but a new emphasis on po~tic tec~-

n~e .thaJ: resu~ ted . from I:I~~me', s theory o,f the Image. " 

, If we examine the 'totality o,f Pound's statements aoncern-

.. 
" 

-- . 

.. in~ t~e /~a~e". h' .. thén 'b~co~es apparent that., the 'function o~, the 0 

/ ' . \.., " --~ '" ~ .,. 
E • 'Image /r/el!lai~s;:tha t -üièlicated in i ts oriS-inal" gefini t'i~n as an ' 
.. "'l '" ." • _ '. " 0 • 

, " 

/"intellectual' and etno'ti.onal complex in a,n instant. of tirne." I.t • 
/- // ;:>. 

-- is a\'s~0 ati th%s p~'int' t~~t H~lm~,y{ in~luen'c'e upon Pound' s poet-
. .' 

i cs ceas ed ."-~ Hulme' s einphas1~ on techil}cal precis i0~ certainly.'i 
.; 

app~aled to Pound. Howevèr, 'Pound" s maj or concern in poetry was 
~ - ~ 

muc~or.e", t'~~~:~;he ''l''epres.ent~·Fio~al or' i~pressionist.ic qualities 
7/' y .. / 
ffi~f _.Jowed from the· te:~hni'''ca1 specifications of the princip1e~ 

-. .J, "" ~ 0;. 

~ ... ~ ,~~J' 'J,. 

~magi sm. .~; 
... . 

found,felt that,there wère~two types of images that 

oécu'rred in pOétry., th~ "subj ectivve" and the "pbj ecti ve":. 

'The Image can be of twb~sorts. It can arise within 
the mind. It is then 'subjective'. External causes 
play upon the mind, perhaps; if 50; they are drawn 
intb t~e mind, fused, tr~n5mitted, and emerge in an, 
Image unlike ~hemselves. Secondly, the Image can be 
obj~ctive. Emotron seizing upon sorne external scene 
or action" carries it lntact to the mind; and that 

o vortex purges it of aIl save'the essential and domi­
nant or dramatic qualities, and it ernerges like the 
external original. 21 

'S" -, It· is important to no~that, acCOr~ing tq Pound' s sch,eme_, the· 
~ " • ' j :. , .......-

'-,..,.... function of even the' "obj ecti ve'.! image was not one of represen-

;;:;' / 

----. , 

ta t ion because the a"c t ion occurred in the "vortex" 0 f the mi1J1.d 

1. 

.. 
, 

o 
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.. 
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.,. 
50 that the aition was really betwe~ the'perceivèr,(the mind) 

'l.. ~ ~~- p ... " ... } 

'./. 
""ol,-''''' , a 

and the-p.e.t',ceive~ (t.h~·.rô-bjectY" 
"-

cifica t ions' Of..;.â~.t~d-çi~t1y 
..,f'. ..A- ~ 

1 .... J... ~_~ J:...-

ear1y rrmagîsm. 

~uch a "View rede-fined the spe-
~ ~, . 
.. ..u~ .. • 

objective metho~ of presentatio~.&f 
... ,. 

" 
}'-

Hy&,i.~nEr ïn langu~- and obj,eœ...:ti vi ty in thé mode of pre-
~ 

' -
" 

.sen~aW~~o became the technical Qcritel-ia, of, the new poetry.. Econ'-
1" ..... ~ ...... 

orny 01 thbught and cOQcr~tenes&hfn the language of 
~!:,. --

presentation 

w"ere the ~'~.~hl-ts of these e~rly experiments wi th new form. How-
r " "_ -t' .... 

....;: ~ 

ever, the poet'also worked at ~~alism, his goal being to repro-
....... .,,-=...--

duc.~.fait~ful~y the qetails of the world·th~t he ~hserved. To 

do, thi s, the 
, " ~. 
~oet~deal t','wi th "sincere" and.$ignifi;Gant emotion~~ . 

"i' ':... ~ ... ' _ 

~hich became 
r ft ~ t ' ~ ~ .... ." .... :'"r ~:l.. fr.J-

the psychic cxiterion of Pound and 't~e poe~s who 
.,. . 

fol1owed his .... j}eas. . ,,[,,:- " ,-..... ( . 

,UI1~ike HU,lme i, w~O- fel t that plain spee~,h' wa'§;"""essent;,~~l~y : 
, ~~ . ; ; l 

inaccurate," Pound, in' an early let ter t6 Harriet Monroe, :'a'ssert-
:'" , , '- -:.. 
ed qui te t·he opposi te: -

"!:-

> 

, 
Poetry must be as ,weIl wri tten as pruse, ·.:1;+t5 lang­
uage must be a fine language, departil}-g in"ho way 
.frQ.Pl -speech save by a neigh tened in tensi ty (i. e, 
simplicity) .. ,Objectivity and agË-~-n objectivity,. 
and expression ... no Tennysonianness of speech; 
nothing-nothing tha t you couldn 1 t, in the ::-s,tress 

~ • of sorne emotion actually say, Every literaryism, 
'/' ~ every book word, fri tters away a scrap of this ,sense 

of yoùr ,sinceri ty. l'lhElll one really feels and thinks 
ône stammers wi th 5 impIe speech. . . . Language is 
made ou~ of cdncrete things. General expressions in 

.. non-coné'rete terms are a' laziness; they are~k, 
not art, not creation. They are the react~dh of 
t'hings on the wr,'i ter, not a crea ti ve ae t by the 
wr i ter. 2 2 " \ r .., 

n-

.. , 

'. 

T:~iS sta:emept on objective neces~ity in :,he ,language o.f poetry" _.';:,~-; 

'. rathe'r than opposing it to subje,étivity, sought fo'r an integiati~n ',; 

/ 
(;J 

.' 
.\ 

;. 
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of t·he two. 1;'he "crea ti ve cact b.y the wri ter," acèording to 

Pound, woul~be th~ poem ih~ilr~sult~d ~rom th~, perf~ct ihter- 6 

act ion of the pere'ei ver ~~md . the per.ce'i ved-when the innér and 
. . 

"-

the outer fused. 
. \' 

This had hap.:rene , Pound wrot~.,; during the 

composition of his Metro ~e felt l'la·s an attempt ~J 

" . ',t rying 1::0 record the precis ''lns tant when a thing. outward 
~ ",........' 

.-:' and objec.tivè transforms itselC or d'arts into a thing inward 
~ 

'. 
-. 

", The Image" as a direct result 0 f t'his "crea ti ve aet" be-
. , 

came, aeeording to Pound, a ~ineere ienderihg based on conerete, 
,.. ". '~ .~, ~ 

physical reali ty or raw, fel t emotion. >The· Imag.e was not an 
f (';0 a • ~ ~ , _ 

~,dea, ra ther ~~-. . . a radiant mode or cluster·; i ~ is' wh,at _:..1 'can, 
> 

~ and rntist perforee, call'a V9~TEX, from which,.and througb.~hich, 
, ' 

. • 1 '24 
, • and into which, ideas. are constantly rushing." Thll? Imagism, 

. .J., 
as, 'dei'ïned by Pound, was Ïn'ore than' just a styJ)!stie mOVement or _/ 

o 
, ... _ .f" , 

, a er~i tical response to t~e sent1mer:tali ty of nineteenth cent~ry 

poetry. I~ p.dvocated, in its best ;manifestation in the wri tings 
.' 

" of Pound', both tachni'cal ana psy~hic criteria • 
• IV \.,. \ k 

. Becaus~ of~this ne~essity to ~ssert ~ correspondence be-,­, 
tween the' pereeiv,er and the percei ved, .the poet relied on meta-

. , . ~ 

phor.. Metaphor was needed to Dring togetber two different con-
-

~epts and to assert a similarity or relat~~nship between the two. 

Pound :had 'learned from Ernest Fenollos\a ,1 s essay, The Chine~e 
,~ , 

Written Charaeter as a Medium for Poetry, that metaphor was the - r.. 
use' of ':material images to sugges t imma t~rial relations." 2 5 

Pound had acquired Fenollosa's essay in 1913 and its influence 

'.' 
r .... - , 

_ ,\. 0 

'. 
'. . '. 

.. 

, 
1 
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~ 

; 
Î 
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.( 

upon his po~try and poetics was par~mount. At the core of- this 

essay are .s,tatements on subL~cti vi,ty and obj eçti vi ty in verse 

t~at influenced 'much of modern poètlcs. 
{ ~ . .... 

,l l' ;1 1 

Fenollosa,argued for concreteness, sincerlty,'and oQjec~ 
" , 

tivity in the mode of pre~entation in p~etrr.- Objec~ivity and 

sincerity, according to Fenollosa, could only be properly ex-
" 

pressed i~,the poet did not re1y upon a purely subjective vision 
-

tha t i'sola ted the reader from tes ting the "tTuth of a sentence". 

The poet 1 s use of metaphor, ,"the ,revealer of n.ature. . ... the very 
-

substance of poetry," was to assert objective relations; 
r '. , .. ' .. 

: .metaphors do not spri'ng from a.rbitrary subjective 
processes. They are possi~le only because, they fol1o~ 

.objective lines of relations in nature herself. 26 

Fenollo~a believed in the objective necessity in poetry; oppos-

lng this to subjective inclusions: 
, {I 

The moment we used the copula, the momeri~ wa express< 
subjective inclusions, poetry evaporates. The more 
concretely and vividly we express the interaction of 
things the better the poetr~.27 

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

use'\ of the verb "to be" 'as the mere sign of predicat i on. Ra ilier, 

he urged the use pf verbs that expressed action and the inter-

relation 'between objects as opposed to the verb "be" that merely 

expressed a static state. 

Obj ecti vi 'I7Y and the use of metaphor in poetry é}lso 'ad­

vanced economy of thoùght, creating a poetic thought that worked 

by suggestion ~'crowding maximùm rneaning ~nto the single phrase 

pregna~t, charged and luminoùs from within.,,28 This spare, 
~ 

precise typ~ of,poetry, according to Fenollosa, was the highest 
" 

.. 

, 
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'. ' , 
r" 

languag~, surpass)ng' 'even prose "espeè:i~lly in that the poet 
(' 

" 

selects ror~juxtaposition those words whose overtones blend int-o 
" . - ' , ,-

a g,e 1 ica te and 1 ucid. harmony. ,,29 This was essentially the same 
',t , \ . 

as tne tech~jque of creating a new image through the juxtaposi-
{" 

tion of two; diffet'ent ideas, such as Pound' s MeCtro ppem. 

Pound. understood Fenollosals idea' (}.f an objective neces-. 
~,' 

si ty on the part of 'the poet as hi s (the po~t' s) des i re to: 

.. sèe to it that the languàge does not petrify 
in his hands. 'He must prepare' for new advances 
along the lines of true metaphor, 0r image, as 

: diametri~ally opposed to untrue:or ornamental meta-
, 1 '. phor. 30· ,,' 

The le.rnPhasis' ~m an obj ~ctive metho~olOg.y in both ;'Fenoliosa' s 

Pound's theories was ~ statement ag~in,t abst~action._ In his 
.' ' 

and 

, ,f '-l ~ 

ABC 'of Reading Pound' talked of, àn objective, scientific method 
/) z.. 

that the poet should use to ~pproach hlS subject mitter. Simi-

lal'Jy, Fenoll0.sa ,.prili sed the s cien t.i fic _ mode ,0 f though t which 

consists in following closely as may be the actual 
i ~ and entangled lines of forces as they pulse throug.h 

things~ Though~ deals with no bloodless concepts -
but watche-s thirigs move under i ts micro.scope ,,3.1 

The "Principles of Imagism," Pound' s "Doctrine of the 

Image," and Feno 1105 a' s views on ob j e,cti vi ty exercised a grea t 
, ~: 

influ~èe upon Louis ~ukofsky, the editor of An "Objectivists" 
~ \ 

··'Anthologrr. (1932), and co-founder, wit'h George":Oppen, of'TO Pub-
\ 

lish~ng which reprinted sorne ~ound, as weIl' as W. C. Wil1i~ms' 

first collection~of poe~s~ ~Zuk~fsky understood the notion of 

"direct treatment" to refer to the manner in which language was 

used to treat the objec~ of the poet's perception. Zukofsky's 

staternent that "poems are .cnly 'B;cts upon particuI'ars, 'outside 

0, , . 
" 

/ 

i 

, 

. \ 
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of them. ; on1y throu'gh' ~ueh ae,ti vi 1;)' do they beeome part.i cu-
_ ~ >lI • 4'" \ 

-fars thems~,~V'es-i.è:.: p"oeÎn;;,,32 int~'~ated.tha: tlh~ .po~m ~ynt~~-
sized in~o a eomplex of WQ~4S ècti~g t~~ether t6.pr6;oke a new' 

l~' " ":' ~ ~ \ 
perception. 

1 

Zu~ofsky and hi,s fel10w "Obj eetivists" (Oppen, Rezni~off, 

and Rakosi, the other poets in~~uded in his 'Antho1ogy), 1ike 
1,# ~ • 

~ound, aiso felt that words, ~hen'pro~erly utili~ed, aehieved a 
'. . 

form that 'depieted the sin~erit~'~f the ~oet:: ~Uk1fS~y ~t~ted' 

at the end' of his antho10gy' that': . , . 

In sineeri ty shapes appear coneonIi tant~~' of ~ord 
combinations, preeursors of (if there' is' a eontin-' 
uanee) eomp~eted sound or structu.re, ,melody or 
for~. Writing occurs whieh is the ~etall, not 
mirage of seein~, of thinking with the things as 
they exist, and of directing them along a li~e of 
melody.33 . ' . 

The Objectivists, like the Imagists,r.. g·aw. 0bserving and reeording 

as ~he essent~al beginnings invoived in ~rit~ng good poetry. 

l~ords '. as "details of seeing," cGmbined into ,sincere .. perceptions 

on1y when care was taken with each separate word. This care eon-

" ,sisted of' us~ng words as referénts to an authentlc reality, as 

opposed to worcts as abs tract concepts '. 

Zukofsky, in his essay lISineerity and Objectifieation," 

referred indirectly to the' care applied by the' Imagists in their 

34 . 
eraft. He fel t that ,sinceri ty (as ellre for the single word) 

was a starting point for the poet writing in his time. In this 

essay Zukofsky eited Charles Re zniko ff' s one-1ine poem as an 
c..~ 

èxample of the care that.was invo1ved in the poet 1 s eraft: 

" . -

" 

n . 
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'. , 

'- ~.' 

'" 

e' , ,> , 

'. 

" 

. 
~. , , 

'. 
• 1 ~ 

" 
''" . 

" 

; , 

, .. 

y 

( 

. 

" '. c 
\ ,! 

\' 
~ , " , .. ', : ... ", ,. 'i 

q, 

~ \ 
\< 

20 
-ti " .. 

" ., , '. 
t 

(JI 

1 ~ •• APHRODITE URANIA 

:The ceaseless weaving of the uneven wàter. 

,~ukofsky felt that each word p~ssesse~ a dîstinct energy as an 

image of w~ter in action,_and the tItle carried connotative and 
< 

associative meàning in itself and in rèlation to the line. ~ Thus 

care was taken to ensure an authentIc present~tibri of reality as 
. . 

well as' for the sound of' the words or the auraI quali ty of the 

l ine. 
1 

Zukofsky,' s ôwn ea rly pqem. "Ferry," is an eJéample -of': care 

fo~_th~ single'word and the ~inuteness and exactnéss Qf Aetail 

0< i:rt tfie pI:esentation of images: 

, . , 

,,.' 

FERRY 

Gleams, a 'green lamp 
In the fog: 
Murmer, in almost 
A Bi-?logue 

Siren and signal 
Siren to sj.gnal. 

'. Parts the shore from 
Rise there, tower on 
Signs ~f stray light 
And of power. 

the fog, 
tower, 

'. (J 
Siren to ?ignal. 
Siren to sign~l. 

Hour gongs and the green 
Of tpe lamp. 

Plash. Night. Plash. 
l " ~ • \. a 

Sky.35 

Poetry occurre'd, Zuko'fsky fel t, when one started wi th 

care for the abject" that was presented, as weIl as care fo!, th'e 

single word as' th'e hones!. "detail of seei,ng." I:Iowever. Zuk.ofsky., 

~ike~Pound, undeI:stood the limits of a purely pictorial method 

-" . 

. . 
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l 

of pr~~~nta~ion, realizin~:th~t , strictly objective ~resenta-

tion dld not ultimately satisfy or provoke thought. The poem 

became more èompl~te when the reader could become aware of the 

poet's mind working toward the presentanion of the abject being 

described, when, as Zukofsky not~d, one thought "Wl th the things 

as the"y e:x:ist," SincelTi ty alone, - he fel t, was a starting point--', 

but insufficient by itself·~G.m~k~ a complete poem: 

Presented with sincerity, the mind even tends tb 
supply, in furthe'r suggestions which do not atta:in' 
rested totality, the totallty not always found in 
sincerity and necessary only for perfect rest, com­
plete appreciation. This rested totality may be 
çal1ed obJecti~ication-_-the apprehension satisfied 
completely as to the appearan~e of the art form as 
an object. 36 

Zukofsky' s ~dea of "rested tot-al1 ty:'~ implied that a. comPfete 
, . 

poe~ passed ~eyond the mere pre~entat~on of impress~ons or'moods. 

"Res~ed totality" irnplied, a sel~-suffi'ciency of thought where .. -
the mirid that creàted the poern provided ~ f~ll 8quati?n between 

the object tha.~ was described, ,and the fullest impli'ca~ions of 

the poetic mind draw~ng conclusions from its perception of the 

abject,. This was" in a,s.ense; a move away from the pure objec-
~. ~ 

tivity of the earliest Imagist poems and implied the necessity 

for a more subjective treatment of the p~etié material:, "sub-

j ectiv~" in tnat th~ reader becamé awâre -of the poet' s mina and 

perso.nali ty working on his subj ect matter. 

, ZukQ.fsky' s idea of J'restee! totali ty'-' was s;imilar to Pound' 5 

, 
idea of the Image as a Vortex through which "ideas are constantly 

rus~ing." .Tpe poem that con,veyed ide.~s, fp.r Pound,· was "lord 

over \act"~ore than mere de:scriptio~. and~ pre,sentation, Pound 

""i 
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.' 
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also beheved in .t)le necessary eqUa'~ion .of 'the J~ti~ min~ wi th 

the subject matter of the poem: 

They (rèferring to the statem~ntS of analytic geo­
metry) are the thrones and dominations that,rùle' 
dyer form.and rerurrence. And iq like:man~er'are 
great works of 'art lords overfaot, o~er race~long 
recurrent moods, an~ ove~ t~m~rr6w~3~ . 

The poem as 'a "re~ted totali tr" (Zukofsky) and ~s "10rd - , , 

over fact." (Pound) ~co~vey.e.d the ide a ofO self-suff,ici'ency of 
" . 

tjlought-what Zukofsky defined as "objectifica'tiqn." This s~lf-' 
1 

L 
su.f".ficiency was conveyed when, in Kenner 1 s words, "the -' prot' 

.. , II 

" 

;'" ,of the poem is tha t Mlnd' s acti vi ty, fetching sorne J)ew thing ~ 

into the field of C'onsciousness. . . the poem (is) not the tr'ans'; 
" 

c'ri,pt ôf ohe :nco·unter but th'e Gestal t of mahy. Thus 
. , 

"obj'ectifîcat,ion" was (by Zükqfsk'Y' s own' def~ni tioIT) ·achieved 
" 

{ in a small poern l ike' Pound' s "In ~' Station ~f the Metro," where 

the e9uatlon js'constructed between nat~ral images and a mechan-! 
J 

r ~cal wo~ld (the machine of the Met rc), as we Il as =the "face s" . 

which are transforrned ln,to the possible vision of 'II c r.owds .ln Hades, "D~ 
etc. 'PoLÎnd's poem is both an ,"emotional and' intelleçtual c.om-. , 

plex" because 'of the complex of allushms .conveyed in 'the t'wo 
~ 0 

,1 

, , 

" '0> .. 

.... " . 

, ' 

, .... ' 

Iines. r Because 0 f this complexi ty, thè reader is aware of the , ' 
,1 

" 
..( ~... '~ " 

,':m~n"d's~'_activity," the self-suff-iciency of tho~ght whereby the , 
. ~' , . 

J?oem at,tains "p~rfect rest. Il 
• 

'Zukofsky's idea of "objectification" added to Pound's' .:;,'-;: 
.: 

prescriptiCm for not just technical but also psychJc 'criteria 
, 

in modern verse. Thf~ hew cr'i ter~on was, t1)'~ notion that~ the 
.. 

i~eas in a poern developed as a ~frect consequence b~ the thing 

.' 
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or o'i/j'ect - tha t, 'w,as -b~ ing" des c rib'ed in the poem. The begin~iJl.g 

of t~~S,)'id~~ ;\'5' rn ;magl$m, star~ed from an intere~t in clear 

"e 

, 
.~ 

~ - 't' \ ~ ,- , 

o~ v; t'al p~rticul~" rs, :~iS~ng~~'~~nl l.~ phen'omenologï:::'al. Vi~~ "'" 

tnat, the senses. a e- a5saulte<i with objects which the mind must 
6 • • 

~ , 
theri or.der, ihto",us'~able patterns'l'- :rhe "rested totalit,." that 

, 1 

~wa~ ~"ôbject:îfi.:Cf1'ti'~h'~ was' _seeri by ZUk~f~kY as the, ar:rangefn.ent . 

words al1d 

Obj ecti v-

into ideas . 
. 

,."~e.sted totJal'ity" 'occurr~d 'whe.n this iord,e,T:wa,s ae:hiev,ed:) 

r 

1 

f> ~ 6f ' 

"'" .it may:be_s~>id ,that each wqrd possesses .ob''jec-
ti fica tion to a powerful degree; but tha t the {tacts " 
Qarried' by one word' are, in view df the prepondfer­
ance of facts c~rried 'by combinatiohs of words, not 
sufflciently expllcit t9 warrant a realization of~ 

", 'résted totall-'ty sueh as'might be desi'gnateq an art. 
fo TIll • 41 , ' . 

j < -.:.. "ObJ ée tlf'lc~ t lon" ~a's -achieved when th,e poem passed be-

yond-heing m,erely yresentation-al -'or pieto'rial toward ~ the 'presen-
~ .. ... . 

" ! 

t.ation of ideas, 'which ~impl,léd a fuller ~xplication of the poet' 5 

0wn mind and personality manifested in h\s creation. The words 

in the p~em could be.presented ln· the way that n~t~s occurred , 

in music-expo51ng the hé;lI:mony and. order that was the notation 
\ " 

of ideas and, themes' (Zuk.of5ky thoyg'ht of the words in a ."poem as 
" 

the "not'ation, orf 'the particulars"): 
, , 

The oraer of aii poetry 
music wherein the ideas 
ously 'and intélligently 
intentl.on. 42 

15 to approach a st~te of 
pT~sent themselves sensu­
and are ndt of predatory 

As a resul t i idea's as abs tract ions would not in~ inua,te thems e 1 ves 

a'nd th~reby al ter the poe~ '.S essential attention to the concrete 
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realJ.ty of hisowQrk. The id~as,~ould result frorn the real, not 
1!- ~ • ( , • " 

:p.rey upon i t. ,'\. 

'The Obj ect"ivists had ~ar~ed f-rc!rn the Im'àgist$ the prern­

Ï5;e of s.irtéerity: to have
l 

an a~the~!ic encou~ter' wit't the thing 
- 1 

, bein"g, described in 'the l'oern. '~heir:'principle'~ éoJurred in thei{ . ' 

emphasis on 'a "sense of fpTrn achi~ved< as the idea of.. "objectifi":' 
A 

cation". Ztlkofsky's, Reznikoff's, Oppen's and Rakosi's ideas 
~ , 

on "objectification" were similarly expressed and stated. 

,', George Opp~n stat~d in an interview that,be ,ffilt he was, 
,; .. 

~s a pq~t: ," 

-', 

_r 

\ ' 

, , 
, . • beginning ,from imagism as a ~,()si tian ,of hon-
est)';. The first question at that· tirne in, poetry 

'was ·simplY the question of honesty; of sinceri'ty. 
But 1 learned from Louis (Zpkofsky) as against the 
romantlcism or even the quaintness of th~ imagist 

." position, th~ necessity for formipg a poem.properly,' 
for ach~evin~ form. That's what 'objectiv~sm' 
'really meàns. There' s been tr)mendous misunder-

-. st~nding about èthat. Pepple assume. i t means the~ 
psy~hologically ,obJective in attitudè. It actually 
means the obJectiflcation of the poem, the making 
an object of the poem. 43 

-..... ·ITh~-',";omanticism" Oppen referred to was thé a-ttituhe of rebellion 
. " . , 

?n the part of the Imagists toward the Victorian standards of 
, 

poetry r More irnportantly, the second p'oint Oppen expressed in 
" 

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

"po,etry: ' 
, .. 

,the attempt ta construct meaning, ta construct 
a method of thought from the imagist techrrique of _' 

-poetry--the imagist intensity of vision. 44-
C> 

This sincerity or "test of truth," Oppen felt, occurred when the 
, 

writer belieyed his perception of truth was real in the moment 

of expre~sing it. This integrity of expression was realized in 

. , 
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the poem which became a consti'Ûct of meaning from such a c,on­

vîction. The ,in;tpliéation of this statèment ;i.s not' that other, 

w'ri ters, did not 50 be l ieve, rather thàt their bel iefs did not . 
g"et expressed 'in, such proper constructs .. 

o 

Carl. RaJ<osi, in his own .theory of poetics, pi/lpointed 
, . . 

the d'igressi'~n fTom Imagism that occurred in the poems of the 

Objectivists; 
<-

, 

You might thiIù for a moment" that, afte'r aIl Ç>b- ". 
je~tivism is a ~orm/of imagism or naturalisme But 
imagism as l recall.'. . was a reaction 1:0 the' 
périod im~ediately preceding, against literary 
affectations: So the imagists iet out to do what 
the French impressionists in painting did: go out 
into the open and look~ see what ~ou see, and'put. 1. 

it down without affectatlon of ~he then domin~nt 
literary influences. And that's as rnuch as they 
did,.but it wasn't complete. It was only the fir~t 
step in the poetic process. ThattS why imagism is 
not al t'oge't:her satisfying;' the person of the pôet' 
'1s. not- sufficiently present. 45 

Rakosf suggested the essential difference between Imagism an~. 

O'bj ectivism'<when he noted that the Imagists' were actually, mo.re 
, 4, 

objective in their'handling of their~subject~atter. -He. ob ... 

served that thé' concept o.f the Ima,ge as being purelr. ob-j ectlvely , 

pre sen ta tional was lnsuffici ent, 'of i'tsel f, to sus tain a to'tal 

poetic form.Df expression. He nôte.d the integrity that was in- , 

vol ved in the construction of a~ Obj,e<:t;i vist poem-the, integr'i ty .. 

of th~ "thing" that had be-en ~'he", cause of the poet~c expèrience, 

and the integri ty of th~ poet, the portrayer 0 f the "thin'g," 
, 

~s the to tali ty a (the ,poet iç experien·ce. Th'e Obj ec ti vis t paem 

'" thereby sought ta achievé a totality ln 'the form of presentation 

of these two factors. 

Rakosi., like the other Obj ect'i v-ists, was impressed by the, 

.,r.r 
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need for precision and exaetness in verse, ,things that did not . 

" described take ahy'thing away from the "thing" being and the 
" 

poet" s integl:ity. J Be felt that the rhythm and LOJ"m of the poem 
. 
should De an exprëssion of both ·the "thîng" and the poe..t's emo-

. . 
. :tian, yet tne 'f~o should interrelate to produee a desired effeet. 

. , 

Charles Reznikoff expressed a similar belief in the r~lation .of-

thes~ twa factors: j 
By ~he terfu 'objeeti ism' 1 suppose the writer may 
b~ meant who does no write directly about his 
feelin'gs bUJ: about y,lfhat h~ sees and hears; who is'\ 
re$trieted almast 'tq the testimany of a w.i.tness in\ 

was 

a court of law; and/who expresses his feeling indi~ ~ 
'Tectly by the sele<:;:tion of his subject-matter and", 
if. he-writes in verse, by it~ music. 46 

• , 1 

.Reznikof~ inii~ated ln the pr~vious passage that the poet 

testifyi,ng to a feeling or sentiment he had gained from an 

uncl6uded or unbiased perception of the wQtld. The poet realized 
• , '1[ • 

that he co~xiste~ with the fact of things in the world. The care 

for words, achieved w~en words couid mo~t attain the synthesis 
:.J 1 

of. the 'poet 1 5 emotion fo, the "thing" being described, made him 

an objec~ivis~ of his eraft. As Zukofsky also noted: ~ 

." 

The objectivist, then, is one perso~ not a group, 
and as l define him he.is interested in living 
with things as they exist, and as a 'wor~sman', 
~e is a craftsmap who ppts word~ together into 
an object. 47 ' 

. The "object" that resulted from the presentation' of this 

·twofold ï"'ntegrity was, for Zukofsky' and the others', the poem: 
. 

a complete structure to be ,passed on as, a unit of energy when 
, . 

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

self-sufficient.~ynthes~s. The Objectivist writers used direct 
... 
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, 
speech (spêà.kipg in "sigrlificant specifics") in their pqems. 

They h ad the ab i li ty .: 0 reduce a 1 a r ge cOdJ:' ~ f ma 1er i al dOF---!<>-­

the "sig~ifica~t spec,ifics\" . In this manner, the{r poems cartied 

,\ an understated ~_mpact where the maximum o-f simplification résult": 
\ 

\ ed in a maximum of .suggestiveness. As Mil ton Hindus _pointed .,olt 
\ 1 

\ a'bout 
. ) , 

V 
the poetry o~ Charles Reznikoff: 

~ ... J 

c~ .. ' 

It was Réznikoff's conviction t:hat when object'i-' 
fication in art is completely successful, the. com­
parisons, analogies, and interpre~ations ~hich it 
suggests may be 'sometimes obetter than the wri ter 
hims~lf intendeœ and profounde~.! He alluded to' , 
a Hindu ~aying that fa work of art has many faces~ ,481 

.. The poet, Gèorge Oppen felt, responded tÇ> his own experh', 

enc€: of the owor:fd through an act of" faith. He believed. that 
, , 

the poet would write more abo,llt the nature of reality, rather·, 

than forcing" hïs own cOI1l1Jlents· on i t. The poet' s experi,ence was 

( 

• • 
-.....-f~O"JS""<aÎi ty.,' made m'llni~est through a fai:th in the' physically ap- L 

p rehens i b1 e WO:1 d ; the re fo re • wo rds be.ca.~e a' n.n_o t a Ù o'n . of J ~h7se) .. 
particulars" affi~ming reali ty., Oppem stated: ' . ' ( , 

" .... 

... the little nouns are the ones l like mos!; 
the deer; the sun, and 50 on. ,.YOlJ.~ say' .these per-
fectly simple words and you 're asserting that ~e 
sun î,s 93 million miles away, and that there is ~ 
shade becaus~ of shadows, and more, who knows7 
It's a tremendous structure to have built oùt of 
a few small nouns. . i t -' s certainly an act 0 f 
faith.4~ 

The, "li ttle nouns" Oppen mentioned were referents to a concrete 
....... \ 

reali t~y that he Rerceived as· a veri ty. The poem therefore "had , 

to consist of word~ that -did n6t misrèpresent or misplace this . . 
T,eali ty. 

Op,pen. attested in his poetry to 7the "life of the mind," 

, . 

~ . 

(" 
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-
" which he s'aw as a lyrical reaction to the world. The system o,f 

th~,~~ht in t'l'i~ poe.v.:.;cc~r~n~ to Oppen'; bYc~me .t~"· poe1:'Y not~­
tion 6;f:..~structure thTougVthe' poe tic imagination', which was a 

1 ... ~ ~\, ~ ) _ 

~,ri~,cr~reaction to thè,facts.~hait, because they arose fromoa. 

, 5 ens'~ ol awe, concern~g existence, provided a spe'cial imagina-.. \' 

:--------)tive ~rder_ i:Q. the poe/m. :In ,this ,~'ay, the "little wor.ds" Oppe~ 
: ',~O Vj;Ued in" hi-"Po/~S attested ta the validity of ,othe reality 

tha:t he, as the poet? was naming: 

, " 

" .. ., 

)
" ',""' i 

,'-... 
... 

f" ' .. : 

. , 
'.' 

",,, .. " 

/ The little words' that, l like so much, like 'tree", 
,,/ 'hi11', and"so on, are l suppose just as much a 

'~' taxonomy as the mest elaborate words; they're 
~categories" classes, ,"éol1cepts, things we invent 

fer ourselves .. Nevertheless, there are certain 
ones without which we really a}e unable tp exist, 
tnc1uding' the concept' of humani ty. 50 

~ .:.~ ~ 

That the "l)ittle words" werè just as important as the 
{ (. 0 

more e1.aborate· ones was an important. point in the Objec~ivi'$t· 

" , 

concept. b>f poetry.' Oppen ,was asserting in the àbov~ p'assage' a 

belief that thê Obj ectivists shared in their ,poetics: that the J 
, ", 0 • - ----------.-, __ , 

poertl shotlla 'Qe. cOncerned' wi th" the s-enso:r;y ex~rierices 0 f the 
~,. ) ~ ,. 

-... po:t's 1ife). as oppos6t to"the\,creat~oh o.f m:~hs~and abstrac-" 

tions'"o The .:j,rnag.es c:f a poem centered ~n -the 'real, and va;1ue was 

apprehended ;:rom .the m,u,ndane féllcts of things. ,Oppen" ~~.so· sta ied: 
'- j 

-', 

/ 

-: 
.. 
[ 
j 

- , 
/ 

1 ~ 

'!'\,m"trting to desc-ri1Je hqw the test of imagé's can 
he':, a" t~st of whether one' s -t,hought is valid, 
wh~ther one can establish in a series of images,. 
of ex:per~ences. . . whether or not one wi Il cons ider 
the' ,concept of humani 'ty to be valid, something that . 
;is ,-' or e~se have to regard it as simply a word".Sl 

There is ~ ~harpnes sand immed'iacy to Oppen' s poetry, 
" J • , ' 

like that of
9
his fellQw·Objectivists. The words that are such 

)-

. ba<sie,s of Ruman experience become freer '" through their under-

"r 
b 
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.' 
" ·sta ted tO:ç1e. The words, ""beeaus e the~' a:re 50 carefully' selected, 

y<'~. T 
"'...... ..'U. 1 

serve aS .t;estamen t t,o the p0ev' sa 'cl tten,tion' to.: reali ty and the 
- ~ ,'" ~ "'G> , -'- '" -;: 

ed-' .;: 4 1} \~ 

.. form.of the' completea :pOêm; the "obj'ect" th'a~ is ,the""product of ._" 
. 

~ othe poetic imagination or proces 5 i s tes1:am~nt.,.: .not to the 

words as éompdhents of myth, ,but' t'O an idea about ianguage'" as- " 
~ $ .. ...."c~.:>k\., .J>-T' .. \ J 

the human process Q,f '''notat'ion of the parCticulars": ': 
ft 9 

..... 7 

\, 

, . 

1r~ 

Po'ssibH~ 
To use '" , 
Words provided ORe'treats them 
a-s enernies. 
No.,t 'efi.e,mies-Ghos,ts 
Whiéh have run mad 
l,n' the sllbways • 
And of" èourse the in,s.-t.ïtutions 
And the:banks~ If on~ captures 
One,b~:pn~ pror~edihg 

: .... ~ 

c"1re..fuiiy ' they will res:tore , . 
1 ho-pe 'to meaning l'" 

And to sens~. 52 
~ 

< ;:. 

.... , 

: ' 

them 

• 

" 

'In the poem 9~. the O,bJ.ecti vists" :.~he poetie locus is 
, ~ ~ I?' • 

.. >: 

.. , 

'" ...... .1'; 

shiftè"d from t1l:'tf "1" to an .. ~'e.y~'." Whe,l} ~the "voice" of th~ poet. 
, '. ~ 

~ / ~ .. -
becomes fused wi th the essence of the 'iobj ect" of his pOêmf a 

: ( .. 0(" --;. ~ 

uni ty is achieved."~ LouijS Zukq,fsky asserted t'his in the sixth 
.. , - ~ , ~ 

, .. -:, 
J'Ilovement ,of his lo'ng poevr·, ~'A": " 

': ~ .. 
., 

;>. .If 

.' l' 

1 • 

. T!t.; me'lody.., the rest .are a,ÇcessoIry"":;', 
'~y one voic~; ~y dfher--- . 
An objec~ive-rays of~~9bjec~, ~rought 
,A, to a:' 'focus . 

An obje~tive7nature as creator-desir~ for 
~~ "what is -obj ecti vely perfeet, . 

In~xÎricably the direction of histor,ic and 
~ .' " .contemporary:, partîçula~s. 53 

:J' • '. 

Zukofsky~·i~ti;mated in' the above lines' that the ,poe,\, by'focus-

ing, op 'th'a, perfeft exis~~nC:e of nat~reO~ (th~ W~~ld), \~/s., in"-th~' 

',' 

• \,., • f!. :- ' • J....-

.. ~orm of, the' poem,o!' "perfec~lng (ther activity of0 existence, ,ma1c~ng ~, 
-.. 

, , . : . 
',,' ' .. . 

j Il .... 
. . 

. "-~ 
'~, ... 
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1 tf-t,heoIogicàlly, perhaps-Ïike the Ineffable. . . ,,54 '\ln' this 

;' ~nner, ZUkofS~Y and the' othèr Obj ecti vists sough+ +0 reGtc..h 
• f ,_ ~ 

Ollt from lan:guage ta a particular {humanist) vision of reality. 

Zukofsky' 5 metapnor Qf the ':rays of the obj ect brought to a 
, ""-

focus" relates dïrectly to Ppund '5' and Fenollosa' s views on ob~ 
') - .... ~ 

j ecti vi ty as the "following, éilS closely as may be the actual and 
~ ~ ~ 

, entangied' lines o'f forces as ''they pulse through things. ,,55 
<t. 

Zukofsky's desire'was to, gbve voice, as accurately as possible, 

to the impres,sïons that 'the poe~ic obj ect had created wi thin the 
'. 

pC5et'~ mind. 

, .~h'e Ob j ecti vis ts' ideas o"f thinking wi th the "th'ing" . . 
l' 

implied,a proc~~~,of discoyery in the act of writing. Wo~ds 

that were strictly r~fefential could thus be realized as new com-
~ 

binations in -the finishe'(i po'em." Starting from th~ premise tha,t 

words -ar~ referents to '~things," the poet, th,rough his own a:ctive 
• ,> 

, 

~: .engagement, tould direct them tow'ard a' p.r-ocess of discovery. 
, - , . 

Wo~ds took on different meahing when the poet ordered them along 

',- ,"·his line ,?f thinking. The' "totality of per~ect 'rest" occp.rr~d 

wh~n·"the poem becam~ the, preci,se. evidencé of the interaction 

,between the des'criber (.the poet) ~nd.' the "tlling" \?eing des~ib d. 
~ 

, . 

The Objectivists' -ideai of ~his process of interaction 
4 • 

,the poet and his subject matter w~s an important transition from 

t~e piçtorijll ,method pf prèsentatfon o:f early Imagism, and t,he 
f " . 

"subj e~ ti v'e inel usfon of thé poet' 5 emotions made poss ib l.è the 

~o,~tics and. ~~~tryof. Ro?ert ~reeiey '-,.a n~tfiral heir to. this­

post .. lmag~st groùp <;>f poets.} 
, , 

" 
) ) . 

• • 

.. ... T _ 

" f :,., .. ,.- . 
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For Creeley, writing is the process of being engaged 
, , 

~wrth -dne 1 s feelings about 'something and rnaking a ,discovery in 
Ao 

th~ process-what the Objectivists called "thinking with the 

'thing' ." In an interviel" Cr-eeley stated: "In wri ting l 'm 

telling somçthing to mys~lf! euriously,.that 1 didn't have the 
l, -'56 . 

knowing of previously." . Creeley, like the ôbjectivists, feels 

the necessity for keeping words free-floating, thereby maintain-

ing a sense of randomness in.his writlng~ 
. , 

There is a kind of aspect of the random in the 
process (writing) for me just that the intention 
can be' in obvious ways a real ami necessary human 
occasio~. But again, when J'm trying to discbver 
what wo-rds are saying, if 1 irnpose'-upon them an 
ext~aordinary intentia~, then 1 have only their ~ 
congruence with my intention to serve as measure. 
l'm trying to use the words to discover what the 
nature of human expressiofl and/or emation and/or 
stat~ment can thus be got at or revealed,57 

Creeley also notes the difficulty involve~ in a purely 

objective or subjective method of presentation in poetry. In 

matters of poetr~.obiectivity, he feels, amounts ta a wish ta , 
, ' 

-transmi t, free of imprecise feel~ng, the ,nature of the "thing" 
. ' 

whiçh has \.!Tl0ved one ta wrî te in. the first: plate'. 
, -

. is conç~~ned wi t~ abs,tracting the. experience as 

HO,wever, creeley'eels that it is impossible to, 
, - - ~ 

la.cking'the relation of the "thingll ta oneself. 

This ~mpulse 

obfettive dat'a . 

write anything 

His conclusion 

that "a man and his objects inust both be pre'sences in 'this field 
. 58 

of ,force we calI a_poem" eclloes a belieJ similar to that 

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

integrity involved in the craft of poeiry. 

, ..... 

The'interaction of subjectivity' and objectivity in CreeleY'$, 

.' 

" , 
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, . 

poetry irllplies t'1\e same sense of "sin'ceri,t'y" t'hat was a dom1n-
, 

rant 'factor' in Poun,d's poet,ic as weIl as in those of thè- 0bjec-
• " • lit 

o , " , 

, ti vists., When asked in :~m inte.rviëw, whether a poet could wri te 

,on a subj ect he had n~ ,feeling about, Creeley replied:, 

l don'! t se'e how. ·1 f one respects Pound' s measure 
of 'ènly emotion endures' and 'nothing counts save 
the'quality OD the emotion', then haying no feelipg 
about something seems to prohibit the possibility 
of tha t kind -0 t quaI i ty- enduring. 59 , 

Similar to ,the Obj ecti vists, Creeley understood -"sinceri ty" 
..1. ~ " . ' 

w~thin the context of, poetry, li,ke Zukofsky's notion of "c.ar~ 
-

for the 's1ngle word": _ 

'In_oth~r words, sincérity as a quality Ïs one thing 
.... ~ut l'm going to take sincerity in my own 
references which again goes ba~k to Pound, that ideo­
gram that he notes: man standing by his word. That 
kind of sincerit~ has always been important to me 
and 1S, another rne-asure of my own commi tment to what 

, 1 'm 'd 0 in g . 6 0 : ... 

ys,ing ,Pound' 5 and the Obj ec-t'i v.ists' ideas on sincerï ty as the 

me'asut~, Creeley -notes) the quali ties invol ved in a good po,em: 

, '. 1 

I"aori't feel that what the poem says in a didactic 
or a seman~ic sense-al t'hough this ·fact may be very 
important indeed-I don '·t feel that this i:? what the 
poem 1S about primarilY-; 1 don' t think t11is is :i!ts 
pri,mary fac,t. 1 feel rather i t is the complex of 
emotion evident by means of the poem, or by the re­
'~ponse offered in terms of-that emotion 50 experi­
enced, that is the most signal charaêteristic that 
a' poem possesses. 50, 1 feel that the measure of .' ,,-

'poet'ry is that emot1ionyhich it o:Efers, and that, ,', 

r , 
; 

, \ 

- , 

,further, the quali ty of the articulation of that ~ 
emotion-h'ow it i's felt-, toe finene5S. of it5 artic- ., .... 
ufa tion, then-is the further measure of i ts reali ty. ~,l 

Creeley implies in the abDve passage that the poem needs 
-

to survive in its own statement. The- poem needs to exi~t through 

itsélf, through agency of i--t's-,Q.wn a-ctivity; only then does it 

" 

- 1 , , " , 
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t • 
have meanlng. This notion i5 like Zùkofsky's idea of "obje.cti-.. ' 
fic::ation" as the "to~ality of perfect rest," whic:h implied a 

.' . 
" . .... 

self-sufficiency of thought whereby the poem itself'was the 

"object,11 newly arrived at by the poet. 
, " 

. Creel~y*' s t,deâ, of 'the PQem' as an act of discovery presup..;.:-: 

poses that the poet, in deal~ng with his 5ubject,matt~r, approach­

es i t not .wi th a 5inglenes? of pu'rpose"t,hat wil!~ bend the experi­

,ence .according' to -his personal whim, but rather tha1: the poet 

will inté'ract ~ith his experience. Seeing that the purely sub-
1 

" l ' ' 
jective stance toward any exp~rience will alter it, he tries ta 

," j 
~aintai~ a balance wh~reby his own purpose or inte~tion will not 

1 

nega-te the poss i bi li ty of an ~J ect ive stance where the pre'cise 1 

detail of the experience c;n!most exac_tly be manifested: 
1 

Such strangeness ;o"f 
l cannot ~ind there 
than what '1 know. 

\ 

mInci l know 
more 

l am tir~d of purposes, 
in t en t th a t 1 e a'd s i t se! t 
back to ±ts own belief. 2 

. 
In Creeley's poetry there is the constant struggle ~o ex- ~ 

, 
press the difficulty of the subjective process being balanced ' 

with an objective stance. He sometimes attempts to resoJve this 

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

objectively: 

.' 

Listless, 
the heat rises-­
the whole beach 
~ · .. r;, 

vacant 
·slüggish. 
The" forms shi ft. 

.' 
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The effect ,he ,create's l,n the ~eginning of 'this poem iS'.one where 

an, _eye slowly takes in a scene at the beach. Then he re'sumes 

the poem, including in it.s process a "mind" that fixes this scene 

wli thin t~e context of meaning and references: 

" ' 

:-

. .. 

'. 

be fore !'le know" 
before we thoug~t 
to know it. / . 

. 
The mind 
again, the manner 
of mind in the 

body, the 
weather, the waves 
the sun grows lower 

in the faded 
sky. Washed, 
out--trre afternoon ' 

of another day 
'~ith other people 

'r 

looking out of other eyes. 

Only the 
children, the sea, . 

the slight wind move 

w:tth the 
-./ 

same insistent 
particularity.63 

. '~ 

~ 

- . 

" 

\ 

.' ' 

It is always the "mind" that intrudes and controls the 

events of perceptiôn and experience, açcQrding to Creeley. Thé 
..... . 

"mirid" that defïnes things, fixes them within the stasis of mean-

ing, prev~nts;the flux of life from being e~per~enced. This 

poem is a plea "for the type of imrnedia~e reaction ta events that 

the static mind seerns incapable of. Only the "children" in the 

poem move" wi th the same motion or flux '-as the "sea" and the 

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

~ 
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, 
the poem}. moves from his "'mind" ta note the relation of the 

"èhildren" and the natural elements of "sea" and "wind." 

The 1 i teralness of Creel ey' s poe~ry p,romotes this aImas t 

'ob<jective notatIon of the "thlngs" he writes about. His poetry 

,evokes the ~ense of an attentIve mind ~hat interpcts with the 

event~ of lts perceptions, moving with them in an effort to 

tes,t the validity of what it perceives. Thus the' "vpice" of his ','. 

poems evokes a feeling or emotioI'l. without the romantic -sçnse that 

would make the perceptIon à purely sUbjectIve one. Describing 

the statues of an unknown artist In(his poem,' "The Figures," 

Creeley ?tarts wi th simple description' (the same; sensé of an 

object'ive "eye" Zukoisky spbke of) and mo'ves towa:r:d speculations 

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

material: 

,~' ) 

·1 .,. 

The stil.lness 
of the wood, 
the figures formed 

by-hand5 50 still 
they touched it 
to be one 

hand holding one 
hand, faces 
without eyes, 

bodies of wooden 
stone, 50 still 
they will not mo~e 

from that quiet 
action ever 
again. Did. the man 

who made ,them find 
a like quiet? In 
thê act of ~aking them 

.' . 
;' 

'. 

, / 
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, ' 

0 1 "fee! that what the poem says in 'a 'didactic or 
'a 'semantic sense ... is not what a poem is about 
primarily •.. 1 believe; rather, that it i5 that 
complex of emotion evident by means of the poem, 
or by the re5ponse offered in thàt emotion 50 
experienced that lS ,the most sIgnal characteristic 
that a poem possesses. So, the measure of poetry 
is, that emotion which- i t offers, alîld further, the 
quality of the artl,culation of that emotion-how 
it is felt, the fineness of its articulation. 69 , 

Since Creeley is concerJed ~rimarily with the expression 

'of the quality or the "intensity of tl).e èmotion" in his poems, 
, 

it would seem that à subjecti~e stânce would not 'be needed. How:" 

ever, Creeley draws the materials of his poetry strictly fro~ 

his'sdbjectiye experiences: 

l am given as a'man to work with what is ~ost i~7 
timate ta me~those senses of relationship ,among 
people. 1 think, for myself at least, the world 

, is most evident and most int~nse ~n those rela- ~ 
t~onships. Thereforé they a~e the materials of 
which my work is made. 70 

He is able sometimesj as ln one of his finest poems, "The' 
&' • , L • 

Moon;" to. objectively abstract his most lntlmate experrence as . ~ . , 
an "intense emotion." In this poem Cree'ley, through straigh t 

description of mundane, everyday events, bu~lds up t~ the inten­

sity of his observations on aloneness in human 'relationships: 

" 

• 

E'arl ier in the" evening the moon 
wàs clear to the east, 
over the snow of the yard 
and fi~lds-a lovelx 

" 

bright clari ty' and perfect 
roundness, isolate 
riding as they say the 
black sky. Then we went 

about our businesses o~ the 
evening, eatin~ supper, talking, 
watching television, then 
'going to bed, ,making love, 

q .' 

'. 

, ( .... 
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"intent. .J.eads to its own belief." 'Ther-e is less invo"l"Ve-' 

ment 

of an 

wit'h the subjective presentation of such dl "mind" and 

emphasis on s}mple emotion: 

Feeling, or perhaps best to calI it emotion, is 
,for me the most signlficant~ conterlt .or a poem. 
'1 don't always or even often eare what the poem 
is talking about, but l do care very marked1y 
âbout the senses -and the intepsity of the emotion 
thus engendered. 66 , . -

more 

'Creeley's terms of measure.'f-or the pbssibili·ty of a poem 

originated from Pound' s two 'statements:' "only emotion encluTE;~s", , 

and "ncrthing,:niat.ters save the quality of·affectio,n." The s~ense 
, . 

of measure~Creeley noted in the writings of both Pound and Wil­

liams was perceived by him to be the ~alance of form ~nd content 

(the subj ectl ve and. the obj e,cti ve/ tec~nica-~" and pSychlc cri teria) . 
1 

Creeley had'stated ln an interview that Williams ana Pound were 
1 • 67 1 

the centers for his own sources. Pound was important beciuse: 

. . éhe) brought us immediately to the context 
of how to write. ,lt ,was impossible to avbid the 

a ins15tence he put 'on precisely how the, line goes, 
how the ,word i s, 'in i ts con text, wha t has be'en 
done, in the, practice of verse-and what now seem~ 
possible t:o do. It was, then,' a measure Ji"e""taught 
-and a measure in j ust t,J;lat sense \hl1iam Carlos. 
Williams insisted upon. 68 

Pound's method (the ideogrammic method he had learned from Fen-
-. t 

0110sa and his study of Chinese) was'presentational, rather than 

analytic. Rather than talk about something in verse, Pound 

would present the literaI instance side by side with the fact 
.:l ~, • 

that gave it conteXt. 
\ 

Therefore, as Creeley understood it, the 

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

sented :, 
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- : 

it must have been 
50 still he he:ard the wood 

"! 
and felt it with his hands 

-: 

moving into ;-

the forms r 

he has 
. 

glven to them, ,,-

;, 

o'ne by singular 
one, s,b quiet, 
so stil1. 64 

In this poem, the subjective speculation begins only With 
. 

the liries: "Did the man/ who made them find/ a ~ike qui et?". This 

forlefUl 
v 

speculation is underlined by a more statemen:t: "It must, 

have beenl so still he heard the woo~! and felt it with his hands/ 

movin-g into'l the forms / he has given to them." This notion of 

the artist finding ideas in his material is similar to WillIams' 
lt 

discussion of the artist and his material in "The Yellow Flower" 

where he thinks of the sculp~1fre's of :Michelangelo':~ "And did he 

'not make/ the marble bloom?".65 Wiiliam; 'finds an affini ty with 
~, , . 

another artist while reallZing that his own,/ideas come from 
, 

"things ::11 Williams 1 use of the ,fto~al metaphor implies' the nur-

turing of tha t intrins it "somethin-g" w.i thin the raw material of 

~\his creation. Creeley wrltes ,of this also in "The Figures~" 
1 

, 
, ~.1 ~ .. - -', 

'-

, 
t/ 

>/ 

Q 

but this poem 15 not a dir.ect statement like Williams' "the'-pow- .. 

er/ tç> free my~elf/ and speak of 'it;" ~ather, it i-5 an approxi-

mation of the emotions o.f the artist in relation to his~ material. 

Since Creeley's poem is more subdued in tone, there is 

less of a tSubjec,tive statement in it. Rathe-r, he é~vokes a qUiet, 

intense emotion~that seeks to àpproximate the intense moment of 
. { 

creation that is "sa qu~et/ so still," unlike the "mind" whose -

'. 
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and tnen to sleep. But before 
we did l asked her to look 

,out the window !l t-- t.he mQon . -
no:", straight up; so that :~ 

.,l.'J 

she ,bent-,her head ·anêl looked 
sharply ùp, to see i t. -

',Through the night it must 
hav~ shone on, in that , 

fact of th.;ings-anothe:r 
moon, another 'nighf-a '. 
full moori in the winter's 

.space, i white loneliness: 

l came awake to the bl ue: , , 
white light in the darkness, 
and felt ~s if someone 71' 
were there, waiting, alone. 

" 

, , 

~ 

'" . 39 ' 

-, 

Creel'ey a,chieves. an intense observatiori in thi'~ poem 'by 

starting with an obj~ctiv; cataloguing of events:and then ~oving_ 

to a moment of ~ntense personai observation: 

, . , 

, 
l carne awake ta the blue 
white 1ight in the darknes9-
and fe1t as if sorneone 
were ~here, waiting, alone. 

" 

This final o.b-serva tion is a t once subdued "and 'durp'rtsing. It . " 
is subdued'because of the preVious, seemingly rnundane description 

6f events. The fully personal staternent in ~he ~~s~ stanza sur-
, 

~rise~ because it is a departure from the res~ of the poem. How-. 

ever, the tone is maintained, as the' final sGbJective incTusion 

is balanced by the objective descriptions preceding it. 
~ 

This balance bet:een a subjective 'and objectîve stance 

was first considered b,y'the;Imagists and Obje,ctivists in thei~ 

poetics. It originated from a desire to merge the techn~cal and 
-

'- .... 

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

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

• 't 

" 
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,'at- cre,ati~g a~ ~_rganic ~hol~ ~he,r~,words had to
j

1?e- ~arefp~fr' < 

, , ,'<" ,"- ' / 

,s_elécte~, to' ~:t t,ain' propel;" ,j,uxtaposi tion to forrn a .. ne.w :rmage" ' a~ 
, ~ l , .. " '" ~ .. ,. 

- in ,P~und,'-~_ Metro poem.· c.reel~y, ~owever, and, hi~ feyow post-

modernists ;tooK this, 'one ~st-e'p f~rther.- They worked ;toward an 
" / 

open-form in poetry where the tri"vial accounts _ of Ijlundane, 'daily 

th in g s ~ oul d be, ~Te S,en t ed , s i~P l Y beca us e th~y, ex/s t ed~eT~ .. 
1 

• 1 

'/ there. 
l ' 

HQw,ever,. th,~', ~ tternpt' to rnerge tJ:~e techn~~a.l ~n,d ,psych{c 

aspects" in thè poem wa,s still' of par.a~ount imp'ortancé to Creel~y 
. ~ '- .. .. ~ 

, apd, the 9ther p'ostmodernists. '_ .. ~éaking ol 'ti'his 'relatïo:nship Qf 
. " , . , .', '. / - - '\ 

the form (t'he -t-echn,icéil) to the- content (the psychic content),: 
,'" '" l , ,'. -

Cre'eley' stateèi: ','~ / 

l fel t that the way i thing· -wJ.s said would, intim­
ately declare what was being said, and sô there­
fore, form was never more tqan an extension of 
what it was saying. The what of what was being 
said. And the how (the mope) then became what l 
called 'form,.72 " . . 

This notion evol ved into Cree'ley' s!now-famous de,claratio.n··'print· ... 

ed' in: Charles Ols on , s "Proj ecti vi Verse" essay-"Form 1S never. 

'more than an exterisic).ll ~f con tf." 

, . This balance of form al1d content became, for- Creeley, 
/ 

that sense of measure he not~d in the writings of Pound and 
1 

Williams, 'William Carlos '\~illiq,ms ~~s yerhaps the greatest in-' 

fluence on Creeley' s earl( poetry. Williams gave Cré-eley a 
, . 

"sense" of poetry-~ stance that upheld the integri ty of the -

poet ~s orderer of ,real~ity coexistent w'ith the poem as a newly 

arrived-at object. - As' Williams saw it, it was not wh:;tt the poet 

\, ' said that count7:~ as' a work of'art, rather: 

l 
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... it'~,what he makes with 'such Lnt~nsity of 
percep't:ion that' it -l·ive's with 'an ,intrinsic move­
men t of i ts own to -veri:~y i ts authJlnt ici t.y. ? 3 

.' 

41 
, ' 

The raIe of the poet, as ordererj was ~eeh by ~illiams a~ -- . -' 

.. a spec ial moment: 

When a man makes a poem, makes it" mind you, he ~ 
takes words as he finds them-in~rrelated about 
him and-composes thèm--witho~~dist9rtion;which 

'would' mar iheir exact signii1cance ïnto an in­
tense ~xpression of his perceptions and ardoTs 
th"at tl'!eYbmay constitute a rexelation in the 
speech that he uses. 74 ' 

As CT~eley noted in reference to this passage: "AlI use.... is a --'" 

1 

\ 
\ 

personai ~c~, and I have used this sense, of poetry, insotar as l 

, . , . 5 \ 
I have' been capable." 7 The" sense 'of poetry" C~eel~y speaks

l 

\ 

of 1S the ''tneasUTe'' Williams sought to· define in his ,poetics. 

What follows wi'tl kle an attempt at interpreting W~lliams' poet- \, 

ics in relation· to .ImagJsm and Objectivism, as weIl as locatilig 

i t as the other "source" for Creeley' s own poetics. In addi-

ti-,on', Williams will be evaluated as the definitive li.nk between 

the "moder#ism". of t~e. Imagists arid th,e Obje.ctïvists ~nd -the 

postmodernist theories of Charles OIson and ,Robert Creeley . 
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Wr't~LTA1v! CARLOS' WI LtIAMS AND, Il}'ŒASURE'' 

" . , , 

'.Even' th"o~gh 'Wi'lliânÏ7ca:rl~'s Williams had 'grown dLssatisfied 
- '. • .. ' .,,~ , ,;, \. l \ .. ~. 

with the limitBti6ni Qf Imagis~ early i~ the 1~20i;,c~rtaln idea~ 
, , & ~ \ -

iJ _ he had ~e,r~'ved from ·Pound were ,~till apparént in ,both his 'poet~y 

~ .... 

. , 

an'd his st~temen.ts on poetics. PO,etry". fPT Williams as well,as 
, . 

for, Po~nd, had to be a_ vivid descr:ipti0t: of what IS, as he as.s..er.t-

ed in his '''Note.s in Diary Form": 

. .. 

The good poet~y is where the vividness cornes up 
'true' like in pro~e but better. .poetry should 
strive for nbthing else, this vividnes§'alone, per 
se, ~or itsel~. The realization of this has its. 
own ln ternai fi re tha t i S· '1 ike'!'-- nothing.- 'There ~ 
f'ore ~he bastardy of the simiIe" That thing, the 
vividness which is ~oetry by itself, makes the 
po~m. Ther~ is no need to explain or compare. Make 
it and it is a poem .. l 

,1 

Instead of writl~g a didactic accoun~ pf what happen~ in a poem, 

Wi Il i ams sough t t 0 make . 

. t!he thing insofar a's pos'sible happen· on, the ", 
page. The imagistic method.comes in there .. You 
can't tell what a partlcular thing signified, but 
if you see the thing happening before you~ you'infer 
that that lS the kind of thing that happens ,in the 
area. That is the imagistic method. 2 - . 

Th~s lack of didacticism was further emphasize~ by Williams in an, 

interview with Walter Sutton: 

~he design of the painting and o~ ihe 'poem lIve 
a ttempted to Juse. To make i t the same thing" And 
sometimes when l write l don't wailt to say anything. 
l just, want,to present it. Not ~ didactic meaning. 
l' don' t care about the didactiè me an ing"':"""the' moral. 
~o add sorne t~g is absolptèly repuisive to me. 3 . 

Williams discussed the intents of the Imagists and his role 

47 
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--in' 'relation to' ·their poetics in his, Autob~ography: 

To my ~ind the ~hing that gave us (the Imagists) 
MOSt a semblance of â ,'cause was not imagism, as 

;. sorne thought, but the. brie': the' poetic line and 
our hope of its recbvery from stodginess. 4 

lhiliàm~ saw the' "immedIat'e image" as essentially imp'ressl,onist-
, , 

ic. He was interested in the de-s,ign or pattern of the ,poem-the' 

,.J phenomenologica~' r~lationship the parts of the poem made 'to ea-ch 

other. As such, the poem became ln itself a reality, an object ... 

tha t was not s iJTlp 1 Y an Imi ta ti'on of real i ty. Speaking of the 

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

'He put i t 'down on the canvas 50 that there would 
bè a meaning wIthout saying anything at aIl. Just 
the relatIon of the parts to themselves. In con­
sidering a poem, 1 don't care whether it's finished 
or not; if it's put down with a good relation'to the \ 
parts, it becomes a poem. And the meanIng of the 
poem can be grasped by attention ta the design. S 

Two examples of poems b'y Williams that were wri tten in the 

Imagist mo_de and were impressionistic are "Poem". and "Thr Red 

Wheelbarrow"; 6 , . 
Thê Red Wheelbarrow 

sa much d.epends 
upon 

a red wheel 
barrow 

glaz.ed wi th rain 
·water 

beside, the white 
chic kens 

1 

What is immediately apparent in tris,poem is the influence of 

still-life paintings that was a~so evident in poems like "Metric 

figure," "Woman Walking,. \1 and "Gu:lls" in his collection of 'poems 
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entitled Al Que Quire!. In addi~ion to the vivianess of the col-
, 

.ors (the> "redne;;s" of the wheelbarrow contrasted with the "whi te-
, 

ness" of the chickens), the' relation of th~ 'parts lS asserted in 

the very first line of the P?em: "50 much depends." Tt is tllis' 

line that carries the po~m beyond mere impre5~ion becau5e a~ inter-
- , 

relation is asserted between objects thél-t,' i~ turn,' provoke thought. 

1..' 

Like a Cézanne painting, this P?em is a depiction of the inter­

dependence of aIl phenomena, reca~11ng- ~,stat~ w~ nothlng i5 

5eparate but rather in,harmony with other objects. ,The first -

line or this poem'asserts this har~ony'and, therefore, the reader 
j r C, 1 ~ 

becomes aware of a "mind" tha t ha~ estab~ished this èor.respondence,. 

The second example - i~ ,I1Poem": 

" 

As the cat 
climbed over 
the top of 

the jamcloset 
fi rs! the right 
forefoot 

carefully 
,·then the hind 
stepped down 

into the pit of 
the empty 
flowerpot. 

\. 

Nhat carrics this poeIn- beYQnd mere impression toward an aware-' 

ness of a "mind" 'perceiving a pattern i5 the attehtion to çle­

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

l , ing in a similar situation, we have not reall)' "seen" or noticed 

the delicateness of its -movement. : The attention to detail is 

... , 

.. . 
fi 

1 \ ~ , 
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apparent ln the exact manner- of the ca t T S movemen t : "fi r S. t the 

rightl. forefoot. . then the hi.nd". We ire made aware ,of the 

l tensIon of the scene as the cat steps into the empty flow~~pat. , , 

" 

One almost expects to hear th~ crash of broken pottery, but WIl­

- ----îia1ns' use of the adverb "carefully" crea tes a whole feeli~g of 

delicatene~s which seems"to be the purpose of this poem. l t lS 

almost as i~ ihe mo~ent h~s been frozen. yet 'the picture still 

conveys a~ intimation op actlvity and motion. that is the,basi~ of 

most still-life painting. 1 . 

) , . 
It is the intrinsic ,quali ty of life-a sense or "quiet" and_ 
".. l, 

kei t " ) that is apparent in ,these two po~ms. There "rs "an essential 
f • 

simplicity that lS evident here,.as 

part of ~the poet toward hÙ;' Isu~j ect 

well,"as a sincerity on the 
" 

mat~er. The reader I~enses 

the honesty of the poet as weIl as the poet' s fascinatioTL...with 
-

any asp"e'cL_of life,' however mundane or trivial it J!light seem ln 

. compari son wi th t)1e purported "grea t" themesf 0 f 1 i terature . Thi s 

attitude of simpliGity was asserted by Williams when he comm'ented 

on hlS first book of poems: 

It is typical of me to want my first book of poems 
to be called simply Poems. ,And also. typical thaÏ:.. 

~ the first poem is called 'Innocence' and the second 
T Slmpl fc i ty' . l appear to be~ s ta ting my case right 
from the beginning. The first line in the first 
poem reàds, 'Innocence can neVer perish.' l really 
believed. that then, and l really believe it now. It 

... is _something intrinsic in a man. And l still care ~ 
about simplicity. l hav_~_l>een outspoken. Ltry to 
say it straight," whatever is to be said. 7 

." 
T~e impressionistic qualities that werê involved ln writing 

puems stayed,with ~illiam~ throughout his early and Middle periods. -~ . 
, , 

.' 
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, \ 
Howeve'y.,. Williams ~rew dlssat{sÙed, wlth the limitations of I~ag-

ism early in the 19iOs, and it ~as for this reason that he joined . , 
Zukofsky_an~ the Objectlvists in an af~empt to integrate objec­

,- tivity. é!,nd sUb)ectlvity in the form of the poem. ' Zukofsky Tecog-
, ' . , 

.' n~zed the slmllarity of Willla~s' con~erns, and in his preface to, 

-

An "Ob] ecti Vlsts" An thology he ci ted ·four of' Will iams' poems-"To 

Elsie," "The Botticellean Trées," "It IS a Living Coral," and "Full 

Moon"-,..-as being among the poems which ex~mplif1ed the theoretica1 

princ1ples of Object1v1sm. 
, . 

For Williams, the objectifica~ion of an Image meant: 

.. Doth to intensif y its qualities and ta blur or 
e11minate the features of its surroundlngs. In the' 
same way, a pérson who 15 tobJective' eliminates 'aIl 
irrelevant or accidentaI respo~ses in arder to 'focus' 
his' mind more ent~rely on the subject of his experi­
ence. The operation of the objective of the lens is 
therefore analogous to the conventional meaning of 
objective as 'free from or independent of Pgrsonal 
feelings, opinions. . . detached; unbiased.' ' 

Yet th1S re fe r,ence to tl1e "ob] ect ive of a lens" (der1 ved partly 

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

form,'·and it was Williams' goal to integrate subjective content 

(psychic'çriterion) with ~his objeetivity. As sueh, Wil~iams 

viewed Objectivism as a step beyond the mere impressionistie pre­
~ 

sentation of' the ima~ ,in the poel]1: 

" 

: 

.. the poem, like every other form of art, is an 
object, an o.bjèet. th~t '"in itself formally presents 
i ts .. case and me,aning by the very form it -assumes. ' 
Therefore, being an, abject, it shoulq be 50 treated 
and c~ntrolled-but not as in the past. For 'past 
objects have about them past necessities--like,th~ 
sonnet--whieh have conditioned them and from whieh, 
as a form itself, they cannot be freea. 

The poem being an 'object (like a symphony or • 
cubist p~inting) it must, be the purpose of' th~ poet 
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to make his words a new foim: to' in~ent; that i~, 
an obj ecot con'sonant \VI th his day. This was what 
we wished to Imply by Objectivism, an antidote, in 
a sense, ta the bare image haphazardly presented 
in 1005e verse. 9 , ~ 
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Th~·bare,lrnage ~s impress~on was inadequate for Williams 

because i t fai1ed ta aS5ert the, rela~,ionship between the 'obs'er,ver 

and the observed. .commenti.ng indirect,ly on the, technical a-spects , . '. , 

of Im,ag:f.s.m, WiTliams stated:' 

o 

-h 

'Simply physical ot 'externa1 rea1isrn" has an imp'or­
tant place in Amèricà still. We know -far less, ra­
cially, than we should about oûr locali ties ,and our- ' 
selves. But' it is quite true that the photographie 
cam~ra will not help us. We can though, if we are 
able to see genera,l relationships in local settings~ 
set thern down verba t im Wl th a vi ew, to penet ra ~ion.1 u 

The obvious key phrase in the ab ove staternent is '''a view to pen'e-
'li 

t'ration." From this StateÏnent as weIl éJ.s·others in the body of 

his crit'ica1 ',writings" we can .conc1ude that Williams ,wanted to 

penetrate, into the ernot lonal' ,real i ty of the re l~ t~onshj..p between' 

the poet and the inexplicablé world of phenomena that surrounded 

him .• Ohly when this was achieved wit~oui preeoncept{ons and 

learned rhetoric eould the pOèt Vlew the world as an essentlally , . 

,"new" experience arid thereby permi t the poem ta exist as an ob-

jeèt unto itself: 

A ~an writes as he does because he doesn't know any 
better way ta ao it, to represent exactly what he 
has ta say CLEAN of thy destroying, falsifying, be- ~ e 

smutching,agencies with which he is surrounded. 
EveI,"ything l?:e does is an explanation. He is always 

, trying his very best ta redefine his work until it 
is nothing el se but 'use fuI knowled'ge', I say every­
thing, everY,minutest thi~g that is part of a work 
of art is gQod only when it i5 useful and that any 
other explanation of the 'work' would be less useful 
than the wark itS~lf.ll 

, . .. 

'. 
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~eaning, therefore, was d~rived from' the ~tithenticity ~~~îhe pq-
~ '...J 1 • 

etic,imagination (the subjective mtn~) asserting a 'congruity with 
, -" 

the 'world 0 f 'ob j'ec t ive reai:Üy.' The p~em as this se'l f -sufficient 
<:. ~ .. # '. ,~ 1 1 - ." • .. • ~ .. 

object presen,te,d t9 the r~ader' the world,?f t'he artist wh'ieh was ' 
_,_ 1 

a 'f'wo,rld .of the imaginat ion wher,-e there is nothing, but truth arid , 
, ' 12 

beauty. " , 

. '- In h1S, intr~duction ,to The Wedge, \\rill,i'ams ~e'fined th,e- -
/ -

.. ' p.o~rn ~s lia sm'all' (or largé) machine· made of \yords. When l say 

~'there' s nothing 'se,ntime:ntal about a' poem l mean that th.ere càn',-be 

rio part, as in 'any' other mac'hin'e', 'that '15 redundant .. ,!~,3 ,The use 
, , 

of', the term "machlne" seems to ipdicate an emphasis on the purel)' 

objective, 'devoid of any subjective or. emotloflal cpnte"nt. How-,,' , 

ever, Wllllams went on to expand on the dual n~ces5ity (the suh-
l' ' 

jeçtiv,e and' the ?bject~ve) that went into the, construction of :t~e 

poem. Fi rst, he d'escri bed the role of the poet as ,the' orderer o'f 
" 

,the objective data he 'had gathéred: 

Wnen a man makes a poem, makes it, mind you, he 
takes words as he finds them idterrelated abouc him 
and composés thern--without distortion' which wou1d" 
mar their exact significanees--into an intense ex­
pression of his perceptions and àrdors that may con­
stitute a revelation ln the speech that he uses. 14 

'Here, the "perceptions and, ardors" o( the poet may be equated ,wi t'h 

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

The poet had to feel sincerely in order to communicate the inten-
. . 

~s i ty 0 f the experience tha t, had prompted him to wr.,i te in the fi rst 

place. Secondly, Williams stated the manneroin which the pQem . 

became'-an- obj ect, suffic ien t un to i tsel f: 

It isn' t "wha t he says that coùnts as a work of art·, 
• 

'. 

l' 

-, 
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, / " i t' s. wha t'-he 'makes, ~i th 'su'ch intens'i ty , o:È pe'rcep­
~ion that ,it lives with"an i!1trinsic movemerit of ' 
j Hs' own to verify its authenticity.lS " " 
1 • 

54, 

\ The ,s~atement "intrinsic movement of its own'1 implies the objec,-
, , 

~ . 
~iviiy that must b~ appa~ent ~f the poem is ta be succ~ssful. 

,The' po'em had to move be'yond a purely personal and subjective, 
J, , ' 

. ,stat,~ment":to',.t,Qe_ larger sense" of a unive.rsal, experience. The ob,-

," 

, , " \' . 
,0' f > j :c~~:~ ,-va,lidi ty j~~ained. in the fact tha t, the leader' s 'im"agi.na'-

........ ~ -

oC :' 

,tion..,c.o}tlq. accept th~ poem as, the in~eI).se p'e~c~p.tion of an indi-

. vidual who reè-ogni,ied' cer,ta'in truths tha t~re basic 'and .... authen·-o· . ~ --

tic' "and-t the~eby ext'en'aëd bey~d the lim'i ts of onè' s' sUDj'ec'tive 
1'" •• \ 

, 
'exp~rience to include a large~, more objective whole. 

l, , 
, 

.,wi.ll iams, feIt t~at the p"Oem had to be mQre than the simple 

reite-"iation of obj'ective data .. ~ He feit- that the subjective a,nd' 

- the objective had t~ be equally present in à poem: 

. the artist is' limi ted t'o the 'range of his c,on­
:tac:t with the objec,tive\world." True, in begetting 
, his poem "he takes parts from the, imagination 'but ,i t. 

is simply that wdrking among stored memories'his 
mind has drawn p~rallels, completed progressions,._ 
transferred units from one c?tegory to anather, 
~clipped here, modifîed there. But it is inconceiv­
~blé that, no mbtter how circuitou&ly, contact with 
~n immedlate objective world of actual experience 
has not Deen ri

7
gorously,maintained. 16 ... 

Therefo!;e, as difficul t as this was to achieve, the ideas ln 
,-

ÇI. 

poem had to stem from a primary impression .of the 9Dj~ctiye world 

-"No ideas but in things ." . 

The tension between thè subjective and the' objec'tiV~, pe,-

,tween the words (ideas) and the data (things) in' the,poetics of 
" ' 

Will iams, ~as not'ed by Joseph Riddel: 

Words are not things for Williams. nor'is he'guilty 

r 
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. ,., 
of çommi tting hims,elf to the pa the.tic task of re­
storing ,~ords t~ some lost 'ideal identity with 
thin'gs. On the cont;rary, his compulsion to restore, 
language to its factici~y to iharpen the edges .of 
images, aGknowledged the fundamental difference b~~ 
tween the word and the thing as the very thin~ tha~ 
defined this relation, Facts became facts in the 
i-elation provided them by language. And poetry,' 
original poetry, is the refre~hing of the ,discovery, 
of this Tel-ation. 17 

Whe'n Williams stated th~t "it is not what you say that,matters but 
là-

the manner in ~h~ch you say t't" ,,18 he was alludin'g 'to' this funda---
. 

mental ,uSe o.f langué!'-ge to serve as the means of relating .thè sub-

jective, .inn~r wor,ld to the objective,' outer one. Williams was 

,,~ain.s·t e'mot~ons ;for:. theïr ,own sake' a'nd believed tha-t em?tions 

,did. not contFol the poem, rather the objective mind "whi!;h' drives 
, ~ ~ ; , - .. '" " , , . ~ \ 

an.~ sel'ec'ts among th~em Cemotions) as though they wer-e a pl:!-ck of 

trainecf hounds. ,,1,9 

Williams thus,discriminated between the sUbjectivé and'the 
, - ... ",i 

objectiv:e by rejectlng particular, and sentiment'al ,emo,!:ions: "t'he . .. ~. 

- • ~," , ,1 

is that peculiarity w.h~ch· give~',an object a 'charact~r Il> 

The' ~~~ociational or sentimental valu~ is 'the false;,',20 ,by i tself. 
" . . " 

'This. "true value" 'was acJ:1ieved only through the poetic. Imagina::. ' .. . 
,tion which examines the aRprehendab;le, phy,sical real,i ty of the ' 

" 

objective world. Implicit in this concept of a poe~~Imagina-
tian were two factors~' The,"first factor denoted a Mind that 

r 

," 
:~ ought to "re.Çonc ile Hie' persona.l, 'subj ecti ve ~xperience"of 'thë 

I)Qet with a lar'ger awareness of 'the extèrnal wo,rid. The "dance 
" -

'of the Îmagination" was therefare .one o{ the pé~t~c Mind that be­

'carne a Self only iJ?sofa:r ,as i t .est'ablished '~ela ~Dions wi th the un-
.,. 

known .and comm4nicated·~his relation to others via the medium of 

of 
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language. 'Poems':'-attained power th ough an a greater, 
, ' 

'ln~tap1iysical struc ture: '. 

, - . 
. . a p'l;)em is tough by no uality it borrows from 

a logical reci tal of events or fMm the events 
themselves but solel from th t attenuated po er 
which draws perhaps many broke things intb a dance 
gi:ving them thus a ull being. 

. 
" The secon,4 factor im ll.ci t conce:tiot of the 

poetic I~agirtatiôn' was t.he seeming contradic ion and di f'peul ty 

of the artist ever attaining an equal subj e9tivi ty 
,;. 

'\ ' and- ob j eeti vi ty in his poems<>: '\. 

,,0 But the thing that stands et~êrnal,lY the way '~f 
really good writing is always one: the irtual im­
possibili ty of lifting to the imaginati_o those \ 
things whiCh 1 ie unde!"" the dirèct scrut,t y oL oth\e 
senses, c:lose to the nose. 2 2 , .' _ . 

, . 

T~rOl,lghout his career as a poet William'S wa~,;onstan ly co~cerned 

with reconéilingc.this dilemma of t'ranslating sen;sory 

~n~o "the, logical constTucts' of language wi t'hout '1.o'slng" He O~exture 
'" . 

of the, ex,p~ri'ence in the rhetoric~ The first step, he 

for the' ,:poet to' assert the uniqueness of e~ch, "obj,ect'1 ab ft which--" 
0, \ 

he wrote. Do ing this, the poet "discovers in th~.ngs. '~hose . nim­
G 

.i table. ,particles 0:( dis~imilari ty to aU otlier things which re 
Cl 

the peculiar perfections of the thing in 
. 23 

question. " 

.. Williams' conclusion was that the artist must possess. th~ \ 
'\',' : , 

p'sychic and technical cons idera tions eql:lall"y in, I:is poet ry. (In 

this case "psychic" may b~ taken ~~ me~n a humàl!-ist~nce'fn.) 

The areist was "he with the most profound insight into the lives 
~ 

a 

of people and the widest imaginative sckill in i ~s teehnical in­

--t:erpretatiods--or any part thereof. ,,24 Williams' principal 

.. 
\ 
\ . 

", 
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cqntribution to t~;poe,tics o~ 'open-~erse lay °:in his ab~li ~~ to' 

define this ps~chi"c' triteri.on·" i:n~ t-.eTms', o.f a n,ew "measure" for 

"poe-tic speech, a m~asu~€ th~t ,.rn~ègrat"ed ~~he fo:-m., o~f t~e )po"~)l'; "as, , 

" 1 
i t appear d""'âs \Terb~ utterance on th,e page in- a technical sense'" 

," 

with' attitude of t~~ pdei'tow~rJ hi~' sùij,é~t mai~er, a~' 
.... 
", 

Joieph Riddel noted: 

Language is Williams' measure of man. Man lives in 
the house of language, and carries out ,his transac­
tions there-; ''''And language is the peFfect instance 
of touch as measure. , Th rougIr language man touche s-. ' 
the world of things. He ddes not·fake possesgion.&f 

. "~~ _ ,the wbr'ld but take'5 his place in i t, not as subj ect 
~~----- . bllLas obJect. Through language man touches other 

. m~n; he beco~es a self O,nby in his. relation with-t'he 
. other and to the unknown. This is objectifi~ation, 

knowledge. 25 

Williams sought to embody in a work of art the elemen~ of 

" "tïinelessness" w~ich, he felt, was evident through the world of 
f} 

the senses and was 'depicted in t~e sensuality of a work of art. 
'" 

De~criblng the rol~ of the artist in the creation of ~ work of 
; ô'>... _ • 

art, he ·sta ted:, liA work of art i,s important only as evidence, 

in its structure"of a new ~ld which it has been created ta 
, 26 

~ffirm." Yet this "new world" did not confIne the artist to 

an ivory-tower of the im'àgination:' Willrams"felt that <rll art, 

aIl experience, was rooted within the actual, physical world-,-and 
" ; 1 

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

the real. The artist, he 'Wrote, "dÇ>~? not translate the sensu-

ality of his materials into ?ymbolsO but deals with'them directly. 
n .. ,.. 

> ; 

By ~his he belongs to his)Wo:~d and time, se~~ly,:realistic-

ally.,,~7 

The effect Williams strove for as an artist ~and .this ,"was 
" l, ". '-
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, . , 

a testament. to 'his humanity) was to a~sert a rela:fiv..e... truth or " 

~ns~ght that ~oûld.be ge~e~all~ applicabl~~ To do this hè sought . ~ , \ 

,to'keep -him~elf ."objective enough t sénsual enough'" 50 that his. 
, . 

audieI'l:ce "may the béfteli' se€, t'ouch,~ taste, ~énj oy thei r own ~orlJi 

di ffering as i t may from mine. 'By mine, the~;L:fferel)t, cart be 
_ 1 1 ~ J 

, , 

di5c.overed to be the 5ame as ·r, 'and, t~:row~ into contrast, wi 1~ , 
1, . . 28 

see the implications of a -general enjoym,ent tnrotigh me .~' 1'his 

commi t'ment to' the communi çation' o( the sens'uai i ty ,of the poe'!,'! 5" 
, , 

·experience was apparent in Williams " use of.. an idiomatic poet:j.c 
~ , ./ 

. .1anguage-wha t he defined as the' sen'se of "me~sur:e" that a ttempt,-
. , 

ed to integrate subjectivity and objectivity' or psychic and tech-

nical criteria within the poem. 
,-l, 

-Williams rej ected past notions of ,poetic ,structure and 

felt: that modern poetry was in the process ôf perpetua'ting a . .. ~. , 
'- , 

. B revo 1 ut ion in the concept ion of' the poetic foot. ,,29 He bel ieved 

that in the past "there was ... a subject matter that was "poetic' 
" ' 

a~d in many minds that is still ~oetry-and exclusively so--the 
, . 

1 beautiful' or pious (and 50 beau,tiful) wish expresse4 in ',beautj-

" . 30 fuI l'angùage-a dream." However ~ going beyond this "roman,tic" 

notion of poetry--the same notion that Pound had criticized when 

> he referred to the nineteenth eentury as a "blurry, JJfessy so,rt 

~i -
of period"-Williams offered that "there _~ouldo be a ne'" subj eet 

màtter and tha t tha t was not in faet the poem a t aIl," meaning 

" that "the serious poet ha~ admi tted the whole armamenture of the 

~ndu~trial age to his poems. n31 

The only aspéct· of ~he poem that Williams upheld as perm-
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anent, ar~'d sacrosanct was structu;e and" a.s a resu) t, the only _ re-: 
~ " \ ' 

ali ty the p.oet cou,ld )ŒOW' was thé "mea'sure tt ,associated with it. 
~. • ~ , l' ... 

< ' 

Williams, felt ,the necessity for 'a new me'a~ur-e because: , , 

. , 

, ' 

, Our li'ves "also h'ave lost ,â'11 tbat in the past ~~ had 
, to measuré them by, ,exéept outmo'ded standards that 

aré 'f)1eaningless JO us. _ Jn the same wây our verses, 
"Qf which our poems ire 'made, are 1eft without any 
metric,al constTucti1' of, which you can speak,' any 
recognizab1e, any n w measure' by which tbey can be 
pulled together.~2!,' _" , -
- '/' '. . '. \ 

, ~ '1" 

-'1herefor'e, tY.§~J.e~':,measu~é" would i~V~1 ~é lia new way of 'measur-

, ing -that ,will, be' c'ommensurate wi t1) the soéi~l, economic W'orld in' 
" . ' 

, , ' C • 

which we 'are li-vi'ng' as contrasted wi th . the past. It is, in m'any 

ways'a'nif~e~erit world from the past calling for a different 

. 33 measure .,11 " Williams, therefore rejected the'past structures and . - ., . 
. ' ." s\J,bsequent val ùes' beéausé of -his conc~rn' wi th the, immeciiacy' .of 

l " 

,expe,rlence. In thi? way he laid the groundwork for the open-
,0 ' 

verse of OIson and Creeley that sought to include ahy aspect ~f 
, • , ' , ~. 1 --

exp~rience into the structure- o.f 'the. poem. By being ~Iopen" to 

the demands of the immediate ,worJd,' this measuré' o.f Williams em-
" , 

braced new, psychic concerns within the structural framework. 
• l ,~ .. ' 

. , 

Williams 1 p:redispos'it.içm ta, the, r~jection' of the past. and 

ç a plea f.or an open-for:m~ poetics .came as a partial reaction against 

the predom~nant influence of i.·~. Eliot'~'poetry and poetics in­

the 1940s .. In his Autpbiography,'Williams described Eliot's Th~ 

l'faste 'Land as "the great catastrophe to our letters '1 because i t 
, 34 

"gave the'poem ba~k to the academiGs. 1J WilliaII!S felt that 

Eliot was in ppposition to the'movement'he was involved in, which 

was tlthe redisc~very of a primary impe~us, the
l 
elem~ntary prin-

, . , , 
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'1 l 
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ciple of aIl art, in the local condi tion. ti3!; the ('local condi": 
:.,.- - -

',t:i:on," for Willïams,. me.a~t a rejeC")ion'of the past J of a binding' 

, . t'racÎi tion tha t,bel ied discovery of a ne"w ferm and fresh ;_0 original 

po.etic languag~._ 
, - - - ..... 

. ' Perhaps the most.fiercely rejecte,d 'work' of. Eliot's by Wil-

)iams and the o~her ~ro?onents of open-forro poetics like OIson - . . 

and. Çre'eley was the essay "Tradi tion.' and the Indi vidual Talent" 

whiçh.~ppe~red as'part of a collection, The Sacred Wood, in 1920 . 
. 

r .. S. ,Eliot felt, that tradi,tion played .an In,tegral ~a1';t in the 

sensibility of the poet: 
\ .. 1 • ~ 

It (tradition) involves, in the'first place, .~he 
historical sense, which we may calI nearly Indi~­
pen'sablé to' anyone who· would continue to be 'cr poet 
heyend his twenty-fifth yeat; and ,the historical' 
,se'nse invùl ves a perception,- not onl y 0 f the p'as t-' 
.ness of the past, but of i ts presence; the histor·­
ical sense compels q man to write, not merely with 
his own genèration, in hii benes, but with a fee~ing 
that the whole of literature ~~Europ~ from Homer 
and within it the whüle of the literature or his ' 
own cOUntry has a simultaneous eXIstence and com­
poses a simultaneous order. This historfcal sen~e, 
which is'a sense of the timeless as weIl as of the 
,t~m~oral and of the timeless' and of the temporal 
together, is what makes a writer traditionai. And 
i t ,is a t the s,a-me' time what makes a wri ter most 
acutely conscious of his place in time, of his 
contemporaneity.36 , 

Eliot aiso referred'to the ,concept of a universai "Humanity," 
, 

"the mind, of Europe. . .which pe (the artist) Iearns in time to ... 

be much more important than his pri vate m~nd .1,37 This statement 
-

see~ed to focus on the notion of an absolùte truth as opposed,to 

thi'r~lative, personal truth that Williams, OIson and· Creelei 

.. '" ~ 

-" , 

_::---

argued for in t~eir poetlcs. 

was in dir.ect opppsition to 

In addition', the, "mind of Euro'p~ 
Williams' cOI'l;ce'rn with a local liter- . 
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ature, histori, and idiofu that was expounded upon in his collec­

tion~of e~5ays entitled In the American Grain where Wil11ams 

stated a case for the pr;macy of American culture. 

Eliot alsa argued that ~the progress of an a~tiSt is a 

co'ntimial sel{-sa'cr1,f1ce', a cont1nual extinct~on of persona1i.ty, ~,38 
. ' 

there~y asserti~g.an i~personaJ theory o~'poetr~ with regard to 

the relation of the poem to its author. 
~ 

rhe mind of the poet, 
-;:: 4 ~ 

',acco'rding ta El iat, "may partly or exclusi vely opera te upon the 

e;xper ience 9 f t,he man himsel f; but,. the 1Jlore perfec t the art ist, 
. 

the 'more pe~fectly w1II the mind digest and tTansmute the pass~ons 
, 39 < • 

which are its material." Eliot's use of the term "transmute" 

is especially interesting in the previou~ passage. Transmutation, 

,particularly ln this context, lS an alchemical term that refers 

to the 'process o.f transforming' baS'e substances into a more pure , 

form. Eliot, wisheq ta "transmute" th~ "base" em"otions and pas-.· 

sions (the subjective)' into' 'a "rar~'" or purer' construct of the 

intellect: "For i t i's nôt the 'greatn~,ss', the intensi ty, of 

the emotion, the components, but 'the intensity of' the artistic, 

process. 
. 40 

.that counts." 
~ 

This outright reJection of a pas·sion-

ate, sensual response to the objective world ran counter ta W:il-

liams' belief that aIl art, aIl experience, was rooted in a psy­

chical (and c~nsequently personal) a~prehension of the world. 

T. S. Eliot's poetry and poetics thus rejected the emo-

tional content w:j.thin the poem. He felt ê:'hat: 

It is not in his personal emotions; the -emotions pro­
voked by particular events in his life, that,the 
poet is in.~ny way remarkabl~ or interesting. 41 

\ , 
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-Eli~t also distinguish~d between the common em6tions shared bY 
'. 

men and the "ra.rer;" purer em~ion of a poem: 

The business of a poet is not to find new emotions, 
but to use the ardinary ones and, in working them 
up into poetry, to express feelings which are not 
in actual emotions at all. 42 

One can,n'Otice almost a .distaste for human problems, feelings and 

passions in this passage. It is as If emotions were slovenly, ta 

be "worked up" into poetry, WhlCh impl~ed that,emotions needed to 

be made to cohere in a more orderly fashion through the use of 

poetic language. 

Eliot was against the whole notion of a "personal"~v~ew­

point being expressed' in-the poem (precisely what makes Williams , 
\. . 

and 'Creeley 50 readaole), because. he felt ·that:' 

Poetry is, no-t a turning loose of emotion, but an 
escape from emot~on; it is riot tEe expression of 
personality, but an es~ape from personality.43 

• In orBer to compensate for or to deal with the elements of sub-
" . . 

1 jectivity and emotion E~iot, in the essilY "Hamlet and His Prob--

lems, n d~ notio~ of an "obieéh ve correlative" -tha:t 'could-­

serve as a means af. or formula for ex~ressing .emoti,ons.: 

,. 1 The only way of expressing emotion in the form of 
art is ,b'y' finding an 'obJ·esti ve correlat ive'; in 

'otHer words, a sei of objects, a sjtuation, a chai~ 
of events ,which shall be the formula 'Of' tha,t partic-' 
ular emot~on; such that when the external' facts, 

'which must terminate in sensory experi~nce4 are 
given, ,th.e emotion is immediately evoked. 4" 

~ 

" 

Eliot's "The Love Song of J. Alfred Prufrock" is a~perf~c't 
( 

example of the use 'Of the "objective correlative." Yet, despite 
o 

'the technical brilliance of this poem in its use of lang~age, 

metaphor, allusion~, and images, what remains aftér reading this 

! 

- .' 
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.. 
seemingly mc:'st em~otional of testaments is a perrsonality without 

substa:pce., I t can, 0 f cours,e, be argued tha t "thi s was exac tl y 

Eliot's intent. However, "Prufrock ll is really a poem,with tnean-
, 

ing but li,ttle substance. ,. It remains as not much more ~han a 
, 

deliberately satiric portrait of,a neurotic, despalring persona~-

ity who lacks personality perhaps because the projection of the 

poet himself into his work lS missing. 

How much more real (and comlcally pdignant) is the portrait 

of loneliness l'hlliams paints in "Danse Russe": 

, ' 

If when my wife is sleeping 
and the baby and Kathleen 
..are sleeping 
and the sun is a flame whi te- dise . 
in silken mists 
ab ove shining trees,-­
if l in my north room' 
dance naked, grotesquely 
beforeqmy mirror 
waving my shirt round my head 
and s~nging softly to myself~ 
.. l am Ion el y, Ion è l Y • 
I was born to be lonely, 
l am be s t s o! ' 
If l admire my a~ms, my face 
my shoulders, flanks, buttocks 
again5t the yellow drawn shades,~' 

Who shal.l say l am not ~ 45 
the happy genius of my household? 

This portrait of Williams, the venerable pediatric~an and family v 

, 
doctor, dancing naked in his room i5 both comic and touching. Even 

though the poem is optlmistic (after aIl, he is ,the "happy genius! "), 
, -

there i5 a sense of bemusement and wonder at the fate of Man who is 
. 

aware of his alonene5s in an inexplicable world despite-seemingly 

familial comforts. 

t.. l , 
J J~..c 
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-
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Williams.' poem affirms the mystery of one t s se.emin,gly meaning-

less humannèss. 
, ; 

-Will iam~ re] ected the "rare" manner of Eliot' s poet1iy ~and 

- even applfed thl~,crit~cism t~ Pbund because he felt that a new 
• ,_ 1 

poetic languagé' had 'to' be discoye'red to provide for a fuli ppychic 

and technIcal measure' in a poèm. nr~ words of the poem 'had to 

fit the' occaSIon of th'eir utterance aTld, for thlS purpose, Wil­

liams t "measu're" came to include a proprIoceptive, awareness of 
• !" 

the poet~s place and role\toward hlS subJect matter that was ex-
~ 

'pressed ,through the- idiom of common ,speech,: 

l've .always wanted ta fit poetry into the life around 
us because I love poetry. l'm not the type of poet 
who looks only qt --the rare thIng. 1 want to use the 
words w~'speak and ta describe the thIngs we see, as 
far as it can be done. I abandoned the ra~e world of 
H. D. and Ez ra Pound. Poet ry should be! brough t Into 

~- the world where we live and not be sa recondite, so 
removed from the people. To bring poetry out of the 
clouds and down to ~arth I still believe possible. 
Using common words ln a r'é.l;re 'manner will advance the 
cause 01 the Paem infinite~y.46 

J 

In this partïcul a'r in stance, the "rare manner" may be in terpreted 
\ 

as the psychi~ stance the poet takes lo~~rd his subject matter--

the manner in which he bripgs his Self to interact wit~ t~e world. 

The "new measure," for William1, implied a type of struc­

tural concern whereby the lan'guage of~ the poem carresponded to 

r the "intensity of feeling" (Creeley's phrase) thus evoked. ,Wil-
- J 

liams stated: 

. Most poems 1 see today are concerned with what they 
are saying, how profound they have been given to be: 
So true lS this that those who write them have for­
gotten ta ~ake poems at aIl of them. Thank God 
we're nat musicians, with our lack of structural,in­
vention we'd be ashamed ta look ourselve~ in the 
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, . 
face other,wise. There ,is nothing interesting ln 
the construction of our pdems, nothing that can 
j Dg the ear out of i ts boredom. 47 -

65 
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'1 

/ 

Williams suggested that the poet should attempt to achie e the 

effect of a pure or clear line or a clear statement by ',trying to 

48 speak outrlght." 

In addl tlon, Williams fèl t "that the poem had 

explicit statement that directly linked reality to 

to make an J 

1 
the' poetic 

,1 

"idea ll
:\' 

\ 

, Measure, an anci~nt woro in poetry, something we 
\have almost forgo t t en in i ts 1 i teral signl ficanc,e' 
as something measured, becomes related ~gain with 
the poetic. We have today to do with the poetic, 
as always, but a ~elatively stable foot;-not a 
rigid one. That is aIl the tllfference. It is that 
WhlCh must become the object of our search. Only 
by coming to that realization shall we escape the 
power of these magnificent verses of the past which 
we have always marveled over and ,still be able to 
enJoy them. We live in a ne~ ~orld pregnant with 
tremenaous possibility for énlîghtenment but some­
times, being old, l despair of it. FOT the poem 

\
~WhiCh has ~lways led the way to the other arts as 
to life, being explicin, the only art which ±s ex­
,plicit, has latèly been left to fa'll into èleèay.4'9 

This discuss ion 0 f "measure" by Wi Il iams found i ts way in to 

, '0 

the common rhythms of everyday speech in its prqctical application, 

especially in the body of his later poems. The "hint,s toward com-

posi tion',' Williams presented invol ved a 'view of language that 
- 1 

came to correspond with Olson's and Creeley's ideas on open, p~o~ 

jective verse. The "new" speech of Williams was an assertion of 

the posibi+ities implicit in' the "American idiom": 
" 

This does not mean réalism in the language. What. 
it does mean, l think, is ways of managing the ' 
language, new ways. Primarily it means to me oppor-

. tunity to expand the structure, the basis, the actual 

, ' 
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making of the poem. \ 
It IS a chance to attack th~ language of 

the poem seriously. For to us our language IS' 
.serious ip a way that ,English is not. Just as. to 
them Engllsh lS serl0us~too serious--in a way no 
dialect could be. f But the dialect is the mobile 
phrase, the changing phrase--as thelr languages 
were to Chaucer, Shakespeare, Dante, Rabelais in 
their day. 

It is there, in the mouths of the living, 
that the language IS changing and givlng new means 
for expandlng possibilltles in literary expression 
and, l add, basic structure--the must important of 

.a1l. 50 

, " 

66 

By "baSIC structure" WillIams meant a "live syntax," not . 
, ' 

unlike. Fenollosa's prescription for a language charged with ener-

gy through the use' of active vé,rbs. Th~ increased use of ndia-

leet" in WiIllams' poems--the use of an "American i.diom"--promo-

ted a poetic speech that was ln direct relation to the' personal, 

subjective world of the poet. The utterance of the poem~ there­

fore, correspqnded to t~e natural speech of the poet and the 

form of the poem could serve as oa direct testament to the natural 

way the poet' s~oke, aijd' moy~~ with .the~intensity of his emo~ions , 

'IIi, tha t· became 'evident in -the trans'cri bed language. Will iams j ùst,i-

fied the use of the "American idiom" by painting out his nat~ral 

affinity to tha,t speech: 

1 said what l ha'd. to say, using the American idiom; 
l felt·free with It. The rhythmical construction 
of a poem was determineâ for me by the language as 
it is spoken. Ward of mouth language, not classical 
English. 5l ' 

The lang~age of the poem had to arise from an acute experience of 

the local conditibn. This local condition, for Williams, was the 

American environment, the world he 'was intimately familiar with, 

and his l~nguage was the spoken language of the people: . , 
'. 

'. 
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1 couldn't ~peak lik~ the acaaemy. It had to bel 
modified by the conversation about me .. ~ot th~ 
speech of the English country people, which would 
have something '-artificial about i t; pot that, 'l?ut\ 
language modified by our environment; the Amerlca~ 
environmen t. 52 

... -
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In addition to defining the use of language and its canse­

quent expression through Tdiom ,wi th'i~ th~--poem, Willia:~s descri~bed f ,-
the common subject matter of his--poems as the concern with the 

e~eryda~ experiences of the poet~ or what can be seen as a COh-

cern wi th mundani ty. "Ml)ndani ty" 'is certainly. not being used here,. 

as a term of disparagement. Yet,if lt1e look at a poem like "This 

is Just to Say," we wonder whether, in fact, this 

aIl: 

"-

This is" Just to Say 

l have eaten 
the plums 
that were in 
the icebox 

-and which 
you were probably. 
saving 
for breakfast 

Forgive' me 
they were delicious 
50 swèet ' 
and 50 col,d.$3 

"poem" at 

.. 

Certainly the concern of this poem (its subject matter) 

seems to be anti-poetlc with respect to poetic tradition. If we 

examine its theme we are similarly baffled. Reading into this 

work we can vaguely disc~rn ~uilt (far having eaten the plums) 

and a type of justification through the praise. of theiT sensual 

delight C'so sweet/ and 50 col,d"). Yet William~ justified this 

( 

" 
.~ 
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concern, ~ith the mundane'when he stated: 

and, 

, , 

.everything in our lives, if it's sufficiently 
au'thentic to our lives and touches 'us, deeply enough 
wi th a. certain. amount of feeling" is capable o.:f 54 
being organi~ed into a form which can be ~,p0e~. ' 

You see, the theory is ... that you can make a poem 
,out of anythtng. You don't have to have convention­
ally po~tic material. Anything t4at is felt, and' 
that is felt deeply enough or even thax,gives amuse~ 
ment is materia~ for art. 55 

If we accept this, then we can accept this poem as an auth~ntiç 

, , 

" ' 

/ 
" 

statement on th,é part of Wil~iams of sensual delight ,in the wq'rld. " 

<1 The poem's psychic "measure"'rests in the felt and shared amuse-. . .' 
.ment that is communicated to-the reader. 

. ' , 
~illiams believed that his poetic materiai was anti-poetic 

with respect to aécepted tradition: 

AlI poets have a tendericy to dress up an o~dinary 
person, as, Yeats does. It has to be·a spe'Cia,l 
treatment to be poetic, and l don't acknowledge 
this at aIl: l'd Tather look at kn~old woman 
'paring her, ~ails as the essence 9f the "ant,i-poetic" . 

.1 wantèd to get to the real situation, not 
huma,n nor aesthetic-almost a philoso'phical truth" 
which ~an ignore aIl human categories.~6 

l 

Thé .reference Williams made to the image of "an old woman paring 

'her nails·II was a' basis for the justification of his concern wi th 

the mundane. 'Wiliiams was against abstraction ,in poetry. The 

,"philosophical truth" was the recognition of an order, a tr:uth, 

r/~~gained from an app~ehension of the concrete world: 
/ 

'It is th~( fashion of the age to be abstract but th~ 
reali ty of what we see puts a· vigor, a sturd~iness 
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 ,aIl, even if we must share our star 
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, . 
wi th a feif others: And if aIl truth contalns ·every-· 

,'"thing, why, is not this world a-part ,of the whoJe 
truth, the very existence, a ~reater mY5tery than 
any other mere abstract.,law. 57 

, 
, , . 

Will,iams' conceFn' with language as an expression of -the 

-poet~c ,experience resulted i~ the ~heor~ticai groundw~rk he la~d 
, .. 

ror the i~tegtation of .form ~nd content- in the poem that was 'the 
~ , , l' 

, . . " ' . ' .-
basïs :fo'~,Ol~on's ançl Cre:eley's'projectivist poetics. Williams 

, , 
, 

felt.'that it w:a;? in t~e,poetic "line" ,that a weIl conceived form 

within which modifi,cà~ion might" exist' occurred. ' This mÇ>dification 
, 

c.a~e' to exist in his ~oncept of the Hvariable foot. Il If was here;, 

'Williams felt, that invention c~~ld take ,place. Williams desc'dbed 

~ -' " " this in ~ letter to Kay Boyle: 
. 

,The metronome beat of doggerel m~kes us ~estless, 
lowers.' u:; te- non!?ense. The forced' timing 0 f verse', 
after antique patterns wearies us even more and 
seduces thought even more disastrously-as in Eliot's 
~ork. 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

Q 

indïcation that'they are not dragging a gURny sack 
flavored with anise around for' us to follow, but. that 
there is·meat at-the end of the hunt f6r us--and we 
are hungr)r: 58 

. 
Williams' t~eory of the "variable foot" was based on the 

-model of the poem in Pa'ter'Son , Book Two,' section 3: . ) 
The descent beckons 

as the ascent beckoned 
o ' Memory is a kind. 

of accompl~shment 
a sort of'renewal 

even 
, 

an initiation, gince the spaees it' opens are.new 
place~·. 5,9 

We can read this poem m.etricilly 'in- terms of r,ising and falling 

, 
.' 

, , 

" 0 
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... , , 
actlon . l'le pause; brie~~y '0' after. th.e first line to thipk, to 

" 

evaluate the emo~ion belng expresse~. The wcir4s plot the move-.' me~t of-the poet's mi~d as it asserts and ruminates over the idees. 

It is possible t'o note here W~lliams' ï~fluence on o'ls'on's units 

of breat~ (which will be fuyther discus~ed in.Chapter III). We 

c~n, ~ee the ,content of the poem gi ving shape to the pcret,ic form. 

The theory of the ,"va:Tiable foot" is made' even- more explic-i! in 

Williams' ,"Asphodel, that greeny flower." The structure of the 

perceptions as the y Capte to exist in tf~ liIte-s of this poem was 

%een by Will iams as "a way of escaping the formlessnes s of free . . ~ 

, '\. 
.. (! 

Will iams' aim iJJ ·"Aspho·del. ~.,' " (one of the last poems 
" . 

he was to write) was to break up stand~rd metrical patterns: 

Thus", in or()der to. get away from conventional patterns, Williams 

divided the lines by breath, by lnflection. This: "measure" tried 

to integrate the music of t'he poem {the "beat") with the pace of 

the eme>t'ions tha t d\cta t~d the flow-of percep·tions. Williams dis­ • 
cussed this technique at length with specifi~ re~erence to his 

poem, "To Daphne and Vi:rginia, l,' .in a letter to the poet, Richard 

Eberhart: 

The stated syllables, as in. the best of present day 
free ve~se, have become entirely divorced from the 

. beat, that is r"'the measure.' The musical pace pro­
ceeds without them~ 

. Therefor~ the measure, that is tO,say, the count, 
having got rido of the words, which held' it down, is 
returned to the music. ' , 
~ .By measure l mean musical Pé!ce. Now, with music 
in.our ears the words ne~d only be t~ught to keep a~ 
distinguished an arder, as chasen a character, as 
regular, according to the music, a~ in the best of ' 

• 

prose. t • ..----------

;: 
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o , 
,. 

, , 

. "By: i t~- mù-s ic sh:all,·tJ1e, best" o'f 1 modern 'l,ferse be . _, ' 
known and th~ resour'ces of: the music. The 'r"e'finement , ~ 
of' the poem, its subtlety, ïs not known by the eleva-; ~ 
tion of ,the \'lords but-. -the words ~ don' t 1 so much matter 0 ,"-

-by the, r~souTces o-f t,he mus ia. 
To gi ve you 'an example from my own work-,not 

... tha t l know anything' about wl).a t l h q ve wri t~en :' 
'(count) :-not t}:lat, lever, count when wri ting but, at 
best, th~ lines must be'capable of belng counted that 
is to say, measured-'(bell,eve it or not)-at that l ~ 

~ may, half consciously, even count the measure under 
my breath as l write.-
(approximate example) 
(1) The smell of the heat IS boxwooq', 

(2) when yousing us 
(3) a movement of the air" , .... 

(4) f;tirs our thoughts ' 1 ( 

(5) that ha'd nwife in them' 
(6) to a llfe, a lif~ in which' , , 

. Count a single beat ... to each numeral. YOll may n'Dt 
agree with" my ear, but that is the way l count the 
line. Over the whole poem'it gives a vattern:to the 

" meter tha t can be fe 1 t as Çl n,ew meaSUTe. l t gï ves 
resources to the ear which result in a language which 
we hear spoken about 'us every day.61 " 

It ls imp.o'Ttant .to note Wi Il iarns' emphas is on "brea th" as measure 

because'it points to the open-f~rm poetics that was ~xpressedcin 

Charf<is Olson' s "Proj ective Verse" essaya ' 

Feeling that poetry had constantly to,be involved in the 

creation and discOvery of new foim, Williams eventually 'expressed 

even a'dissatisfaction with Pound, his old mentor: He fel! that 
" 

Pôund nad not really solved any~hing in terms'of an open poetic 
• 0 

form that Williams was d~awn to because Pound's poetic line,Jh~ 
j . 

fel~, was no more than clas'sic, adaptat!on. For Williaf~' there 

cdu1d no longkr be serious work·in poetry written in arst~ndar~~ 

previousiy used, "poet ic" diction: 

It 'is in '\,the ne.wness of a li vb speech, that the new 
l~ne exists undiscovered •. To gO,back is to deny 
t~e'first opportunity for, invention ~hièh exists. f' 
, 

i{. 

~ . 1 , 
" ... , 

.. 

.. .. 
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:Speech is th~ fountain' of the.llne i~t~'which lhe 
pollutions of a poetic manner and inverted phrasing 
shpuld never again be permitted to drain. 62, ~ 

72 

~. 

T~need for "i" ive speech" was the end of ~ Close~ "poetic" 'wo'rld 

" and "permitted the' "act of the instant" of projective verse .. This' 
, J 

03en, vefse, as Williams described i t in a let ter ta' HarrIet -Monroe 

that wa~ritten as early as 1913; was an appre~ension of life as 

,a<con1tant process of renewal. And the language of the poem, Wil-

liams sensed,even sa early in h~s career, had to express the imme-

diacy 
(~" 
\, \ 

t 
of this perception: 

\ ,.-
Now life is above aIl things else at apy moment sub­
verSIve of life as it was the moment before--always 
new, irregular. Verse to b~ alive must havè infused 
into itosomething of the same order, sorne tincture 
of disestablishment, something in the nature of an 
impalpable revolution, an ethe~eal reversaI ... 63 

The immediacy of the percep~ion was ultimately rooted with­

in the personality of the .~ in th~ consequent response of 

1(he ~oet's "Self" to his experieI1ces of the world, according to 

Will iams. Thus poeyy was: 
) 

.. l~guage charged with emotion. It's words rhytq­
mically organized. ..A poem is a complete little 
universe. It exists separately. Any poem that has 
worth expresses the whoie life of thy poet. It gives 
a view of what the ,poet is. 64 

The l~nguage of the' p'oem therefore came to serve as testament ta 

the emotional and intellectual life of the'poet, intimately linked 

ta the poet's personality: 

\ 1 

.once ~he writing is on the paper it becomes an 
object .... It has now'left the region of the form­
ative past and ~omes up to the present~ .•. It is 
this p'art of }'lriting that. i5 dealt with in the col­
leges and in aIl forms of teaching but nowhere does 
it 5eem to be realized that witfiout its spring from 

..tM_li li' "'_Ii'~.,.o»rttfV".IÔIf .. II.l~I,'_·,,·< 
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the deeper strata of the p~rsonality aIl the teach­
ing and learning of the world can make nothing of 
the resul t. . . we know tha t in language is anchore-d 
most or aIl of the wisdom and follies bf our lives. 65 

" ' 

This psychic rneasure of the poem was- Incorporated by Robert 

Creeley into his own pQetics and provided the foundation for his 

belief in the unit y of form and contenJ in an open-forro ~oetry • 
. 

" Earl}' in his career· as a poet, Creeley wrote to WlJ..liams 

asking hirn to describe his own "program" for wri ting and to pro-

vide a theoret ical j ust i fica t ion for the "new" poetry tha t was 

emergiRg in the 19505. Williams' response came in the form of a 

letter that was p~blished in the first issue of Cid Corman's mag-

azine, Origin, ~ith which Creeley was linked for a time before he .. 
joined the editorial staff of The 'Black Mountain Review. Creeley, 

as Paul Mariani point-ed 'out, took from Williams lia poetic which 

focused on ~ language rinsed as much as possible of its literary 

assoc~ations, an anti-Symbolist stance, the words sharp, distinc-

,tive, their energies supplied by their specifie context and . 
" 66 space . " , 

The "specifie context" was the way in which the experience 

described in the poem came-to be linked with the specifie experi-

ence of the poet's life. Creeley, ayknowledging his debt to Wil-

liams, feels he had learned, how " ... we actually speak to other 
\ . 

people in this medium (the poem) in aoway that's not exclusively 
~ 

pers~na_l ~ buy in a way tha,t- is our own determin~tion. ,,67 The 

""'cet' 5 -"ownJdeterminationll here refers to the natural manner of li' "-

~pe~king ~hat is a valid depiction ~f the 'poet's own personality. 

However, the dis:tinction' that Williams made and Creeley incorpor-

~--"'Ijk'l .... ,"'A ....... : ....... , ....... tliIiIfl'J:il'itvart' Jf8j'i:i'i:~"",f7'~"""~.i •• '.I(=. rt 
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ates fTom him was the notion of the objectification of the poet' s per-
ri.· , 

....... w . 
sQnal experience. Creele)C is against b'eing "ex-elusively personal ,1« 

because such a purely subjective, confessional sta~ement woul?, 

he feels, retard communicatIon. Even though the poet draws on 

his subjective, emotional experiences to provide the core of the 

p_oem, the më;lnner o-f address and poetic posture must make an objec-

tive determination clear. Specific examples of this technique 

will be discussed laier in this thesis in relation to Creeley's 

poetry. 

Particular collections of Williams' poems Creeley admires 

are The D~sert Music and Pictuies from Breughel and Other Poems. 

Creeley feels that the poems i~ these collectIons integrate the 

subjective with the objective and are examples of the hest type 

of open-verse. Creeley sees this notion of an open-verse ,poetic, 

as stemming from the statement by Williams, "No ideas but in 

th,ings." Creeley t~kes this statement to mean that "aIl which 

moves to an elsewhere of abstractio'n, of ipecioùs 'reliefs,' must 

be seen as false. We live as and where we are. ,,,68 which 

becomes the Ii teral "here" and "now." Thus: "Wha t devièe, means" 

rhythm, or form the poem can gain for its coherence are a precise 

issue of its occasion.~69 

Cornmenting further about Williams' later poems, Creeley 

states: ' 

.what can be said now is that there is aIl such 
truth, such life, in them. l cannot make that judg­
ment which would argue among the poems that this or 
that one shows the greater rnastery. r think there 

-must come a tirne, granted that one has workedeas Wil­
li~ms to define the nature of his art, when it- aIl 

., , -.. ' 

• e 
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coheres, . and~ each poem, or ins tance, tal\,es i t,s .. Pface 
in that life which It works to value, 'to measure, to 

. be the fact of. 70 

€reeley intimates here that the way one could ~tructule or appre­

·hend the measùre that arises from, language would be thr~ugh an 
1 • 

intuition simllar to the sense Hulme learned from Henri Bergson. 

Williams himself con~luded this: 

We ha've no measure by which to guide 9ursel ves, 
except a Durely intuitive one which we feel but do 
not name. 7l 

This ~ntuitive sense ~ame about through the ear one had 

for lan'guage, 'dialect and th~- idiom-all concep,ts that reflected 

an intensity of feeling. This statement by Williams pOInted to 
" . 

, 
the poeti~s of prQjective.verse that was eSRoused by Charles 01-

son i,n his essay, "Projective Yerse," an essay that Wil1i~ms " 

felt was 50 Important tha~ he quoted it in almost its erl~irety 

in his Autobiography. Williams saw the importance of'Olson's 

contribution to the "new" poetry primaril-y. because of OIson' s argu-' , 

ment for looking at the poem as a field rather than an assembly 
) , 

of en~losed' line5. Also; the a~gument for the synthesis of form 

and content (technical and psychic criteria) that OIson discov­

ered through. his corresp~ndehce with Creeley was elaborated upon 

in this essay. rhe chapter that follows will examine the influ-.. 
ences of Charles Olson'on the evolution of Cree~ey's poetics as 

weIl as discuss the Olson-Creelèy correspondence which serves as 
• 

a remarkable document that is the basis for the open-form poeties 
v 

, 
df postmodern verse. ) 

1 

l 
i 
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CHAPTER III 

OLSON AND CREELEY: PROdECTIVE VERSE 
~ 

ÇI 

~ 

'" 
In the late 1940s Robert Creeley was living in Li ttleton, 

New Hampshire where,he tried, unsuccessfully, to start a llterary 

magazine. At this tIme Creeley flrst established contact with 

Williams in an effort to solicit sorne material for his magazinep . 
and to open a- d,ialogue on approaches to the, "new wri ting" that 

was emerging ln the Uni ted States., During' this time Creeley re-
y 

ceivèd some poems in the mail from Charles OIson through an,inter-
, 1 -

mediary, Vincent Fe~rini, for consideration in the magazine. At . 
Willi?ms' urging Olson.had sent Creeley sorne poems through Ferrini 

if ter Willia~s' letter to OIson on April 26, 1950. 1 Creeley wrote 

to' Ferrini rej ect ing 0'1 son' s work s ta ting • ft l' m ra ther put 0 ff" 

by Mr. Olsen's (sic) language WhlCh doesn't seem to come any kind 
n. 

of positive diction. This prompted a reply fyom OIson ta 

Creeley that resulted in a massive correspondence that continued 
qfl 

until Olson's death in 1970. 

By 1954 with the success of Creeley's ptlblishing venture~ 

the Divers Press 'in Majorca, Spain, OIson. and Creeley decided to 

put out a new publication called The Black Mountain Review origi­

nating from Black Mountain College where OIson ,was then the rec­

"tor. 'Commonly referred to as "The Black Mountain School of 
~ 

j 
Poetry," many of the poets who appeared in the review went on to 

become the prGponents of the,: new, open-form poetry that formed 

the nucleus of Donald'~llen's anthology,-The-New American Poetry, 

80 
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""' . than which appeared in 1960. 'However, mor,e important al}Y sense 

conceyns of those who sought to establish a new poetic. Creeley 

discusses these goals: 
ft-

.a very conscious concern with the manner of a 
poem, with the form of a ~oem, so that we are, in 
that way, freed from any solution unparticular or 
not particular to outselves~ Ol~on, I believe, was 
a-àecisive influence upon me as a writer, because 
he taught me how to write. Not how to write poems 
that he wrote, but how t6 write poems that l write. 3 
This is a very curiÇlus a·nd very specifl'c difference. 

This concern with the particulars of ~he Self, with ~he subject-\ 

ive, psychic criterion, points to the philosophical basis for an 

open-verse poetics that had already emerged in Wllliams' poetics 

and poetry. Olson's influence on the evolution of Creeley's . 
ideas cônsolidated this effort to merge the subj~ctive and objec-

tive in the form and content of the poem. 

It is thi~otion of psychic dynarnics that d~son proposed 

in his essay, "Projective Verse," that first appeared in Po<;!try 
. 

New York in 1950. OIson referred to proj ecti ve verse as "open" 

verse or "field co'mposition." What he was after in a po~m was 

the kinetics of the work, or·how t~e poet transferred the kinet­

ics of what he was writing about over to ~he !eader through' the 

p~~m (which OIson viewed as a high energy construct) without 

10sing that sense of energy. This problem of transferring the 

.' energy, ois on bel ieved; was sol ved through field composi tion, , , 
.. 1 ~ , __ _ 

which had to do with a departure frorn the closed form into an open 

field of composition, thereby forcing new recognitions of structure 

, . ~ , 

1 
1 
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upon the poet': "From the mO,ment he véntures into FIELD COMPOS~-

TION-puts hims.elf in the open-he can go by no track other than 
~ 

one the"poem under hand declares, for itse,lf.,,4 

This leads ta t~e principle or law which governs this type 

of composItion, phrased by Creeley as: "form i5 never more than 

.an extension of content."S This principle, in effect, means that 

the irrforming~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 ~ean that the thing ta be said will, 
in that way, det~rmine how it will be said. Sa that 
if you're' saying,l 'Go light the fire,' 'iire' in 
that reg~~l have one kind of emphasis, and if 
you, start screaming~ 'Fire! Fire! 1 of course that 
will have another. ~n other words, the content of 
what. is semantically involved will very much function 
in how the statement of i t occurs., 'Now the truncated 
line, or the short seemingly broken line l was u~ing. 
in my first poems, cornes from the somewhat broken 
emotions that were involved in them. Now, as l be~in 
to relax, as l not sa much grow aIder, but more set­
tled, more at ease in my world, the line can not sa 
much.grow safter, but can become, as you say, more 
lyrical, less afraid of concluding. 6 ' 

-This was different, OIson felt, from the principles sur-

rounding "closed ;verse," where the form was predetermined and the 

content had ta fit that farm. What Creeley's maxim dictates is 

simply an emphasis upon·the fact that the poet 15 given to write 

PQ-ems. Th ' _..\ .. d h at 15, wrltlng l~ an actlvlty an , as,suc , one cannot 

remove oneself from the act of writing by anticipating the 5ig­

nificànce of what one is saying. Rather,'-as one writes one is 
. 

, -

in the activity of writing, and the fo'rrn will fôllow from the con-

tent in the way the content is exposèd by'the poet. Creeley 

,. 

,-



( 

.. 

,( 

-'. , ' 
, . 

" , ."' 
, . '. , ( 83 

~ss.erts this when he "states, "that· verse was something gi ven one 

to write, and tha~ ihe for~ it might then take was intimate with 

that fact.,,7 

The final pTocess of the pqem, how the principle brings 

about the a~compl1shed form that occurs through the shaping'of 

'the energies, cqmes about through 'the notion- that "one perception 
',> 

9 8 
must immedia.tely' and directIy lead to a further perception," 

according ta OIson. There were two aspects that united the kin-

etics and the principlec that, in writing, the.thing to be said 

w~ll, in that way, determine how it will he said; or, to Vlew the 

second aspect which is cIosely related to the first: the content 
J 

~ 

of what is semantically involved will function in how the state-

ment of it occurs. Form, then, is depende~t on co~tent or use, 

and" the whole process is everything.that 1S involved in hd~ one 

tfses the content of one' s utterance. To keep to this pro~ess is ;; 

to 5 tick to the signi ficance of the con toent as i t mani fes ts i t-

.) self. Taken this way, content can he equated, wi th the "known." 

..., 

By further implication, we can infer'that OIson came to the be-
l' • 

lief that this type of writing that moves perceptions "inst'anter, . , 

am another" is related to the condition of a man's (the poet"s)' 

experiences hy the manifestation of which, in .poetry, he can per,-
1 

;/form the "proper and characteristic function" of himself. 
,1 

OIson continued by stating that the way the perceptions 

followed one another, falling i;to form, cre~ted the particular 

rhythm of the poem .. He used 'the notion of the breath unit (an 

idéa ihat had been anticiplted by Will~ams) to point to this 

- 1 
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parÔticular .rhythm .... By folIowlng his own rhythm Chis own flow of 
~ 

brea th), by writ ing wi th tha t as a sense 0 f measure, the poet 
a ) 

coul d '$ tay insi de himse 1 f, ;thus' gi ving the content 0 f experiences 
, 

i ts proper due in the form and shape his utterances wouid take. 

It is in this respect }hat OIson saw the a~t of wri t.ing as a dy­

namic action of the indi viduai. Like Fenollosa 0 Jhom he. ci ted in 
~ 

this essay, OIson 'saw art as an active ,~.process thàt did not me-rely, • 
1" 

" , 
descr ibe, but enacted the energy and vi ta 1 i ty of one' ~ fee ~ ings 

and percept Ions. 
J 

• <} 

1 The significance o,f "Projective Verse" was ,th_at it reas-
) 0 

, 
O$e:rted' man a~' not oni y subj ec t but an obj ect of nature and 1 as . < 

such(; this essay posi fed a stance toward reali ty on the part of 

the poet that stressed a proprIoceptive awareness tha t, was, appéfr": 

ellt in the use of language, rhythm, anod structure within the pro-

j ect i vis t poem. The rhythm 0 f, the brea th uni tOIson discus s~d 

relat-e~ to an actuéJl physlcai activit~.·· Using pis. ph~ji~,d;,+j) 
" '" 

his breath, as measure, man couid then regard hi s dimensions in' 
, 

s'uch terms. As, a resuIt,\ OIson believed, man's very contents; 
C i 

his conc~pt.ion iof himself and the matters he would turn to for 

the subj ect' of this poetry, . wO,uId change according to his. rec@g=­

nized dimens'üms, and the c~n tent of his 1 ife would' 'be' regained.:. 

OIson summed up th{s psychi-c stance in the following manner: 

-----..--" 

It cornes to this: the use of a man, by himself and 
thus by others, lies"in how he conceives his rel.ation' 
to na tur~, that force to which· he ow,es hi.s somewha t 
Snfall exist'ence. If he sprawl, he ,shall' finq. li ttie 
to sing but himself, and shall· sing, nature has such

o 

paradoxicar ways', by way of 'artificialo forms outside .. , " 
himself. 'But if he stays inside himself, i_f'°he is 

,~ 

l , 
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.~ 

contained ~\thin his nature as he is parti~ipa~t in 
a larger for~, ~e will be able to liste~, and his 
hearing through h~mseff wiil give him secrets objects 
share~ And'by an inverse law his shapes will make 
the t r own way. It ~ s in this sense tha t the pro] ec­
tive act, which is the artist's aet in the larger 
field of abjects, lead~ to dilJllensions largeT thé;tn the' 
man. For a man's problem, the moment he takes speech 
up in aIl HS fullness, is, to give his work his seri­
ousness, a seriousness sutficient to cause the thing 
he makes to try to take ï ts 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 bre~th is .man's special qualification 
as an animal. Sound is a dimension he has·ext·ended. 
Language is one of his proudest acts. And when a 
poet rests ln these as they are in himself (in his 
physiology, if you like, but the life in him, fat aIl 
that) then he, .if he chooses~, ta speak from these 
roots, works in that area where nature has given him 
size,projective size. 9 
, \\ 

~ 

Virwed p~ojectively' then, the p'oem becomes an act based on th'is 

~YChiC stance and perception. Just as OIson felt that a human 

," 

life was the dynamics of the expression of this possibility, 50 

art or poetry was the dynamics of this human form of expression. 

A further evidence oi Olson's stance toward reality was expressed 

more thoroughll' in The Special View of Histo;y a::-~d his essay, 

"Human Universe." 

The psychic stance OIson proposed in The S~ecial View of 

History was b~se~ upon1the premise of viewing history ~5 a func­

tion of the individual: that i5, how man regarded reality~ the .-

"known." "History is the intensity of the life process-its 

l ife value, n OIson wrote, ,"By this l do not mean to imply any 

im~rted value, whethe~ moral( ~esthetlc or intellectual; th~ 
. , 

life ~~lue is simplY conditioned by its dete!mining power, which 

is manifested in definite historical opeTations (effects). And 

) 

/ 

• 
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of 'e06rse, taking it this way, 1 do not at aIl me~n that history 

is a force. ,,10 

"Function" is how a thing acts, OIson believed. There was 

-a "natural proper or characteristic action of anything," 0 which 

was its function. History is that function of a human life, the 

"how" of how a human aets or funct ions. T'hus history, as employed 

by OIson, was "a concept denoting intensity or value. ,,11 

tIistoty, as OIson saw it, \'Jas the context 6f a life,:and 
1 . 

the goal 0 f his tory was ta view man, ta define him wi thin his own 

context that would yie1d a succcssful concept of his dimensions..:...., 

how man regarded himse1f~ Feelirig that-man had lost the proper 

sense of himse1f, OIson q~oted Heraclitu~ in the forward to his 

book: "Man is es tra,nged from tha t wi th whieh he is most fami'liar. ,,1 ~ 

.- \T~i.S estra~gement was 

S10n5, his humanity. 

from the awareness of his (man' s) own dimen-

OIson believed that the' proper method of' . 

historieal inquiry was not-to interpret, but to expose. OIson 
" 

used as his reference- poi~t the method of inquiry and the_/defini-
. '" 

~tion of history by the Greek h,istorian, Herodotus. The 'term used 

by H~rodotus t9 define history was 'istorin, which OIson trans~ 

lated as "to find out for oneself. ,,13 Or, as OIson phrased it in 

a poem: 

1 wou1d be an historian as Herodotus was, looking 
for oneself for the evidence'bf 
wha.t is said .14 

'The two' concepts' that"pertaln ta this historica! stance 

OIson propagated are value and use. V~lue,is to use energy, to 
• -- --r 

be awlre of t-he inten'sl ty of the life-process. Use relates t'o' the 
• .. 

J 
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methô-d of ~QWin'g; discôvery, and inquiry. OIson believed that 

the conditions of Jn active, willful life~were for man to act 

and thereby define himself. OIson felt that the "hufuan universe" 

was~ the universe of man (Just a:; h~story was his reality), buj 

man also belonged to the laws of nature, whic~'are independent 

from human 1 aws . The dilemma of a man 1 s 1 i fe, '. according ta OIson 

(and similarly asserted by WillIams), was that man is bath sub-
~ ~ 

j eet and obj eCf:, both ".the Instrument of discovery and the instru-

of d f · " ,,15 ment e Inltlon. 

Thére were, OIson believed, two kinds of estrangement 

having tu do with man as subject and object, and these factors de-

'noted'the major qualities which made a man "human." For OIson 

there were four factors -Dr conditions which defined this sense of 

human i ty: "oursel f as' nature, man, ci vi li zed, and proceeding for­

ward at a rapid rate of culture.,,16 The first factor, man as ab-

j eet of n.~ ture, was defined by, OIson as "obj ect in field of fO,rc~ 
....................... 

declaring 5~-îf as for·ce because i5 force in exactly such relation 
/ 

and can accomplish expres~ion of sel f as force by conj ecture. ,,17 

This means, simply, man is an abject of nature (the "field of 

force" of the "1 ife-force") "declaring self as force" (açti vely 

using his will to assert his own "life-for,te"). "Civilized" means 
1 

to regard man wi thin the con tex! of his own spic ies. Man "pro-
-

ceeding forward a t a rapid rate of culture" re-la tes to the candi .. · 
, 

tion of flux (man as 'continuoüsly changing in time). And man as 

-"man" (as human) means, to underl.\ine, once again, .. the "natural and 

', .. èharac terfs tic action"-his human function. 
'" , 

" .. 
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'As OIson defined the je factors he saw no opposi tion be-

t~een 
,.. ~ 

nature and man-one of th~ two .~ypes of, estrangement he 1 
J " . 

noted (the est~rangement having to de: wj th a man as 0l:?j ect) . The 

other type of estrangement cornes under man as subJect; that is, 

mgh as proper subJect of hi~~own li~e,~orh~~ man has come to 

'regard hl)11sel f. Man as human, "e j'vil i z ed," and "proceedi~g for-
• 

ward at a rapid rate of culture" i5 th~ familiar, because these 
.1 , 

three factors are aIl aspects of the ~ne.unique ~ower, the ~eter-

'1ninati ve that isolates a human be~ng frc'm any other creature or 

--thing of the earth. ~~us ~a~' acts to determine his 1 ± fe, and 

this capacity is what makes him uniquely human. He cr~ates a 

civ'ilization and _culture aU with'in the context ot his own spe·,.. 

'cies, creating l t from the concept he has of himself.· Man makes 
,\ ~ ~ r 

hiS1:ory from what ,he knows,:' what he is_ familiar with. 

'At the spme time~ OIson believed, a man-does not act but 

'. isoa:Lso a function of na'ture.' Man is an object who 1s "b-oth the 

houndary and t?=e door" bath in a11'd out. ,,18 50 man as object is 

aI 50 an imperatl ve 0 f the famil iar.. 01 son noted that one type 

of estrangement was the notIon that'~ithêr man and nature are jn . , 
èonflict and strugg1e (the b~lief that 1nan must "tame" nature to 

his sèrvice);' or that man i5 at the mercy of nature (man is; aI-
l 

ways invaded or intruded upon). In ,both cases, he-.fel t ;-the 

'. , 
famili~r, or the truth of man 1 s relationship to nature, is dis"" 

" 

r~gar·ded. 
\ 

... "'-. ",'" 

History (in the sênpe that it 'J:S what man ~) is an im-

perative ând, as sueh, was viewed by OIson as the subjectiv~ 

, . " '\ 
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impe.rative' (jl1S!,,' as man as object 0:( n;,t,t.ure is the objective im-'. . .-' 
per,at ive.) 'What man does by act ihg from the st:ance he, hoIds, 

... ~ ~ .. -.. ~. .. - ' ' . 

the knowledgè''' and conce,ption of himsej :Ë"he ha$ inhetl ted, is ·to 
• • « 't" .... 

misdirect his energi~s ~~d e~trang~ him5e1f further.from the . ." ., ',~ ~ 
~ t .... 1 , 

truth of what he i:.o; accordirg _ta OIson. ,M,an!s_est,rangemeh~ ftom 
, , 

his proper context has workéd 'to take away' from him the "dimen; 
\ " • t 

\ 

.sion of the familiar." T;,he subjec~iv~ im~er~tivé has been ~is-
'r .. ; t 

directed ta the point wh~r'e man .regar.d"!5 flims'~If as. isolated or 
\'0:,', _ 

empty; a be'ing who does n~t helon.g. Man, OIson believed, js . .' 

empty because ',his 1 ife i s emp'ty of. conten t~ which i s coherence' 
J. -

and focus. 
.~ H .. , . -, ' 

" 
:jf........-- ~. 

The result· of the objective and subje·çtive estrangements 

'. 

-. 
'.. . .. ', ;.: '\ 

" ., 

-'"was,' a stance that ·did", not yield cl regard of humân di"mensi\>lls' that" , 
_.. . - ' 

was j;reatively usea~bIe and ac~eptable' for OIson. 
~ 

LiY·in.g in es-
.. , ( 'l. , 

_ trangernent from this dimension of the human, from the "proper an'cl 
-.. 

. \. 
characteristic functiQn" of onesel'f, did not, allow a m~n t~e 

'" - . 
Sui:h a stance towa rd real- . , 

~ 
~ 

. 
'" 

.. 

possibility ta function dynami~~lly. .. ... \. / 

i ty served on,ly ta disengage man from the tlfamil,iar, ',' from the ~ 

" 'reality of what ,he is. 

Man acts from what he knows, from t~e regardohe hâs for 
, 

himself,_Olson believed. He felt that. it w~ possibJe in our ,., 
'L 

present time ta cease to be estranged from ourselve5 beca~se ;ci-
~ 

,encqe h~d especï:~l1y reaffirmed ând "defined our- condition. The .. . , 

two maJor.theories which had a direct bearing on the.n~w way we, 

as ~humans, could come tô regard oursel ves, according ta OIson, .. 
were Einstein's theory of relativity, and Heisenberg's uncertainty 
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.' prl,.nciple. OIson felt that th'ese t-wo theories gave bac.k- to man 

hil.prOpe( dimènsion' and rea"ffirm~d the methodofogy by which man 
"" " 

co~ld act in.a positive context. 
, , 

, OIson believed that the two above-mentioned theories re-
, ' 

... ' .... affirmed John Keats' notIon of Negative Capabili ty, which 

'. 

. 
" 

'. 

. 
, , 

assert-ed, a ne.w view of man as center' (man being the center point, -

wher~ hlS subJeètive imperative-his history--coincided with the 

€>bjectivè Imperative-'-that h'e is also an objec.t, of nature). Ideas 
, -

previou::; ta Keats had stressed man as the center of. experience, " 

~ but in such ~ way· ):hat i t was man' s capacl ty for reason that gave 

meaning t.O his l ife. Thi s ncrtion, OIson fel t, wàs a further es-, 

tran~ement hecaus~'it ~eant always seeking explanation and, con­

seqüently, engaging.in contemplation instead of acting ~irectly. 
. ~ , "~ 

Tu seek explanéltion was qui te different from knowing, as . -" -, 
,OIson'. saw i t. 
~ '.,. ~}~ ... 

.Knowing, f6r OIson, meant to become reacquainted 
l '" 

with the famlliar~ On~th~ other~hand, .seeking explana~ion~ th~ 
.-

"ra t i~na l âct.i vi ty," meant undoing the paradox, ~emoving the 
• J 

mys,t:ery from e'xperïence, and consequently making the familiar or-' 

ginary. Thus K~atst statement on Negative ,Capabili.ty gave OIson 

._ q a meth'odology he could appi y to experi ence: 

.. Brown and Dilke walked wi th me batk from the Christ-, 
mas p~ntomime, } had not a dispute but-a disquisi-

_ tian with Dilke, on various subjects; seve:ral things. 
dovet a iled in my mind,' and a t,once i t 5 trt.l,ck me, 
what quality went ta farm a Man of Achievement espe-' 
cially ln Llterature and WhlCh Shakespeare possessed 
sa enormously--I mean Negative Capabi11ty, that is, 
when man is capable of beJng in uncertainties, Myster­
ies, daubts, without any irritable reaching after 
fact and reason--Coleridge, for Instance, would let 
go by a fine i501 a ted verisimi l i tude caugh t .from the 
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. " 
Pene~r~1 ium of rnys t:ry,,' from b.eing i~~a~abl.e' of 
rernalnl!.lg content wlth ha}f knowle,ige.l _" 

Rela ti vi ty and' uncertainty are two notions tha tare s i'mila r . " 
, 

to ~eats: Negative Cap~bility because they define,the cohditions' 
, . 

" . of l<..ife a~ uncertain, asserting tha"t there are no a)sOlutes, just 

value i tS'el f. By recognizing' the c9!1di tion of ùnce.rtainty ,and 

rel a t j:'vi ty, OIson bel ieved i t was pos si ble to regain a <h'~ec t ap-. , 
.. 

prehension' of the famil iar "wi thout any i Tri table rea~hing ,after 

fact' and Teason." 
f • 

rlH::sé nptïons placed man baè]< with"il),tlae dimen-

'sion of 'flux~ back to" the 'i.de~ that his .life i~ a, "process." It 
~ 

was~, in this seI),se that OIson saw history as c,easihg to be stat;ic., .' . 
beco~ing instead prospec~ive ~ Vàlue could, .he gatheted from the 

past....i but coheren.c:e 'w,as not - to be found· th~re. Events obta}ned 
1 • 

1; rneaning' in the sense, that the y were prospective, that they yield-

ed a foture .. 

t(­
To v iew hi stor!' in suèh a manner: was to gi ve "man back the 

.. :; PQs~ibili'ty of acti~g from a proper regard and 'dimension cj,f him-
': ~-

~elf. :To end the estrangement, to'have the familiar known, meant , .. ~ : . 
to reass@rt the my.stery. Consequently. OIson took the dic~ionary 

.. 
. defihition of humanlsm ("a mode or. attitude of thought or action 
P .. • ... 

cehter~ng upon distlnctlvely human inte.rests or ideal:s") and 

. offered a new defini tion which appeared in his essay. "Human 

. Universe." Olson beljeved that the dlctio-nary definition of hu-

manism was the, inheri ted formula or belief that had brought about 
~ 

man's esttangement from the obJective lmperatlve. This Inherited 

human'ism dealt, with man seeing hlmself strictly as subJect, or 

','the not;I.on of himself as the center of phenornenon by flat or of 
1 
1 
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gôd as the center and H)an1ias gOd' 5 chief refl~c"tion. . (the 1 
t'roUble) ïs that both set{'asid~ nature as an unadkitted ol!ir sUfl­

pr~ss6t>d third party.,,20 

What OIson actually proposed','in his\new definition of 1 
, 1 

humanism was an end to the n9,tion of man ,as a being remo~ed frbm 
~ 1 .. "', 

.' • the very world he lnhabi ts by false'· conceptions of hi s huma~l ty 

which place hlm a notch ab ove th'e rest of "ç:r~ation." The long-' 

~ccepted no t ion tha t external real i ty i ~ onl)" 1mpO,r~Çln t ,ln the 

sense that it",is merely the substance m~n ta'kes in and t~ which 

he gi ves importancé by the process of inte'rnal ization was 5 ing-. 

led out for crit icism by 01 son. The bel ief tha t the "soul" of 

man is something ~hat stands apart. being the interrial reality 

that selects and orders the external, chaotic. world 'of nature, 
, 

-', ,was S'-~,mi1arly r~futEfd. . OIson stres.?cd that i t was in.~orrect to 

$epara ~ man ',5 inner energi'es from the di ~ect. physical way he' 

~ppr~hen~e; the wor.1d.. Hl urged a propr,iocepti ve aw,areQ.es,s of 

-
'tbis phy:sical reali ty: "what happens a t the skin is more ,1 ike 

than' "'different from wha t happens wi th~~. ,,21 This proprlocept.iyé 

stance encompassed the belief that man' s ob-j-ective ("at the skin':') 

apprehension of reality was no d1fferent from the subjective ap-, , 

prehension ("what happen!?, wi thIn"), a view that regarded man 

y within the undifferentiated dimension which merged his physiog-

nomy with his intellect. 

OIson believed that each man made his own special and 

unique selection from the field of phenomena, thereby creating 

hl~ own personali ty (his ,person:n h-istory). By being "acti ve tl 
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and II·willful':," ~Y living h.i~ li~' and e,nact1ng the kinet,tc of 

H, man made his histor,Y. The f {1 ~ircuit, the "process" of a 
/, , ' 

man's life, was thai man tock f~o~ the ~xtern~l world ~nd gave 

.back to It. At the same, t~e, if he had no regard for, his re-
,\ 

sponsio.~l;,ity as a human bçnng\, he waSo in 'danger,' of severing him-

self from the'wo Id at the'dlrect point where he encount~red 

Ït: "The g edge of man and the world is ·also his cutting 
'22 . 

edge. " The al erna'Ü ve ,ta es trangem~nt, the recogni t ion of the 

subj ecti ve ~n_d 'ob j ~,cti ve imp~ra t ives as eq1ia1 force's, gave m,an 
11\ 

back the dimensioh of the familiar 50 that his pre~ent energy 

c~uld provide a regard of himself that wa5 useablà;:· This' was 

't,ù'live liccording t'à the' c0l!ditions of one's hurna~'ity, which 

01 son petce i ved in the fpllowing way: 

(' 

-t , 

<:, 
~ 

, , 

If man ·is a~tive, it is exactly here where"experi­
enee cornes in that 1t is delivered baek, and if 
he stays fresh at the coming in he will be ,fresh 
at his going out. If he does not"ali that, he does 

. lnside his house lS stale, more and more stale ~s 
, . he is }ess and less aeute at the docr. And his \ 

,door is where he 15 respons i ble ta more than him-
se i:t;. Man does Influence externa 1 reallty. . . 

. If man ,chooses to treat external reali ty lany dif­
ferentIy than as part of his own process, in other 
words a~ anythlrig other than relevant to hlS own 

'inrier 'l~fe, th~n he will use It otherwlse. He will 
use it just exactly as he has used, lt now for tao 
long; for arbi trary and wi Il fuI purpo ses whieh, ln 
their effects, not"onlj change the face of nature 

~ but actually arrest and di vert her force until man 
turhs it ~ven agalnst herself, he IS 50 powerful; 
this little thlng. But what little wil1ful mod~rn 
man will not recogni:::e is, that when he turns if 
against her he turns i t agalnst himsel f ,. he~d in 
th,e hand of nature as man forever is. " . :w~ ." 

Inasmuch as OIson, sough t to g ive back ta man the dimen­

s ions 0 f the famil iar in h~s view of hlS ~ory, he al so des lTed 
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to recover laf-guage and reïnstate it, b~k into' the action 
,,' 

defini tian :'lJ;d di scoyeory. OIson saw 1 angcl1'l:ge as 'possess ing two 

aspects: "(logos) and of shout (tongue). 11
24 The distinction 

that he made between - t'he two was that "shollt" is language as 

"the - act of the instant," while "logos" is the "act of thought 

about the instant.,,25 He felt "logos" (logical discoùrse) had 

initiated abstr~ction.into. bur concept of language to such.an 
1 

extent that the,other function of languag~, which is speech 

) ("the aç:t of the instant"), had
o 

been lost 5ight of. 

For 01 sdn, language was synon:Înous wi th rction. This, 

he believed, was manifested by certain app~ehendable.laws rof 
" 

\ the "human" un i verse: 

, , 

~ 

In fact, by the very law,of the identity of defin~~ 
tion and discovery, wta can extricate language from' 
action? Though it~is ane of' the fi.r~tl false faces.. 
of the law which·J sha1l want to try to strike away, 
it is qui te understandable--in the. light of this 
identity-that the Greeks went on ta declare arl 
speculation as enclosed in 'the 'Universe of dis~ 
course.' It is their ward, and the refuge of aIl '" 
metaphysicians since--as though language, tao, was 
an ab501ute, instead of (as even man i5) instrumen~, 
and not to be extended, man and language, i5 in the 
hands of: what we 5hare, and which i5 enough, of· 
powe.r and of beauty, not to need an' exaggeration of 
ward?, especlally that spreading one, 'unlverse.' 
For dis~ourse is hardI y 5uch, or at Ieast only arbi­
trarily a uni verse. In any case, so extended (logos 
given 50 .much more of its part than live speech), 
discaurse has arrogated to itself a good deal of 
experience ·which needed to stay put-needs now to 
be returned to the unly two universes which count, 
the two phenomenal ones, the two a man has need to 
bear on because they bear 50 on him: that of him-
self, as organism, and that of his environment, the 
earth and planets. 26 . 

Discourse, then, partitioned ~eality (just as the traditional . ' 
,view of hist~ry fragmentéd and estranged man). OIson' 5 desire 
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wa~s té r,eposs~ss language 0;"\ its dynamic, 
~ '. 

stance and source of its conception. 

Th{~ stance toward reality that Ols~ri put forward was de-
, , 

• 1 , ', 

ri ved', partIy, from a discussIon" of the propriacepti ve impulse 

br D. H. Lawrence in his "Introduction to New Poems." In this 

" 
, b;~ef essay Lawre~ suggëst:ed a nee"d for a new kind of p~etry' 

~a poe'u'y th'r' d'ealt with t~e matters at hand, a p0etry of'th'e 

,immediate pre~t 'l'n which the moment, th( ,instant, "the incar-

27 nate Now" was supreme. Lawrence also 'believed that free verse, 

t;h~s "new" poetry, had ta be the "direct utterance from the in-
0-

S t'an t, whol e inan. l t i s the soul and the mind and bodr surging 
1 1 0 

'at. once, nothing left out. ,,28 This integration of the mind and 

'the body suggested by Lawrence is paralleled by OIson in his 

statement that the laws of the "human un±verse" posited man as 

bath subj ect and obj ect. T!'le subjective (the mind of a man-his 
~ 

intellect) had ta ~xist equally with the objective (his aetual 

place ~ the world by' vlrtue, of his physicali.ty). Lawrence,' 

like OIson, felt this necessity of merging the physiognomy with 
1 

, v 
the intellect in the form of the poem. 

l' 

Therefore, the de'.fi"-nit'ions of "fre~-v~rse" by Lawrence 
, \" 

and "open-verse" by OIson, and Creeley were 'similar. Lawrence 

wrote: 

. in free verse we look for the in.s-urgent naked 
throb of the instant moment. "To break thé love-Iy 
farm of metrical verse, and to d~sh up the frag­
ments as a new substance, called vers libre, this 
i~ what most of the free-versifiers accomplish. 
They do not know. that free' verse has ItS own nature, 
that it is neither star nor'pearl, but Instantan-

" 

eous like p~asma. .The utterance is like a spasm, 
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naked contact wi th aU influènce at once. .it does 
n?t wan t to get anywhere. It j ust takes place . .2 9 

96 

'This statement by Lawrence certain1y sü~ges,ts OIson' s own state-

) ment on "field composition." 
. 

Lawrence' s phrase about the poem 
o . 

est ablishing a ·"naked contac t ,,!i th al) influence a t~ once" was 
6 , 

echoed by OIson in "Projective ye.r:se" where he 'suggested that 
'" 

the 'perceptions' or'the poet mù'sf~move ,";instanter, on another" 
r 

J as one' 5 mind and fee 1 iJtgs make con tact wlth the everch~nging 

rea1ity of the world. 
\' ~ ~ 

. ,""- " 

'Likewise, Lawrence' s sÙtement 'that the poet" s utterance 

was, "instan ~~meQus. .'. Üke a spasm" was 'p'ic~ed up by, 61s,o'p when 

,he differentiated between "logos" ànd "s-hout." 
, 
Olson's ide a of' , 

IJ 

"shout" as poetic langua'ge thatis an "tac~' of the' instant" ,was' 
, 

~nticipated \. by Lawrence' when he W'rOte about the d:Hference be-',: 
\, 

tween the, artificiaii ty of the structure of, "cIo,sed" Verse as: 

• • QPposed to the spontaneôus structure of a free verse that pr6.-
{ 

ceeded into forrn by vi rtue of, the psychic éontent: , . '" 

'. 
, 

.. -

, . 
We ,can get rid' of the stereotyped movements an'd 
the old. hackneyed -associ'ations of sound and sense. 
l'le can break down those a rtifi cial conduits and 
canal!s through whi ch we do sa love to force our 
utterance. .". we can see that. ut1;erance rushes o~t 
wi thout art ificial form a r 'art i ficial smoothne'ss. 3.0 

. 

This las t sta tement by Lawrence, an ticipa ted 01 son' s "com-
~ ... 

posi tion ,by fl.e1d" 'and his statements on t'he st"ructure or the 
" 

projectiv;ist' poem. In addition, Lawrence anticipated a psychi.c 

att i tude 0 r "me as ure'" py which the immedi acy 0 f the poet,' s feel- ~ 

ings and percpetions could be expressed. As a' consequence, the 

, form is not "artificiaI" in any sense, but rather becomes, as 

, . 
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, .Ct~eley suggests, a direct extension 'of the p,oet's life, 'feel­

ings ,or "content." 01 son affi rmed th{is connect ion ta Lawrence 

when he wrote: 
) 

. . . the wri ting and acts which l find bear on 
th'e present j ob are (1) From }Iomer, back, noto for'­
ward; and (II) .from Me'lville on, particul~ly him­
self, Dostoevsky, Rimbaud and Lawrence. These 
were the modern men who projected what. we are and 
what we -are in, .who broke the spell. They put men. 
forward into the post modern, the post-humanist, 
the Post-h~,s~orlc, the going live' pres'ent, the 
'Beautifu~ Thing' .31 

It is interesting to note Olson's use of "the gqilig live pres-, 
~ . 
ent"-a typical Lawrence expressi0l!' This emphasis on the im-

media"cy 1 and pnmacy of experience was what OIson m:ant as the 

"act of tlir instant" and wha t 'Creel ey 'de fines :1-5 "each moment 

... (as) evidence of its:,own co'ntent, and aU that is me-t.with 

in i t, lS as present as anything eIse'. ,,32 

OIson summarized the concerns of !the proj ectivist poet' 
~, 

ln the f6lÎowing manner: , 
In the work and dogmas aré: (1. ) How, by form; 
te get the content instant; (2.) wJ\a t any 0 f us ~"'. 
arè by the work on ourself, how make o'ursel f fit" 
instruments for use (how we augment the given-
what used to be called fate); (3.) that there is 
no such thing as dua l i ty whethcr 0 f the body and 

, 'the soul or 0 f the world and 1, tha t the fac t in 
the human universe is the discharge of the -many 
(the mul t iple) by the one (yrsel f done r ~ght, what­
ever you are, in whatever job, is the thing-all 
hierarchies, like dualities, are dead ducks. 33 

In'" e'ssence, OIson gives a formula ln the above passages for tHe 

• 0 

psychic stance that desires to integrate the subj ectlve with the 
~' 

objeëtive. ,The poet who honoured these precepts was, therefore, -, 
not an ,~l1inven tor" 0 f a new poetic real ity, but ra ther s0I!l~one " 

-j> • , '. 
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who acted \Vi th:',~nstead ""of uÉon the obj eC,ti,v( ~orld of phen'omena . 
~ " ' , 

(the "g'iven") and ,"augmented" or gave something of himself back , , 

ta i t,. OIson t:efe.rred ta this stance in "Proj ecti ve Verse" as 

"ohj ectism"-the "getting ria of the Iyrical Int~rference of the 

, i"ndi vidual as ego. ,,34 The poem was the means by which the sl!b-: 
-

jective and objective could gain accord through iJtterance ina-s-

much as i t be~ame "'~vidence "0 f the. proces s of poetry âs approach-
/ - , • l" 

'ing truth'with no ot'h.er·-gui~~ than it,self.,,35 
,r-

F 

Thi s "ob j ec ti sm" presupposed a conception of the 

as;a place of inherent harmony ànd value which~~ouid be ~pproached 

by the subjective mind on~y when it was prep~red to abandon 

logic and reac t ta exper ience ·a t the ~~n taneous ?,) phys i~al, anc!._. 

emoti'Onaî levels. This pl-ea for a proprioceptive, "at-the-skÎn" 

awaryness of the physical worldwas asserted by OIson as: 
<" ~ ~'.,. < • • 

8n~ actual earth,of value to 
construet one, ffom rhythm to 
image, and image is knowing, and 
knowfng, Confucius says, brings one" . 
-to tne --go-aI"'"! ' Nnfb,jng. is possible', wi thout 
doing ~t. 1t TS whe~·the test lies, malgr~ 

. al.} thought and aIl the., pell-mel\l of 
~~oposing it. Or thinking it out~or living it 

L--~ ahead of time. 36 

According to Creeley, this proprioceptIve stance that OIson . . 
f,. _ ~.. _ ".' 

asslJmed in his poetics made e.vi~ent the cQntent of "anY,]jlan -as 

liter.al experience in and of his body-not a 'psycnology,' (whic.h 

he feels.on 'the, surface' merely)-but the data, a depth sêhsibi~­

ity/ the 'body' of us as' trbject which spontaneously or oLits own 

. order produce~nce of " 1 ?epth 1. ,,37 Cre~ley, refletting 
'.~ , # 

back on the impo't'tance of Olson,I's "Projeétive Verse" when i t 

'. ;, 
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1 
first appeared, sees this essay "as a ijivotal turning-point for 

modern poetry because it admitted the possibllity of verse as 

an "open-field" whereby the poem's technique could reflect the 

psychic concern that the poet makes evident. Creeley, who began 

his correspondence wlth OIson in the spring of 1950, was frus-

trated by the closed system of verse that then eXlsted under th~ 
1 

regime of the New Criticlsm/where poems were pàtterned upon ex-

terior and traditionally accepted models. The excltement Creeley 

felt toward 01so~'s 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 ~ir correspond-

ence. The Olson-Creeley letters are also interesting because it 
\ .. 

becomes evident that OIson was equally indebted to Creeley for 

man y of his ideas. Finally, Olson's assumptions in the po~try 

and statements Qn poetics he forwarded to Creeley echoed a psy­

chic stance of "a way of being in t1)e world H that Creèley"could 

38 assume. " 
",,-. 1 

In an early letter to OIson, Creeley, who was thenJin-
o 

volved with the creation of a new literary magazine, was intense-' 
; 

-'. ~" ~ concerned wi th the formula ti .... on of a "program" ~or the New 

Poetry: "1- don't think we can get to an exact 'program' which 

wilJ embrac~ with sincerity the p~esent concerns 9f. Williams~, 

Pound, etc., etc. In the case of the Dr. (Will iams): 1 wé come 

close becau5e we take him to be a focus for these matters. But 

always, our own way, has to be i t. ,,39 It i5 ,interesting to, note 

here that Cr~~ley, like his predeces50rs,'rejects any notion of 
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a "movement tl or a "formula" for writing. We see here evidence of 

a poetics in formulation which acknowledges the concerns of ~he 

proponents-of "open-form" who held that the act of writing ~as a 

,continuous process of discovery and revelation. Creeley reJects 
" 

the use 0 f any "mode 15" because t·he Impl ica tian l s tha t such an 
, 

activity would presume imitation of another's forme A~ready here 

Creeley 15 work~ng toward the idea that the poem's form must be 

based ~P?n the individual çontent, and since such content is al­

ways unique"the form of the poem cannat mimic'a previous struc-

, . 
,ture; rather, it has to be aligned with the poet's own experience 

-
and be made evident through the construct of his personal utter-

\. 
ance .. \, 

Creeley commented on the distinction Hetween the objective . 
,and the subj'ective: "What is 'objective':' t'he fact that 1 sit 

here, force~ to this typewriter and this paper: ~hat 1 can put 

down as 'subjective' as. 1 can rnake it" (OCC, Vol'. l, p. 31) •. Here-
--, r. 

Oree ley di st inguishes between one' s', li teral si tuation (the obj ec-
... 

tive) that is allied ta what one brings of'oneself to bear on 

,that event. The subjective is the "voice" that is "fo be heard 

;what IS there, in any given instance" (OCC, Vol. l, pp. ~8-

39). The projected form of what "IS there," 'for Creeley, 'wa's 

mani fested through "the e,mphasis. . . on 1 spee'ch' patterns. . . 

(DCC, Vo.: l, p. 39). In an early letter Creeley refers to, the 

" 

music·of the bebop'artist, Charlie Parker, and he view~ the statè­

ments of Parker's solos as intimate,expressions of the artfst's 

imagination.' Thus, "by 'spee,ch' pa'ttérns" cre~ley 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, 

the poet sr:ould utter language III ,direct conjunction t6 the in­

tensity of the emotions he wlshes ta articulate. Creeley saw 
.", 

this in specIfle re.latlon to Olson's preliminary notes on "Pro-' 
L' 

jectIve Verse" whiç:h he refers ta as "the matter of one's own 

stake in the .content: . or what cd ~erve as reason," and the poetry" 

that results "must smack of the single intellIgence: must b'è 

deadcenter und~r the will" (DCC, Vol. l, pp. 63-64). For Creelèy~ 
--J 

1 

this meant making one's.own cohtent Cone's personallty) count as 

equally valid ~s the deslre to·be,obJectiv~. Cr~eley evaluates 

poetry as a "personal" utterance becau~e he feels 'that the poet 

has to "make /us'e, If poss lble', of what best goes wi th yr thiI}king. 

" Yr own method of apprehension" (OCC, Vol. r: p. 67) . . ' 
Creeley ev~n cTlticlzed Williams' Short stories in th~ 

, . ' 
early letters to Ols'on bec·a1,.l·se hé felt'Wirll·iams did no't r~al1y 

\'1... 1 ~ • 

~ 1 • 

-attempt anything more than,documentation ànd t)leàeby ignored the' 

.~ '''transformation'' that Creeley felt 1hould oecur' i,ii thé"work of art, 

which was the establish.ing of /'the relation betw~èp 'you & what 

youlre writing abt" (OCC, Vol. I, p. 6-8). The method by~'.whi\çh to.,\ 

move into such a "transformation" and to. depict 'the relation of 

the subje~iive criterion (the content) was, expressed in Creeletls 
, Î 

statement that "form is never more than'an extension of cbntent. 

An enacted or possible 1 stasis" f~r thought" (OCC, Vol. r, p', -'79), 

which is the first appearance Of' the "formula" that OIson ineor-

porated into his "Projective Ve.rse" essay! In this same let,ter 
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en June 5 t 1950,' Creeléy anticipated the exampI'es OIson gave in 

"Projectl ve Verse" for th~ actual metl10d by which the form shoulJ..d 

'express the content. T·his waÇachièved, Creeley fe~t, through 

"'the line: running, .IN STASIS. . . Whi\h means no 

is ~ld, in tensio'n, the 1 ine of the in~e111genc.e 

its expression" (OCC, Vol. l, p.' 81). 

more than it: 

as manifest by 
"! 

OIson responded enthusiastica1ly ta CreeIey's statemént 

·on form and content by wri ting that this necessary "transforma-

tion:' was "a matter of ploughing ln, from the man, his contenf..-

(Si' it better be good) and forcing, always forcing -on, not by way 

of i t as statement, but i t as i t brlngs abo,ut i ts. -form" '(~C, 
• 

Vol. l, p. 93). OIson Intimated that the poem should not concern 

it~elf WIth didact~c meaning (which was Ide~tical ta Williams' 

assért ion), but that i t should concern i tse 1 f wi th a s incere .dè-

piction,of the subjectIve .. "presence," which i's the poet's Self 

or personal i ty. Creeley' responded to this wi th a further expan­

sion of the subjec<tlve and psychic "transformation" on the part 
, ~ .. " . .. 

of the poet as he attempts 4 to relat! ta the world of which 'he is 
1 '. ' • 

wi tness. Creeley saw this as "the shading between thé as.sumptïcin 
.', 

of an 'event' and the multiplè 'sensings~ of .'value' ~n it" (OCC, 
'. .--

Vol. l, p. 95). Here, Creeley is distinguish~ng between simple 
" . 

doCumentation ("the assumption of ,an 'event' "), while at the same 

time anticiPating OIson' s statement''''on "the. use and value of a 

,life" in The Special View cf History a~d "Human Uni verse. " The 

'" sens ings' 0 f 'value'" 'become the "transforma tion" tha t occur"s 
,~ 

, 
between subj~ct and object--the Self and the World--which equates' 

... .,. . . 
'..~~~~ .... ,, ___ ,,:,,:;!. r~..l-,"Y; ~- ~ ~,~-F~-r:-.....:f. - """'- J.' .' L ~~. ~:':"~~ Q.~ •• ~ 
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to-: the psychi c stance that ... ·is·-ass~rted '. by the proponents of pro~' 
~~ ~ ,.:~ 

jective poetry.: Therefore, ev~n 50 eariy in his caree~ as ~~ 
1 

J ..J ~' 

poet, Greeley sensed the meaning of "ptQ.jeçtive" as a stance 

wher.eby the poet enters into an inUm"at.e ~ela·tions:hip. w'i!h.his·, 
, -' 

subject: matter. 
( 

This stance goes agalnst·a poetic "posture" and suggEists~ , 
'. 

inste,ad, the assumptlon of a "voièe" that stems.from one's aetual 

" physical detèr1l\.1nation of spyaklng, Thus the rhythrT!s of the .. p'oerri' 
0' .... ,. ,) , 

came ta be based on,the poet's own unique style of spe~king, which 

directly pllgns the language of the.poem no~ to àny rre~ious ferm 

ur modè of expression (like E}lio.t' s assumption of an Eriiabethan 
", .... . '" ..... 

posture ln sorne Of, his poems and plays), 'put rather wi th a lang- ~. 

uage current ta one's place and time. The paralJels ta Williami~ 
, 

sens'e of idiom and "measure" are apparent wi t"h~n this eont,ext, 

but Cree 1ey, through hi 5 concept of "t ransfonhat ion.," extends hi 5 

"mea'sure'~ .to embrace bath the technical and 'psyehlc cri teria. 
• t , 

~reeley-saw the chfflculty of maintai:r:ling "a logos, a pow-

er ~f methud, derived from (form) (from contetit)/thai 16y5 bare: 

yr e~nter,' or: o~.what use the document, IF: no final ~tripping, -
can be. effecte'd" '(O'CC, Vol. ,l, - p. 106)'. Ta look faT the content, 

,-Creeley' feIt one"hadto flnd it5 root "in the head & Self" ('2f.Ç" 

Vol. l, 'p. lIB), to pay attention to one' 5 mode of thought and ta 

be faithful !O that facto Dnce again, Creeley 5eems ta be anti- ' 
. \ 
cipa~ing 01$on through the implication of a stance the poet takes 

ln relation ta. the world: In reference ~o the discovery of a new 

fOTm, Creleey reje~ted innovative techniques or new method~ g~r. 
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,.their o.wri sake because "an apparent logos in method/ne~! ca'~ 

mean no NEW corrlent. A man, each man, i s NEW. ff his method, 

his form IS the logic of his content; he cannot b~ but: NEW! 

'orIginal'. ~ut the chang~s, ~hatever, i~ an e~isting method, 

by a man comin~ up, will mos{ certaln1y, no~ of ne~essit~: meart: 
~ 

new,content" (OCe, Vol. l, p. 118). Content 15, therefore, the 
" 

awareness that the poet lS working deliberately wi~h his own ,vi-
. .. t 

si6n. As such, the Pget has to move beyond the inflùence,of his .. 
---- ., 

mentors and the tradi tians of the pastt (which', in Cree1~y' 5 case, . . . 
'" 

me~nt moving beyond the Inf1uenc~ of e;en Pound and Wi1~iams): 

"That is' our function, ta go beyond~, in tlme, in reach, in the 

" 11 e ad & he art" ,( OC C, Vol. l, p. 119). . -- , . . 
Th~ origHlal~'form of 0150n'5 ~v~ntual1y revised. "Projec­

tive Verse" essay'came ta Creeley in a lettér dated June 21, 1950. 

In this letter OIson wrot~: 

l have a hunch that, emotlon b~ing what lt,is, its 
control on our own breatnihg 15 such, that any of 
us, who will stay out in the open, in the OPEN FIELD, 
will, unknown ta ourselves. .declare, every 50 
often, unawares, a base beat and flow which will, 
order 15 such a part of the law of rhythm, also de­
clare itself (OCC, Vol. l, p. 127).' 

Creeley responded ta thlS by commentlng on the "breath uni tl! and 

the rltethod of composition OIson suggested: "WeIl, it 1S true .. , 
~ 

breath/wha,t you have there. Tha t makes the way. The head cannat 

spape ~ line more than the éar can hear" (OCC, Vol. l, p. 149) . 

. Once aga/in, Creeley anticipated the idea that OIson articulated 
\.~ .' 

~. "in IIPr~::i_ecÙ-ve Verse" of the "raw of the line, Il which wa5: "The 

9~AD, by way of the EAR, to the SYLLABLE/the HEART, by way of the 
• 

... ~,,~.. , -
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, , 

'" "40 B:..REATH, 'ta th'e'~fNE. . OIson based this maxim on his acknowl-

edgment. 'of ~'en'9llosa' 5 iâ~as 5et forth' in 'The Chinese l\1ri tten 

CharaCter as a Medium for poeirY'$ince, as OIson wrot~ ta Çreeley, 

F'eno,11osa was correct ln assumilJg -that the sentence was "the pas-, 

~sage of 'force from 'subJ'ect to ob]'ecy' 00CC, Vol. II, p, .10). 
," . ..... , 

~Cr.e_eley responded to Olson's outlin.é for his "Projective Vé'rse" . " 
" ' 

essay stating, "I·take it that you,h&ye got ho1d,of the ONLY work-
~ 1 1 , 

able 'd.ynam1c' fo)' eXp'eTlmen't wLth'line" (OCC, Vol. II, p. 13). 
,- ~ 

The psychic stanGe that Olso~ posited in his 1et~ers, 

whi~h was later' mory fully '~rticu1ated in "Projective Verse," . 

"Human Uni ver·se ," and The Spee.i al Vlew of I-li stoTY, was recogni zed 
\ 

'by Creeley ta be: 

. " 

a profi tab le 'a t t i tu'de' for working THRU a poem, 
bath fO,r a potential reader orla practlslng poet., 
1 meaQ~ under yr schema for energy, IS that room, 
for 'buIlding' in a poem, under hatid, toward: end. 
It glves us a logic tight enough io hold over our 
material"but at the same time, cuts out of the 
cramping of so-called forma} metncs (OCC, Vol. l, 
p. '.14). -

'Cree1ey was again~t Ha per~od wherein ~ords were gett1ng atten­

t.lcOn mainly as carners of: illea!Üng, Ilmited, oddly, by the anti-
, 

social tag. Lt was a head: ' biz, purèIy'1'" (OCe, Vol. II, p. 14). .. , 

Tnis statement .by Creeley'proJects to~ard Olson's distinction 
, 

between language ("shout lt
) as "aet of the instant" and "logos" 

~ ~ ~ Î 

as "aet of thought aoout the instant." -It lS a:' plea tO"make the 

language of the poem an expression of an intense -feeling or emo.-

tion while asserting tbat the aet of writing i§ not 50 much a 

deliberate act, but Tather a spontan~ous one. .. , 

C~eeley!s itate~~nt also reealls two other influences. 
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,fi l'st 'Of the5e -i5 Pound: who COllmented on 
/ . 

the loglc of,disqourse 

in his ABC of Reading :_, .J 
\lIn Europe, 1 f you ask a man ta define anythlng, hIS., 
definition always moves away from the ~imple thin~s 
that he knows perfectly ~ellt it recedes into an un­
known règion,' that is a region 2f remoter ând pro- \ 
gressively remoter, 'abstraction-. _' , 

- Pound felt tbat thlS typ~ ~.f dlscourse ignore? the ':~hlng'~ itse~f,. 

and, therefore, had no place ln poetry, , Creeleyls affir.matl.on of 
\ 

t&il ~cknowlèdges t~e'debt both he and Olson,felt toward their 
, . 

mOde'rnis,t predecessor. The othe~ influence whom 'Creeley was Jater 

'ta incorporate into 'his sense of poetics was the German philo~o­

pht:r', ,Wi ttgepstein, W?Os~ 'statemènt that rtmeaning 'is use" poînted 

Cre~ley t~ward the recognItion that language possessed an intrin­

,sic energy that had ta be realized during the, a.ct ~f wri ting,. In 

.' 

a recent intery~ew Creéley- was asked by this writer i'f when he (Creele'y) .' -
./ ,. .... 

was puttlng words down on a page the form was retained,as 1t 

occurred, or whether a' breakup resul t;.ed in a revi sipn ~n 'the printe.d 
, ' 

page. tree~ey replied thaf the form rema'ine1ù "j ust the same .. 

t~e form iS'~ll accomplished'in the ~rit~ng.,,42 '. 

, .cree~e; also felt that O)son',s Itleas ,in "proje'ctive Verse" 
~/ , ., {~ 't-

\ --/ , o~f the poet' S ~~ promoted an open-forro poetry in which· the particulars 
\ . " 

exp,eriences could' find expression: 
, 1 

Th.e point IS": t'hat when we can come, clearly~ (as you 
already have), ta ~uch an attitud~ toward lin~, word, 
and b3se_st~ess: we'open it,up, wide open/and make 
possible~ anythirlgf. that the he~d. " .. ean get' to 

1 ( OC C, Va l. II, p. 1 5) • 
,-"-

:However, while Creeley fel~ that "Projective Verse" provided q. 

very gooà argument, OIson o{fered too li ttie attual il:4ustr'ati{)n .. 
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'What Creel/li'y was f6~ 'as eprly as June of 1950 was a line 
1 a . , 

th?t could ef~.ect,i ve~y expres~ the content or the Sel f (the, "he d") '. 
, \ • r 

He rec?gniz,ed aÎ\ esse'ntial co_ntr"adiction here that he tried to ~e-
\ ' 

sol ve ip his 'own poetry: the fact that "the,' clearer the head gets 

',:on a tpoint', th,e tighter ît wan~s to maki ltS, comment: what IS, 
• \ 1 

ne~ded is,an ~ttltude ~ha~ can combine, the tightne5s of t~e head/ 
\ . 

" . \ 
"with ,the actual extension\ possible irùo sounds/poetry" (OCC, Vol. !" ,. \ ' . 
II,~ p. ·16). Using o,lsonJ~~rinciPIC of Field Composition, Ci'rE;eley. 

feJt the nced to "tighten thè- poe'tic line: Tlghten.: as the act 
1 

of 'precision' ,-'being right-:"'NCT éramped ll (CCC, Val. II, p. 54). 

The process of "tight~,n~~g" that Creeley suggests will be exam_­

'~ned in Chapter IV which will deal with specifie technica1 and ~ 

psychic concerns Creele-y app1led' to th-e constructi'Ûn 'Of his poems. 
, , , 

In àddi ti-on, the concept 'of a minimal, reducti ve style tbat Creeley 

works toward WIll be dealt with in light of his previous' state-

ment,s. 
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CHAPTER IV 

, 

, J 

FORM AND CONTENT: THE OPEN-VERSE Of PIECES· 
.~ 

. . 
The integ~ation of subject and objett and an open-form 

poetry came about partially,as a reaction 'to the "t.radition" on 

the part of OIson and Creeley. Creeley believed that the New Crl- b 

i ic ism and the 1egacy of th~ poet ry of tV1e 1940s we"re respons.i b I e 

for an trinsistence" upon an idea of form extrinsic t<J the given 

inst;nce. ,,1 He fel t that the proponen ts ~f an open -foml ackno_:,l-
/ 

edg~d the psychic stance of Olson~in their poetry wherein the par-
<.~.. ' 

ticulars of one's own experiences concerned the poet who wished 
~ 

-;.. 
ta acknowledge the possibilities of his own life: As such j t~e 

Heideggerian assumption of the "candi tian of reali ty,,2 became ,'the 

poet's primary concern. As Creeley wrote:, 

Tb~ point seems that we cannat,. as wri ters--or equally 
as Teaders--assume such content in our Ii~es, that aIl 
presence i5. defined as a history of cate-goricai orders .. 
If the nature of the writing ~~.to movein the field 
of its recognitions, the 'open T·leld f of Olson's JlPro- o' 
jective Verse", for example-, then the nature Qf the 
li~e it is demands a possibility which no assumption 
can antiëfpate. 3 

This promotés a s.ense of rElali ty that'.,1s both li teral1y 
'J ~ , ~ 

"0 bj ect i ve" and "subi ect i ve . !' 
" '. --

of ih~ worid outs1de of the" Self, :but i t is equa11~. important ta 
-, 

ilote the signi,fica"nce of on:. '·~·"emo,Ù.onal, subj ectix.e ,content when . 
encountering this-- "other" reali ty. 

.. ~I....... -;;. {" -,._ li" 

eqJ~l sense-becomesc:.·~t}le t,ssue of a term 'as rTI a,s' real ca!). b~' 
--or 'else "there is really nothin~~ -ta be said. Il In a letter dated 

For "either one acts in an c 

the 9th of July, I9S0,--Creeley wrote to 01$~on on his_ vie-ws of 

1.11 o 
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o 

objectiv:~ty,_oJeeling that it,:should not be a disa~s()ciàtion of ,,';~ 

".thé Self~from the content. Rather, to be objective meant, ~or 
! .. ~ 

Cr~eley, Il,to be' 1 subjecti vë" -'~that 1;hè possession of content (as 

.' " 

ï t p~J::t a ~ns to the 'outs ide:' ~ is complete' enough 'f.or"'the ~oet to .. :<è 1 
hand over. This p,remise leads to a sincer} ty in the way 

.. - ':'> '~" 

the content is handed over;" WhlCh' ~s "the Intenti.o,Tl!..ê-s bellef: 

tq be as "subj ecti ve as is' possible; abt any fhing which thé att~'n-

tien finds.'" 
"'~ -... t 

Subj ective describes a man 1 s gnp on what, IS acting ~"_ 
~' 

upon him, as opposed t 0 the 'what 1 S ac.tJ.ng, l 'miD.lfs such compre- ...-;.., 

hens iO.n-"-tha t being,' in short: 
1 5 "r U 

the obJective." 

Similarly, Olson's prop~sition of subjectivity and obj~c-
, . " 

tivity was based on the'premise that: "Energy is Iarger than 'man, 
\ 

but therefo.re lf he t~ps it aOs i..t i sin"'" himsei f ~ his u~es 0 f him-

self are EXTENSIBLE in hrtman dirSctions and degree not previously 

granted. ,,6 
. ~ 

Thus, fot both Creeley and OIson the poem came t6 exist ., -
not -as the compili1!g of data to present an idè'a ... but rather as t,he 

. ;interaction of the subj ecti ve mind that encounters the physical --
• a 

reality of the objective world. As Warren Tallman points out: . ,. 
Creeley spends less time ,thl:i'i.kin,g 'thoughts ' mare 
time thinking 'the world'. By 'thoughts' 1 mean 
ideas,~wisd~s, meanings, beliefs, and imply a 
~titicism or"'l'0ets who do only this as tho~gh s,uch 
• .. were the whole of life. By the 'world' 1 mean 
the al way~s arJiving, occ,urring ~ departingrelation­
ships whiçh surround each man as he moves. . .7 

In discussing his .~'wo greatest influences-Williams and' 

Olson--Cr~eley cwri~es that Williams "engaged language at a level 

both familiar and acti ve' to my. own senses, and made of his poems 
~ 

an interrsively emotionai perception. Williams, as weIl as 

; .. 
• If'< _ ~..... • 

~,;.>'~~.:A:..l~d~-, "lte' mtftlk 1&-Sh l
t; .a--r'G'ïlliif if''''--_$",'&;_.1 êj.~"" J.~"Lr ... fiJ"::..r"'~lIitAt$j_~~ .... ~. 



t: 

" , 

:. , 

• ~; Il 

.' 

113 

Ç)ppen and 'Zukofsky, made clear tà Cr~eley the role of the poet in 

relation ta the abject of his perception: 
~ 

" No wonder- that l've never fOrgotten Williams' con~en-
tian that 'the poet thinks with his pbems, in that 
lies his thought, and that in itself is the profund-
l ty.. 'Poems have always -ha4 this nature of 

j
'revelation for me, b~coming appàrently objective mani­
festatibns of feellng5 and thoughts otherwise inac­
cessible .'~ 

According to these assessments of Williams by Creeley, the form 
"'-. 

of the 'poem had to deplct the emo'tlonal content of the poet' s in-

volvement with his subJect matter: 

In poet ry the a t'tent ions can come to gavern, as a 
man might govern by what he loves or despises, or 
what number'of things his hands can hold. Seeing the 
thing, even 50 it remàlns outside him until he can 
give it substance in the multiple involvement--wh~ch 
means only that he and the thing, and the possibility 
which has no' limit; can coexist in a form which it i5 
his own ,responsibility to effect. 10 

. . 
Both Wlll iams and OIson made evïdent, ta Creeley tha t wri t-

in~ could be an intensely specifIc revelation of one's own con-, , 

tent. Creeley admired the fact that ~Olson attempted ta go beyond 
.. 

, ' 'the. idea. or a t tl t\lde of: humani ty to an actually explici t exper.i­
/' 

/énce or humanness that would be depic'ted through the emotional 
/ ", " 

.. 

/'" intensi'ty.of the paetic 1ine. Creeley wrote: 

- .. - -

, . 

'" 

l am most, Ïinpresseq that, in 01son's writing, these 
several measures of human terms are adamant: 1.) 
that the instant in human time and/or aIl that can 
be 50 felt must be 50 present, or else cannat ex~st; 
2.) that human conten~ and possibi1ity are ~he issue Il 
of acts and are only abso1ute in that fini teness. . . . , 

Crëeley' S. oinsistence on human "time" sugges.ts his belief that poems 

are a "complex" of the encounter of the subj ectiye mind wi th the 

objective wor1d. Thus,the poet is a "transmitter" of reality and 
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" . 
the form .of his utterance must be rooted În his own indi vidual . 
content: Cree l ey as s erted thi 5 in a letter to OIson when he spo,ke 

about hlS Tole as a writer: 

l am not in any sense a morallS t, more than l can 
be, a transmHter, thru which work: forces, moral 
or otherwi se. l ask onl y that exac tnes s, tha t the 
words keep wi th the head/ as t'ha t carries thru, ta 
consciousness, what charge the,'emotlons are capabJe 
of. The complex. To that, ta only tha t, should any 
art comnat itself. It 'is·to have no hesitance be­
tween what the head, is thinking & the hand is put­
ting clown. ,To force that coup1ing. To NOT avoid. 12 

The "coupllng" of' the "head" ,Cthe mInd) and the "hand" (the actua1 

act of writing, as opposed to the formulation of Ideas) suggests 

that Creeley already felt 50 early in his c,areer as a poet (~ugust; 

'~50) that writing had to be what OIson called an "act o:f-~the in-
"~ , . 

. ' sta~."~ "The act of writing," Creeley wrote \to OIson, :'belies 

the conclusIon which i t migh~ get to-because it is when l've fin­

Ished, that i t all occurs to me~ what might have been done _.,,13 

I~ is interesting ta, note that Creeley felt that writing was an 

aet of discovery of the Self and that the premise of "open-vers~" 
-

and the ~oncept of the continuous poem was articulate~,by Creeley 

50 early in his career. 
~. \ 

It is important ta note the consistency of Cree1ey' 5 poet-
• 

ies as evidenced by h~s 1etters, irtterviews, and essaYs. It dem-

onst rates a fi rm bel ie f in the psychie cri t.eri on tha t underlie 5 

. 
the poetic princip1es of. both Creeley and Ol,son-priI1ciples that 

OIson seemed to bypass 9r disrega'rd in the body of his writing. 

Creeley, on the other -band, retains as the " subject" of his poetry 

t'he s.truggle of his attempts to merge the subj ecti ve and the 

, -, 

'-. 
-' 
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èbj ective-fhe form and ,content-,wi thin the p0Y,m.' Ann Mandel 

.~ points out ~he seeming contradiction of Creeley's quest: 

• 

.: 

, 1 
He (Creeley) dlscloses, in the clear unshadowed 
light of an exacerbated consciousne~s, a sensibil­
ity of tensions, cares, apprehensions. Here 15 a 
m~n who, prizlng grace and clarlty, suffers an un­
sure body, a vOlcè -stumbling towards lucidj. ty 
;through syntax; who, wanting to be aIl 'he can for. 
those ~ he loves, knows, t.oo ln ,de spai r, hi s own anger 
and wilfullness; who, admirlng largeness, openness, 
nakedness to the wQrld, feels he is closed in his 
own small forms"habits of being, isolatlon. l4 

What fpllows WIll be an analysis ,of Creeley' 5 middle and late'r 

period as a poet thr~ugh an" invest~g~tion of Creeley' s "voice" 

his methud of art leula tl'on ~througrout these poem:;. 

and 

In talklng about C~eeley 1 s- "voice" i t is ,lmportant th con­

sider his own statement to OIson about hlS own Aiquè- style of ! ' 

"talk ing" which extends ta hi s, method of wri ting poet ry: "1 had 
;; .. 

been brought' up in the count ry, on a farm, t\ and the la:nguage, t,-he; 

way I.:speak: is, or has to do with, that slowness & slow laps­

say, around a center."lS This techpique of .. ,using langjJage ta l, 

circumlocute an issue, to depict a 'hesitancy and uncertalnty,!.is 

i~mediately ap~arent 1n read~n? a Creeley poem. In addi tüm td 

accurately depic:ting the emot,ional st~te of the poet (his unéer­

tainty, awkwardness, as weIl- as occasional emotional intensity) , 

. this technique of presenting a~~accurate, indi vidual voice for-
, 

'Wards the ,conçept of a physical determination for one' 5 way of 
f 

speaking in verse. It is a techniquè Creeley noted in Williams' 

s.ense of "measure" and OIson' s method of "field composi tion"; . 

but it 15, 'primarily, an original device on Creeley's part that 
7 ~ 

n<rs been 'much 1mi ta t;ed and has grea tIy influenced' many ,young, 
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contemporary po~ts. 

Creeley's "voice" from his earliest poems ta his present 

wOTks is centered around hlS belief that language should be non-

referential, Slnce this would reduce the communicative meanlng 

of words to where !lthey (i. e., the words) speak rather than some-;-

one spe~klng Wl th them," returning the.m "to an almost obje-ctive 

':state of presence. lIl6 This desire to remain "objectIve" ln his 
-, 

,_staternents ereates the tension in mueh of Creeley's verse, a ten- .' 

sion that ~s sn'-es sed be tweèn the poet' s subj ect Ive Se 1 f (t~e ' 

mind or ego) and hI,S deS1Te to maintain the object,1ve, psycl:lic 

impev-a t Ive in hi 5 wr-l t ing. 
1 

Cree)ey' artieu1ated this tens10n in hi'S, eariy p<?etr.y 
t 

, . 
.... _ through the use of <bphari sms. 

~.. 1. ..... 
His dlstrust of the Self, of sub-

'", 

jectivity and the trIcks of the mInd, is apparent in an early 
/' -' 

~, poem, HThe Kind of Act Of," where he wri.tes: "The mind! beside 

.the act of> any dispo:sessio~ is! lecherous.,,17 Cree1ey feels' 

that the mind and the ego s~and in the way of an encountèr with 

the intTlnsic reallty of t,he "thing"-a stance he shares wi th the 

early Imagists and Williams. As such, he is interested in phe-

nome,na,. and an ear1y passage in "The Immoral Proposl tion"-"to 

look at lt is morel than it was" (For Love, p. 31) suggests the 

Heideggerian "dasein" that posits the necessity of an objective 
~ 

encounrer between the "thing" and the Self. 

The limitations of the mind and self-enclosure become con-

sequen~ themes t~oughout Creeley's poetry. This is ~lready:ap-

.' . 

r 

( ~parent in an early poem, "La Noche," where.l're draws a para11el 
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between the moon (an objective reality) and the Self: "Thé moon 
l' 

i si locked ln l t se If, toi a man al famil i al' thrng" (For Love, p. 

50). Interestingly, this early poem anticipates the more 'com-

! 

plex dISCUSSIon of isolation in the poem, "The Moon," from Plecés. 
, . . 

One of the most compe11ing ~nstances of Creeley's struggle 

not ta yield to the "lechcI'ous'" actullty Qf the mind occurs ln 

an early poem, "The Name" CFor Love, p. 144); . In this poem C.reeley 

beglns by urgIng hlS daughter to: 
..:-

Be na tural _ 
wi'se 

. , 
<4S you can be 

-
The sense/of his subjective id,~ntIty, his name, is objectified by 

> 

Creeley' in an effort to demonstrat~ the unIqueness of his chi1d~ . 

'-

let my name 
be in you f] esh 
l gave you 
in the act of 

loving your mother 
), l , 

The child wa* concelved through the act of, love (lfsensuality's ~ 

measure"), not through themlnd's formulation: "there was no. 

thoughtl of it but suchl pleasure aIl women/ must b~ in her,; as 

you." 
, . 
r:.! 4 

.1 i ~ r 

. Finally, the poet urges the child to simply "be" and .n~' 

ta indulge in analys'ls and se 1 f-Tefleet ion: 

\ 

, . 

Let, the rhetoric 
stay wi th me 
your father. Let 

me talk about i t, 
saving you such 
vicious self­
exposure 1 let you 

...... 
'. 
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pass it on 
• in YOU" l cannot 

be more' t han the' rnqn 
who watches.~ 

. The poet acknowledges two thlngs: (1.) a desire to spare hlS 

child from the pain of "vièious self-exposure" sinc<:)/he hopes 
~~ , 

that the Self she possesses wIll not be awkwardly dlstorted by 
(1 ~ 

the same kind of self-consclousne55 the poet indulges ln, and 

(2.) that the child'5 "inhentance" will be 5lmply the gi-ft bf . 
• ,. 

1 i fe the parents ga',ve to i t and not the exces 5 baggage 0 f ,gUiiI t, 
, 

doubts, and obligations. Whlle thls poem has certain Romantic 

overtones, esp~Clally ln that its sentIment makes ~s recaU 

B;I.ake's "infant Joy," the fInal th~ee lines reflect the stru~gle 

that Cieeley is depicting. The admIssion that he cannot be more 
r 

than someone "who watches" ~has dual connotations. 
1 

FITSt, we see 
• 

ii as a moment of pathos where the parent rea~lzes that he can-
\ ' ~ 

not do more than observe ItS offsprlng grow up and cannot 5pare 
1 < 

it the trials of life to which it WIll become subjected. Also, 
t 

more Important, i5 the adm~sslon of a persan (the poet) who can . 
oftentimes only be an observer of llfe and, not a partIcipant 

becaU5e of his mind and self-conséious sub)ectivity. 

Creeley's concern with the obses~~ve nature of the mlnd i5 
1 

'evident-in hIS acute dIssection of relations~ips. Wqrds a~d 

Pieces, in partieular, dea! with the mind\s srruggle to.establish 

re1atlonships not only on a persona1 level, but,alJo between th~ 
.' \ ~ r 

Sel,f an'd the "world." However, an earlier poem, "For Lbve" (ForlI 

~, pp. 159-160), wrltten to his second wife, Bobbie, who IS 
,1 

als9 the sub)ec:t of mueh of his later love ~oetry, de1>eribes' ihis 

, -. , 
f 

l f , 

.. 



. , -

( 

, 
" 

" 

, 

". 

, 

1 

,1 , 

,> 

Il'9 

1 ~ , 

struggle., Tlîe poem' be'gms wi th the" poet expressing a ~e11 Te to 
, 

articulate'~ s:trong ,emotis5n', insight, or Inspiration he had felt. 
( r 

However": in ,the pr.e:;ent', tl1e ffilnd that had offered abstraction 1 
• 

and analysis' of ',th1s prir~ary emotion now: 
" 

'. ,J •• despairs of its own 
statcment, wants to 
turn away, endiessly 
to turn away.-

Trying to, retrieve the expenençe of havin,g 't'eH l(!)ve" 

the poet dis torts it through th~ mind: 

" 
<, Now love also 

bec6m~s a reward so 
re~otè from me l have 
ooly-made it.with my mInd ...... 

, \ 

1 

A~d t~e mind l eayes, 'the poet 'wi th' a sense o'f despaJ r: 

-• 
H~re is ~ t~dium, 
desp-al r, a p,ainful 
sense of isolati~n and 
~himsical if pompous 
self-regard. 

, 
.' 

, , 
,4, 

, , 

Th~ speaker aiso points out that hIs,ego, or subjective Self, h~~ 

distorted the woman into the Images he wlshes her to become: 

Nothlng says anything 
but -that Whl~ch l t wishes 
would come true' 

" 1 

Finàlly, the' speaker Teco~nizes the need to discard the tricks of 
, 

the miiid as he desires ta regam the; primary feeling .. of love thÇlt 
", 

, 

in:st igated his orig ïnil mental specul'a t ion: 
, "',.." 

\, 

1 

Let me stum~le Into 
nof the confession but 
the obsession l begin wfth 
now. 

"Confessi,ofI" belongs ',to the Jl\ind and the whole mental anguish the 
, 

poeL, fs ,expressing throughout tais, poem. ,'IObsession;" on the 
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Ill' • 1 1 

"other _ hand, i 9 ·hi 5' ~ee i ings 'q f love fcr the woman, "t.ha t sense . 
t '. ( , 

abovè :the ,oth"ers" in the optinïng stimzél. 'As the face of the woman , 
') "-

fad,es ln the 1ast stanza, retut;nlng "int-o the' compal'lY of love, fi 
\ , , 

~ 

sa the o~~gi~al, è'm\otio,n and. feelIng 0i .l.~ve returns, bu-t only 

'when theie is "nol mInd 1eft toi, say any~hing'at'fJIL" 
.. \, t.. ' 

; r \ " '. l ' , l S' ~ .; 
Cree 1 ey' S n'ex"t; c oH ect l on of, poems, Words, cont'lnues to 

~ 

expànd ppon the relati6ns.hip of the, individual 'minQ 'and the ex-
, , 

,terna,:l, ob)êctlve ;;,oTld.' Worqs', R'rob,ably Creeley's most powerful 
, , . 

. éo:nection of~poerns on this t-heme:, 'pr'~;;en'ts what-Robert Dun;t::1n 
l ' • 1 ;" j , « \' , ", ... 1 

~.. '" 1 .. .l 

called "the; constq.nt tJ0rklng of tangl.ble, sU9stance and:,ldea at 
, " ! 19 
t ehs ion. ", 

• , 1 

In his ;pre'face ta .this cQllecNon, Creeley wri tes: 
,1 . / 

) 

~ .i 1 -

~ 'J .l, _~l' f ~ "'J.~ 

Thl.ngs continue, but my sense is that l have, at be~t, ~ 
simply taken, pface wi t~ that fflct. l' see no progres5 
Î'n. tlmè dr any other such situation. So H is th-p.t,~ 
wha t r' fee~, i.n ,.the world,' 1S the on~ thlng l know ,. 
myself to be, for that: IJlst1ant. l will never hpw 
myse}f otherlWise,.' (WQrds-, "Preface") 

': ~ .. J , ( ~ .. 

This prect;ùir:lg quot,ation e§tablishes Creeley's sùnce toward the 
'f 

, ' "-

ac'ti-vi ty' of the m'ind-'-what Duncan called the "ld-ea"-as It en-
r '. 1 • 

countersi the world-Duncan' s "tàn~ible substance." 
, y 

The first line of C~eefey's:preface estabÙshes his link 
, , 

to WIlliams' statement, "No ide'as ]:lUt ln thl'ngs." Creeley ac-
, 

knowlèdges' hi 5 de bt, to~ Will.iams a.t' the beginnlng of Words, whère 

he precedes, l).is Ç>Wh pO~IIlS bY,:B qu?tati'on from Will1ams' poeln" "To 

Daphne and virgini'~," from the co-llectlon ' Pictures frorn 'Brueghél. 

Wnat çr;eley mean; by hi;; stàtem~nt in the ;firs~ liI1e is ~hat he 
1 • :. \ 

as sought to take his mental and emotional place next 'to the, 
" ! 

; 'things" (.or. eS,sent,s, in. Heid.eggarian terms) of this world. As 

;s,uch, the feelIngs or~mind of thé poet is not more or less than 
, f 

" , 
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the world of whfch_ he is a part, His "ideas," the activity of 
D 

'his mind and emotions, derive, rather, from" the physical worlù 

he encounters. As William Sylvester pointed out: 

He (Cree 1 ey) doe5 not say, ' Feel in'g sare patamount, ' 
or' My f e e Il n g s cre a t eth e w 0 r 1 d.' 1 le w a nt 5 t 0 g et 
away from the not~on that thinking i5 the worl~, but 
the world and thlnking togethei provide the rèla­
tionship5 that are themselves the moti~ns of impar­
tlaljty~ relationshlps that are ihe ~ay5 everybpdY 
h' k LÜ . t ln s.' .' , 

It lS a150 in Words tfia~ Crèeley demonstrates most suc-
- . 

j-

cessfullLy the unitY,of form and content. The pqetr~, at its ~~st, 

demonstrates the way ln 'which the mlnd moves, ponders, cr~ates, 
\. . 

.~ and e~tabl~shes re~at~onships withln thç world; The length of 
, 

Creeley's ~lne becomés ~ deplction of the length of ~ach th6u~ht 

. with considerecl and dèlibe~ate pauses to harness Jflr jolt t!te 

r~ad~r's awarenes~. , " The spacing and punctuatlon seem t0 4 be'a\-
" ' 

\ 

tempts at'lndicating a change ln perception. the lengih of biS 

lines usually indic,ates a tension wi thin the mind ,as \ t Stniggles: 

Wl th the articulation of, the feeli·ngs .a!1d ide,,:s. The content or 

theme of the poetryin Words has ta do with the destructive. ac:'" 
. -

tivities of the thinking mind. As CynthIa Dubln Edelberg poi~ted 

out ln.her critical study of Creeley's poetry: 
. ( 

. the poems about th.inking are filled wi"t-h frus­
tration ànd anxiety as weIl; but in this volume the 
proble~~.as§ociate~ with ~ontemplatiVe thought have 
llttl~ to do ~ith 'the poet's expressed sense of in~ 
adeguacy and a great d~al to do with the limitations 
peculïar to thought Itself. 2l 

,This t'limitation" of thought ,is addressed by Creeley in 

the opening p.oem of the collection~ "The Rhythm": 
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the mind, in' men 
per§on~l~ ~ecurrirtg 

,in_them again, 
îhink1ng the end 

15 not the' end. 

" 
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.. 

(W~rds, p. 19) 

In these" I~De~ Creeley is ~aking a gener~l statement about the' 
\ ~ 

human, mind thàt refuses to accept its o,wn finxteneS5 and llmita-- . 
• li 

tIans. The poem work5, finflly, toward.a recognItIon, or ;~~olu-
,1; ion: 

, , 
j. 

" 

... 
./C" 

.'. 

~ . 

,The Iittle children 
grow only to DId men. 
The grass drles, 
the force goes." 

But is m~t by another'", 
, ,retu.rnlDg, ~ oh -no~t \mine, 
'not min'e, and":, < • 

in tu-cn"dies: , 
" -(WoJ;ds., 'p. 

'. 

20) 

, " , . 
. .. 

" 

, 
'. ~ 

, \ 

.{ 

" 

The 'onr')," momen t,of, pérsonal, emot'iopai interj e~tion' is offytéd- in ,. 
, , • l' " , ! 1 

the lines: "r . :'oh ~ot ~in~,/ not mine.. "Howevet:.,' Cre,e.ley.~ 

lntegrates '"this. moment of recognition very skillfully"by ke'eping 
~ t- ~ ...... 'L ~ ~ <:1 l,'" 

thé statement wl:"thih the rhythnric structur.e"'of the. poem. " ,It 'is " 

O,nl.y through the use of the )\lord "oh" that thete 15 a break" in 

the form oJ 'the verse. And this bre"ak is x:eintegrated wi thin- thé 
i -

,..poem by the p,ersistent drone tif the final lines: ", ... and! in 

turn dies. Il 
. 

The limitations of the "II!ind" are. furthér e.xposed, in the 
~ , ' 

; 

In mr head 1 am 
walklng but l am not 
in my head, where 

.' 

1 • 

",1-•• 
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.... Il 

J. 

is there t6 walk, 
nôt thought of, is 
the' road Itself more 

than sBen. I~think 
i t, mlgh t be" feel­
as my feet do, and 

continue, and 
at last. reach, slo:w1y ~ 
one end 0 f my ~nten t-ion .. 

\ 

, \ 

CWords,'p.36) 

The form of this p~rticular ppem, whiçh lS that of a run-on sen-, 
., i. _ 

tepce up,to the first'line of the,th1rd s~anza, articulates the 
-' 

. " 

" confl iet between the minci in which the poet i 5 locked (the "he ad" ) 
" , 

and his proprioceptiye awareness of his', physical determination ~Fi 

" the re<:!l wOr'ld. ("not thought .of"~ . The poet expresses a desire . ' 

i .. . ' :.,."" 

to cease thinklI~g, to "f~el / . as ~y feet do. . ." ~nd, there fore, 

Feach the "end of. '.' .intentio~.1t It is this persistence, this 

, ( 

, ~ 

"intention" of ~h~'min~ that Cre;)ey choo'se;' to disregard, thus 

align1ng himself with OIson anq the projec~ivists who sought to 

,become not observers but participants in the immediacy of the 

moment. 

The "intentions" of th.e mind, as Creeley declares, lead to 

a type o"f fstasis that he reveals in "The Measure": 

/ 

~ 1 

l cannat 
move backward 
0f forward. 
l "am caught 
in the time 
as measure. 

'What we think 
of we think of­
of no other reason 
we think than 
jus t to' think­
each for himself. 

(Words, p. 45) 

f -

1 

.. , 

. " 

., 
'-~ . 'Ii , 

" 
, . 

" 

'l- i' 

~ 

" 

:1 
:: ", 

1" 
~t. 

:4 
'1:'''' 

j~f 
-.".~~ 

'" . 



: f 

!' 

/ 

t 

" 

J \, 

, 124' 
" 

The use of the term "measure" in, t'he ti tle 'recalls Creeley l'S debt 

'.:to William Carlos;~iliiams, exc'e'pt fo~ the fact that Cr~eley uses .... ... 
" 

the term- ironical,ly. ,The, psychié "measure" that Wi'lliarns referred 

to in his.poetics .h)ld ~o dé with a ,poetic stance that incorp,or- / 

:ated both the subjective and the objective criteria. As a result, 
. -

the poet entered the ','op'èn field" :of experience, not confined 

within the stasis of 'self-absorption or reflection. In Cre~ley',s 
~ 

poem, however! the pO,e:t '15''' ..• caught/ in the tIme/ as measure·" 

pr,eci sel y becaus e of tli.is aspe~t4' 0 f' the 'mincl. The fact that thé 

mind plays these futile gam~s that br~ing a~o'ut this,stasis,is di-­

vulged by Creé~ey wh~n he, pre,sents the 'ci TeulaT way. w~ l'think'': 

< What l:.re think 
of we thirrk 0:(-,-,/ 

(jf no 0'ther' reasan' 
we-" think -than-.-
j ust ta think-' 

Thi~, perJ:,.icious nature of the"lIlind is asseited in the be". 

ginning, of thè poem'" ~'Th_~ Pattern",:-

, 
The second 

"it ll of the 

illus t rated 

... 

"1" to 

third 

/ 

As soon as 
l speak, l 
speaks: It 

wants to 
be fTe~ but 
impass,ive lies' 

in the, direction 
,of 'its 
words. 

(Words, p. 49) 

"speak" is t.he over,beaTing 

line. The slothful nature 

ego that becomes 

of this "Self" is 

by the image of inactivi ty: "impassive lies." In 

the 
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addt.'ti_on;; .. C~eeley-, is making a comment about the paradoxieal na-
-,-

ture' ,o.f the mind that "wàn.t-s toi bec free fl but whose nature con-

s ists of simp iy speaking t hffo worâs lns tead 0 f act i ng upon them. 

A? sueh~ ",1 'pat teT-ns" of 'the mind are, according to Cree ley, aIl 

too pred'ictable and, con~eqUentlY, words fail to Jonve~ an açtive 

i sense of rea 1 i ty S Ince they mer-..e Iy mirnic the stat i e in tentions 

of thought. 
, . 

'. 

Th~. mind, because it is statle;' prevents eornmurl.ion between 
-
t'he Self and the world, according ''tô Creeley. -.I.n hlS mssection 

,," , . 

of rela tionships Cree Ièy i 11us t raù',s ihlS di stane ing tha t oceur·s 
-. 

, ..-
between hirnself and the woman who IS' the object of h'is_ love. Ap-

p-ropTiately entlt1ed "Distanfe," this poelll demoflstrates the aw'K-
, 

wardness"'Ôf the poe:t who seeks, in his mind, to appro~c)1 the ob-\, 
. ... -/" 

ject of hlS love: 

' ... .. 
C· 

.-' 

" 

"" 

. -. 
~ ... 

~ .... - ,.". 

... : . 
..!.. .. 

- . 
~ W"" .: ..... _. l1"'Ir 

~.fI'" 

-

.-- .~ 

\ 
~ 

" 
", 

But·:.what 

- were you, 'where" 
one thought, l 

, was always 

·'thinking. the 
l1!in,d,.i tself, 
imptise., of form 

t" .,-
l'a-st realized, 
nothing 
other~ise but 

a sturnbling ".v. 
'- looking after, a 
picture 

',9 f 1 ig'h t th rough 
.,.. ... dust on . 

'an ïndeterminate, distance 

"' 1 

(Words, pp. ~9-70) 
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,) 

\ 
} 

" 
.From the c1ari ty of th~ image in .the opening stanzas where the 

" ',y woman is a. "form" like " ... the warmth/ as sunl Iight. 

the mind distorts this image by its perpetuaI questioning: "what/ .. 

" 

) 

ço 

were you, where." Flnally, this véry awkwardness of the mlnd is 

pointed out as being: "a stumbllng/ looking after," a kind of 
" 

hindsight. Th~ images of "wa'rmth" and "sun light" tM!t depi'ct 

the woman in the opening stanza now distort into a "picturel of 

11ght throu~pl dust:onl an indeterminate distance." What has 

onc~ been co~crete, tangible, and immediate is tran~formed by the 

mind into so.me'thing distorted and ephemera1. At the poem 1 s. con­

clusion, the "forms" that the mind has created-the desire im­

posed by the ego or Sei! upon the actual, physica1 wor1d of sub­

s,tance-arrange reali ty to sui t their own needs, creating the dis-

tance: 

,- l 

pushing , 
tha fle~h aside, 
step in-

to my own, 
my 10nging 
for them. 

(Words, p. 73) 

After repeatedly painting· out tlrêÎimi t~ti!Ons"'QJ; the con-
1 

~emplative mind Creeley,.near the end of Wor~, pr~sents a reso-

lution or acceptance 'Of the previous dilemma. In the pO':m "TO''''' 
-. 

BOBBIE" (Words, pp. 97-98), Creleley expres'ses the def5ire,to be 
. 

off these ~confusions. " acknowledges " 0 ; rid Yet he' the omni- , . . "',' .. } . 
~ , 

pres~nŒ'e and perva5'~veness of the mind: "rn my mind, as/ ever~ 
'" 

you ocçur, '~ even though he immedi~tely çonti~u~~ with ~~'physical 
, 1IA'. l. • -. , ..... ,.' • "" ' 

-. 

.descript'iÔn of his wife 
~ 

in the effort 'to, avoiâ terebr.?-1 s.Î>eculatiQn; 
" ~, 

0 

,0 ... 

, 
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:; 
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The poe~'s,con~lusion is à resolve to ac~ept that external teal-
.. 

ity 1S as valid as the reality o-f the mind, the internaI 'world: 

• 

J) 

... The world 
is the trees, you, ' .. 

,\ 

l cannot change it, 
the Uweather 
occurs, thr mi.nd ' 
is not its only witness. , 

(Words, p. 98) 

However, Creeley, by accepting the validity of the mind's 

reality as weIl as i ts limitatio'ft..i., also acknowledges, t'he impor-
. , 

tanc~ of language (of "words") as r ferents in the same sens'e 

that Zukofsky and Oppen refe~red the use of language in their 

poetics. Thus, Creeley, wri tes in 

It is possible, in w rds, .to speak 
of what has happened a sense 

of there'and here, 
and then. It is s 

way of being, 
•• that it make 

ground . 
(Words, p. -,,122) 

Creel:~'s open stance in this poem anticipates thé form ând con­

tent~'o~ Pieces~ 'He is àcknowledging the' distahce the mind cre-

ates, yet he is affirming the very reality of the mind frOID which 

r~it is imposs~ble' to escape, particularly in settion 6 of the ~oem: 

l ' 

--.~ 

You 
there, meU 

he re, 0 r' i s i t 
'me 

there, you 
here-there" ' 

... 

. " 

.. 

" 
l 

• 
" 

", 

'~ 
,,,,-,:: 
". , 
'1 

l
,' 
'" 
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or there 

, , 
, • -~,~ ' ......... ;;s:'r'!T'{l';"~~".!;fh"t J' _ 

or here--and here . 

. In tW'o 
places, in two 

• 
pleces 
l think 

1\ 

(Word5-, p. 126')' 
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.' 

"In section 7 Creeley moves back 'to the 'phys(cal reaiity as he 

describes the woman's body: 

,1 
\ . 

Your body 
i5 a whIte 

softness, i t has 
its own 

place time 
after time 

(Words, p. 127) 

S,o,_ ten tat i ve wi qün his own phys icali ty in the seven th section, 

the\poet cornes to a prbprioceptive awareness in section.8: 

l v~w my llfe to respect it. 
l will not wreck i t. .: 

l vow to yours to be 
enough, enough, enough. 

(Words, p. 127) 

, 1 

'dree'ley', s desi re to accept the phys ical equall y wi th the emotion­

al or mental demonstrates his capItulation to Olson's stance re~ 

garding "field composition." Creeley. in Words, moves ta a posi-

tian outside of the strict confines of"the mind (sa much in evi-

dence in his earlier poems) 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-.-

wardIy, as Creeley writes in "A Tally" near the close of Words: 
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, Wi th in the world·, this on~, many qui rks 
accompl~shecr, effected, in the thought, 

'I don't know how, l only live here, 
'w~th the body;I walk ln. 

CWords, p. 140) 

\ , ' . 

\ 
l~ 

The idea of "field composlti0!1" can be best understood by 

a'n examination of· Creeley's collectIon Pieces,22 which illustrates 

the idea of qpen-form poetics, that Arthur Ford discusses: 

, . 

A. central point l'n understan~ing what Creeley fin~~ 
in OIson and therefore what ~hInks happens when 
poetry lS made is the notion that tlme stands still 
in a poem, both ln its creation by the noet and 1ts 
recréatIon by the reader or listener. The poem, 
both men assert, is not somethlng that proceeds ~ . 
through tIme -from pOInt ta point OT from l'ma'ge ta 
image but is rather something composed of' ~arts form­
ing a whole, the whole poem being the faim that the 
experie~ce-on-poet demands. ,The 1Ine 1S there as a 
physlca~ unIt of measurc, phys1cal as hreathIng 1S 
physical and Intlmate as speaklng 1S IntImate, with 
the rhythmlc patterns of thos~ line~ (bascd on the 
syllable) determlncd by the IntellIgence and feeling 
of the poet. The poet then for Creeley works upon ~ 
'field' as def1ned by OIson, rather than through se-
quence and consequence. OIson sa1d that the poem 
should proceed from perceptIon ta percept10n, but 
for Creeley the rocm usually consists of one percep­
iion glven in a delicate point of suspended time. 23 

The first idea that Ford presents which 1S pertInent ta Pieces 

is hIS' statement that "the poem. .1S rather someth1ng ~omposed 

~ 

of parts formlng a whole, the whole poem being th~ form that the 

experIence-an-poet demands." Certainly the structure and the nar-

rated experience of Pieces relate ta the Idea that the po~t i5 

offering "pieëes" of experience and, as a result, is himself en-

act~ng a discovery about the nature of perception. Instead of 

each poem presentlng a completed, closed unit, the poems in Pieces 

move in bi~s and nnits of experience. With xhe exception of cer­

tain poems 1 i'ke "The Finger" and "The Moon," the poems in Pieces 
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must be read together providing the conclusiqn'that an overview 

of Creeley's purpose can only be gairte& after the whole book is 

asslmilated. 

In writing Pieces Cre~ley was definitely influenced by 

'Louis ZukGlfsky' s long,' o,n.".golng poem HA" and most probably by 

George Oppen's short collection of poems, Discrete Series, written 

between 19'32 -1934. C~eeley acknowledges his debt ta Zukofsky ln 

his dedlcat~on-ôf Pieces ~o the oider poet, and the Idea and struc-. . 
ture ~f the collection recaiis ZukofsRy's ~tatement in his essay, 

"An Ob j ecti ve," t ha t the poem shoul d' be sorne thing tha t occur s . as 

" . :~he 'detail, not mirage of seelng, of thinking with the things 
. "' 74 ,as they exis'!, and of directlng them aiong a line of melody. Il''' It 

is especial'ly apparent in Pl~es that CreeIey's experlenccs as a 

wri ter could\ exist as fragments or Clusters of words denoting 

- ]feelings or ~motlonar states 50 that: llt,erally; the reader is 
. \ " 
g i ven "p iece ~~' 'of experi ences . Iherctore.) Cree ley reveal s to the 

} 

,read~r the idea that OIson suggested in his statements on "fIeld 

compositio'n" that th~ poem was an on-golng experlence in the same 
• 

manDer of life as a process, an idea that OIson had arrlved at 

after reading Alfred North Whitehead's Process and Reality. 
1 ; 

The second point,that Aithur Ford presents, the Idea of . , . 
" . the whole poem being the form-that the experience-on-poet 

demands," becomes' important ptecisely when understood in terms· 

of the nature of the poet' 5 Intention in wri ting the" poem . .' In 

poetry that is not "open" we have, as Ford states, the 'poet work'-
" . 

ing through "sequence and consequence" all,in an attempt-to 
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l 

d~monstrate a statemcnt of Intent. Bowe~er,'as Creeley states 

regarding his own method of'''field composition" in Pieces: 

"/0-

. 
. rather than thus write a book Ilke Pleces ln 

sorne dlspoiltlon ta 'get at' reallty and say thlS­
thls-and-thls 1S the pOInt, l thlnk far more useful 
ta' me in writing' It was ta let It move ln daily 
economu;s of experJcnce and let thosc cffectually 
accumulatc'3nd discover what they seemed to he about, 
which was aftcr aIl .y lIfe, That book also dlSCOV­
ers a coheren·ce that l couldn"t have g1ven ]t by l'ÏI­
tenflon alone. 25 ',. 

As one can gathcr from this statement, the only "dcllberate" 

a ct. bec am est h e c ra ft ln g 0 f t he poe m wh Il e t he "i n t en t i on" i s t he 
• ,t 

life.-'ex'Perlence' of the poet as thlS cornes to be reflected i'n the 

language. This lH 11\i ngn,es s to 1eave the Se l'f open to expe'ri ence 

seem~ to be at the'~very heart of "open-form" po~tic:s,. This was 

the 'psychÎc dl~p'osltion that Creeley h~d arYlved at after the, 
, , 1 • 

struggTes bet.weenvthe ·"mind" and the ObjectIve world ln ,For L'ove 
\ 

and Wo'rds. Pleces becomcs the full consolidation of the stance . 
wQrked toward b~·Creeley.and 01son in their 1etters and 8rticu­

l·ated by OIson in "PrODe-ctlve Verse;-" C,reeley also ·feels that 
" , 

delib-erate .choice qm 'sometimes Illhiblt a disposÎtion to act hu-

manlr ln giv~n sjtuatfons;~hlle concuTrently life-experlence can 
l , . , 

alter ~he usual rational dispositxon one can have from one moment 
\ 

to the next. T~~refore, as Cr~eley stateg: 

.' 

, 

The point IS that one must admit to the Yariable~ pf 
the usual, that i life situation may, at âny given 
moment, present. One doesn't fling oneself i~t~,a 
situation" but rather you use aIl four attention 'and 
information not just ta keep yourself together, bu~ 
to be as tesponsive ta what is happening as yoD can \ 
be. 26 .' ~ 

therefore,'works toward the in~egration of the 

.' 
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.. 
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subjective-obj~ct+ve dual~ty attemptmg: to pIck up where lvords conclu­

ded-,that Instance ot expcTIence wheTe the mind and the body , , 
l 

begin to cohere. As Cynthià DubIn Edelberg po~nte9 out: 

In P~eces, Creeley tries to brIng the analytical 
and the intuItive lnto a proper balance, thé Tesùlt 
of thlS fusion to he a more complete and thus more t 

valid method of orderlng expenence than his prevlous 
one. 27 

In the scJ\eme of thi5 argument welmay substltute mind for "t,he 

analytlcal" and body or propnoceptlve -awareness for "the iHtvi-, 
"VI Ji 

tive." However, Ed'elberg's statement about' "orderl'ng experienc~" 
, , 

i5 perhaps Inappropriate since, as previously showIl ,. Creeley 
, 

frowns upon any "dellberate'J act. 'Rather~ Creeley declares·his. . , . 
desire to admit "revelation and discovexy'~ lnto the_'act!of wri-

ting in tpe open}ng of Pieces: 

; 

As real as thinklng 
, 'wonde TS crea t ed 

by the pos5ibillty--

forms. A period 
at the en~ of a sentence 
WhlCh 

began it was 
into a present, 
a presence 

saying 
something as it goes. 

• 

, , 

. , . 

. .,.., 

(Pieces,5'. 3.) 

;!. .! 

Admitting the tu11 possibility of/the objective wod.d ("forms"), 

Creeley asserts that this reality i~ as valid as the constructs . 

of the mind (lias real as thinking"). 

The aspect of "revelation and discovery" enters into this 

if we establi:sh the connection between "present" and "pr,.esence" 
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, 
in thé third stanza. " The literary allusion ("it' wast') is to 

, 
Louis :Zukofs15Y who \l'rote that a wrl ter' "attempts not to fathom 

, . 
h i 5 ~ t lin e à ID 0 \ln t but tas 0 und in g h i 5 ID l n d l nit . ,,2 IL l' h t 5 1 5 ' the 

~ "pre~sent" or ,gift that Crceley states he received fr;om the aIder 

poet whose cont i nuous poem, "A," Creeley used as the model for 
~ , ... . ... 

Pie~es and the volumes that were ta follow, Zûkofsky had taught 

Creeliy that the poet wrltes one cont1nuous poem aIl of h1S life 
, r 

and Cr:eeley W21S a'ble to consolldate thlS be.hef w'lth Ol$on's 

/statement that \-\'ritJ.ng' should be an "act of the {nstant" (from 
, " 

"Human;Univer,se") and th~,t tHe J!i1et was the, "Ç)bject in fIeld ~f 
\ ... ' , . l ' 

force' declarin~ sel,f as forcé" ,(f~om ~he Special viéw df J-listory). 1 

" The Influence of bath Zukofsky'and OIson cohere in the last two 

s tanz.as . What C~eciley l~arned from Zukofsky,about the conti~uous 

poem and about "soufldlng hlS mind" in his tlme becom.es ,the ."pres-, 

,e.n~" that l~forms the stance and poet~'cs of Pieces. ," 

The· "presençe,',' on the other hand, lS the Self of, the poet 

.(Crèe lèy),' but not as a subj ect 1 ve force tha t imposes. in ten,ti on; 
• l 1; ..... 

rather, :the "obj eet: in ,fieldo,f force" OIson declared in his es-
.'~ ~ t .,1 • ~ "- , ~ •• l, ~ 1_. 

say> 'Both Zukofsky alfd' OIson determlned the historical "pre;;~nce" 
: 'f " J 

of, the poet,ln relation to hlS work, Unl~kc ,Pound who ?ttempted , 

to "!a:thom h1,S: time," .Zukofsky felt 'that the 'loice' of t,he paît 
. , 

re.main~d vag.ue, at ties t ("s,ayingl s omethingl' as 'i t goes ") s imply 

~making a stateme~t ,about,lts per~~ption of the'world ~hat could 

be passed .on and, If so construed, l?e,come a "present." Similarly; 
-' , 

O~son, by de~laring maIf as "ob'Ject of nature" in ('Human Universe," 

dee;mphasiied !the s'ubjective;imperative, that placed man ol1tslde of 

; 
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~he ',context of the' worl,d. 
: 

Like Zukofsky an~ Ols?n, Creel~y asserts tfiat his Self 

f ' -
(the "pre~ence") makes a statement but doesn 1 t' acknowledge that 

\ 

his perception is l'n ariy sense dnwrced fro,ni the context of the' 
, 

"essents" of hlS ,llfe. 
, . . 

·Consequently, Creeley 15 deliberately 
1 

vàg~e ln' tIre 1 as t stan za in .order to eq,pa te the ,;;ubJ ec t ive Wl th 

the' obJectIve. 
l , ' , 

As a 'resul t, the Dpening of Pieces se"ts the tone 
1 

1 of "wonder" in the pr:sence of t'he "possibi,llty" while the -speak-

r 

• 

. 
er of the P?~m becdmfs not the fren~t]c ~r d~~pairi~g person of 

For Love and,Words who trIes to co;me to terms wflth thei"mind" 
p ,. 

,/ ....... ~ f 

that ,5C"Cks to impose intentions, bût rather a calmer presence' who', , ' 
j 

f,aced wlth the Mystery, establlslbes hlS prese<n,ce- (Das~in) in a 

world that IS constant)y unfolding. 
- 1· 

'The beginning of Pleces continues ln this ~~libeTa~ely 

vague rnanner. It 1S as If the "poet wer~,.atternpting to make the 
1 

"forms" of the~opening passage cohere within hlS rnind::-lnto a. fa-
1 ~, < ; . , 

miliar, app~ehen;lble shape~ iven t~e ~eople wH~ c~m~ to popu­
) 

, ( 

lat€, th1e poem~ are at first vague suost;mces:, 
'1 

.. 
( 

1 • r' 1 i 

Sma;l1 fac t-s , 
of eyes. hai,r 
blonde. fa:ce' , , 

looking"'I'ike' a 
:f'l'at painted 
board. How 

opaque 'as if 
a Tef1~ctiorl 
merely,: skin 

vague glov~,of 
'randomly seen 
colors. 

". 
J. 

(Pieces, .pp. 3-4) 
. ' ! : 

,! 

O( 

, .. 

; 
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~hese pas~ages appçar a~ if they were an ~lmost de1iberate exer­

cise ln the Imagi~t techni_que ,on th1e part,- of the poet: The in-

" 
a~equacy bf this method of presentation is demonstrated through 

the one-dimensional aspect of the person~he b~gins ta de~cribe 
" 

whose Eaee'ïs-I'like .a/ flat pa"inted/,board" and whose skin is é! 

"vague glov.e of. .' .eolors." 

Yet if we reeall Cree-Iey's stat'e'ment -that ."relationship-g 
- ' 

are what matter" and lli-s belief that per~onal feelings are 'nece~s-

sary in the poem, we can see the 'i rony of the )Ilethod of presenta-
e 

tian in tHe ppenlng fragments. It is as if Cr~eley i5 giving the 
., , 
reader the bare-bones of the poem in an attempt ta demonstrate / 

th~t cognltion, if it begins in the mind (the subjective) or out- -

side 'of it '(the "world" or the objective);_ i5 incomplete since 

the two are ~ecessarily int~rrelated~ Thus: 

.-> ' 

• 

Inside 
and out , 

impossible 
locations-

reaching in 
from out- . 

side, out 
from in-

side--as 
middle: 

one 
hand 

(Pieces,,,p. 4) 

-. 

'1 

Reading these lines wé can relate them ta the paraphrase 

of a sta temen t by NovaI i5 t who be 1 ieve,d tha t "The seat of the soul' 
/ 

is where inner and o,uter meet. lI Similarly, Creeley urged such a 
\ ) 

1 • 

" 

• 

• 

l 
- !' 
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-unit y as a way of seeing. The·vagueness' of the'Q~ening vision 
1 X( • 

cohe:res Into a rnateria1 substance: the "vague glove of / randoml,y 
.. 

s'eenJ COlOTS" ,be'comes. "one 1 hand"-something wi th WhlCh ta hold 

tbe ma~erlai realIty. It seems at this point that the poet'awak-

~ns ta a fuller sense of reali ty w,here materlai apprehensions can 

become consoliùat~d with the éphemeral and vaguer Insights. ' 

,Coniinuing his examination of th~s du~l nature of reality 

and exp'erience, Cre~ley corneS to an aceeptance in "A Step": 

Things ' 
l, 

corne and go 

Then 
let them. 

( '0 ' • leces , p. 6) 

, 
Whereas the persistence of the 'mind to argue and declare 

1 ~ 

,itself was the basis fôr tne built-in tension within the structure 

of the poems in For Love and Words, Creelèy here mocks this pre-

ûrgency: • vious 

Having to- _1 , ~hat do l think 
to say now. 

1 

Nothing but 
cornes and goes 
in a moment., 

(Pieces, l? • 6) 

• The insistence of the mind'thq.t thinks Tin terms Qf goals and pur-

poses i~ undercut in the seco~d stanza. The fleeting nature of ' 
"' 

experience ts asserted' and," the acceptance of t.he "small facts" is( 
Il 

1 underscored. 

" , 

' . 
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" The fol1Q~g fragments of "A Step" i11ustrate C'l'ee~o/"'s 

concern witb the mundane aspects of existence which prompted sorne' 

critics to label his work as "anti-poetic." 

posturing is apparent in lines like:~~ 

\ 

OF, 

, 

Si t. Eat 
a doughnut. 

~ Love's consistenéy 
favors me. 

Willow, the house, an egg­
what do they make? 

Ha t, happy, a door-:­
what more. 

(Pieces, p., 8) 

Certainly, no poetic • 

• 

, 
However.,- what i's apparent in these lines is the same sense of 

"presence" that we can note in William ,CarIo's WIlliams' "A Red 

Wheelbarrowll and "Poemll-a "presence" that declares Itself glad 
• 

'\ ta be alive and ta be a participant in the activity of "being." 
~ 

The po~t bf Pieces who finds that "love" faYOTS him is content _ 

in tha~. moment and seems ta want no more than what life has pro­

vided· .him wi tb.. Tht;' is, ap~aren t even ïn: the forro of the l ines 

, ("Hat, happy, a door-/ what more") where he places "happy" (a 
" 

,qualitative emotion) among the physiçal structures ("Hat," "a 

d.oor") that serve as the const,ruct of what is, essentially, 'a 

satisfactory wôrld. 
-

,Creeley moves from the "mundani ties" of' "A Step" ta the 

rather formaI structure and the tapEtstry of allusions of "The 

Finger,. " Even though this poem haâ. been p'ubl i shed on i ts own, 

it is interesting that Creeley should include it at this point in 

~ ;' 

:~ - ; 
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the volume. Yet its Inclusion at this point is most ap'propriate 

since it is_a tonsolidatiop of the th~mes th?t were declared at· 

the start of the volume. Since Professor Edelberg has presented 

a rather definitive reading of this poem, particularly in terms 

of the voice or f1hero" in this collection, there is more value 

in placing this poem within the context of the prevlous material 

and the overall deSIgn of Pieces. 

The beginning of , "The Pinger" recalls the dual nature. of 

cognition and the dichotomy of the "inner-outer n (subject-object) 

from the very beginning of Pieces: 

... 

Either in or out of 
the mind, a conception 
overrides it. So that ~ 
that time l was a stranger, 

(Pi~ces, p:.8) 

In this case the "conception" that overrides the "mind" or the 

poet_t~eason is the reali ty (bath aetual and conceptual) of the 

woman to~orn the lover's (the poetls) plea is addressed. The 

poet becomes subservient to the wornan, declarlng that his purpose 

i,5 to speak of her grace and charm, a purpose that dernands not . 

his idea or conceptlon of her, but rather a recognition of her 

OWl1 unique "being": 

'. . . the story 1 
myself knew only thi wa~ bf 
but the purpose of it 

had one, was not m1ne. 

1 
(Pieces, p. 9) 

Yet de~pite this recognition, in order to speak of her he names 

her and places her wi thin a mythic context, firs t as "Aphrodi te," 

goddess of love, then as "Athena," and finally as the Madonna or 

: ., 
' , 

, 

.\ 

.> • 

-, "," .. 
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Vi rgin: 

1 saw the stones thr6wn 
at her: 1 felt a radiance transform 

. my hands and my face. 
1 bleSsed her, 1 wasQone. 

',' ,,(Pieces, p. 10) 
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However, the woman who is the object of veneration ts a~so 

compris'ed of contradictions. She ·is at once the beatific vision 

of the Earth-Hother: 
" 

She was là~gely warm 
flesh he/av'j-and smiled .. , 
in ~ome ~eepening know1edge 

(Pieces, p. 11) . 

and a1so a symbol 'of aIl womavhood: 

,-

She was young, 
she was o~d " 
she was small. 
She l'las tal,1 with 

extraor11inary grace. Her' face 0 

was aIl distance, her eyes 
the depth of aIl one had thought- 0(, 
~gain and again and again. 

(Pieces l p. l~) 
~ 

U1t~mately, 'she e1udes the loven 
't 

To approach, ta ho1d her, ~ 
was no~ possible. 
She 1aughed and turhed 
anp the heavy foids of cloth 

parted. 
(-Pieces, p. l~) - .. 

,1 

'..;. 
and, becomes ber 1ast coriêe'ptualized transfo_rmation-Ka1i the de-

:t, s~toy~r, the "bitch-goddess" whose 1aughter ha~ turned sinister~ 

... !ohe nakedness 
burned. Her heavy breath, 
her ugliness, her lust-­
but her laugh~g, her low 

:. 
, 

o 

\ 

! "1 lit'& H_AI;W:fiut \ ...... ~~..:.:è:..-u.;:.. 
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:'chucklfng, laugh, the way 
she môved ner hand 1'.'0 'the' 
nà~~d breast, then to 

its fingers. ner bell y, her hand wi th 
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" 

. , 
_ Co' (Pieces" p. 12) 

Finally, the recognition and resolution witn the abject of his 
~ ~ 

love appears to the poet: 

" The choice is simply, 
1 will, as mind is a finger; 
pointing, as wonder 
a place to be. 

(Pl€CeS, p. 12) 

j • 

And upon this recClgnLt:ion' the poet arri ~es a t the vei-y COJ1clus!'o_n 

that makes t,his' po~m 50 i.nt~mat(dy· a_ par~ of Pi~ces-~ihe' re~liza-' 
~ • , , 'b 1 

tion on Cre~ley' 5 pa~t 'that th'e mind is àlway's a '''finger, pOlnting" 
T' , ~ 

toward a goal, concept.ion, C~, ide al , whi l,e the', real Cthe '''wonder'.') 

is where,:e'r on~ truly chooses _ tD pe as a' fuIr participant -in t-he • 
, ):;'" , "\ '" 

world existi~g independently of mental constructs apd conceptio~s. 

The poef sees himself as a' "nannyj who juggled ? world ·be-::-­

fore herl ,made of his mind. / Thi s, as Creeley a~kn,owiedg'es', is 

'not the 'real wor1d "but a dista,rtion', He questions a~d disparages 
" ~ 

his impulse .tp conceptualize hi s" beloved:, 
f', 

: : 

Was there ever 
such foolishnesa more 
than whaf thinks it knows 
and cannat see, was there 
more? 

(Pieces, p. 13) 

. , 

even a t the end of the poem Gre«Ùey' i~ not' 'sure of the 
lo 

u certainty: 

L 

vision he has encountered, , Stressing, his previous .. 

" \ 
15 she tha t woman, \ 
or this one. Am 1 ~he 
and what, transforms .A, 

\ 

man-

" 

1 

-[ -

! 

-' 
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_ -.J)é raises these 'same 'questions at the poem' s end wi th even less 

- .certainty using, this time., question rttarks for, added emphasis:' 

.Was the truth 
beh ind"us, or be fore? 
Was i t one 
or two, and who was I? 

(Pleces, p. 

r" 

13) 

Despi te the uncertalnty of hi 5 own Self, his ego-Identity,' 

th~ poet continues to "dance a, ] l g. " .lea rned/ long befoT(~ we 

were' born." Yet the uncertainty that des·cends upon the poet' 

doesn 't lead hlfn to despair that 'th~ previous vision of the woman 

'" as goddess/destroyer would seern to sugg-est. Rather, from the frag-
, , 

mentation,of hlS mind brought. about by the woman (tl)e ,"conception" . , . " 

that "overrides i t") cornes a ,freedom that pl<.'lce,s the poet în im-

medïay/C~tact wi,th what 'Kéats callèd the ,,'Penet;alium of mys-
. ( , .. 

t ery. ,,' The poet/Creeley finds his 'own' Nega tl've Capabi 1 i ty ~ and 

it is precisely tli,rough.· this attempt to resolve the su~'ject-object 

dichotpmy that "The Finger" can relate to the structure of the 

.,. fra,gmen ts. of Piece s, The poet has successfully located h~mself 

in the "dasein" of the moment. as Creeley writes in a fragment 

that follows "The ,Finge r": 

, If Here here 
here. HeTe 

(Pieces, p. 14) 

As Creeley has. asserted in interviews and essays, his own, 

development in Pieces involves the notion of getting away from 

p,Ç>etic crea t i vi ty as a conscious cra ft. As such, the pa t t~rn of 

much 0l Pi~ces proceeds from an almost unconscious detailing of 
\ 

object:Î\,ve data followed by an attempt on the poet' s part ta express 
\ 

\ 

... 

, 
" 

.' 
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rather vague fee i:r;1gs about -the concrete details taken from his 

everyday l ife expe ences. The' structure of Pieces coheres pre-

cisely because of thi seem.ing j uxtap.osl tion of the two modes of 

experiencing (sUbjective an-d -objeG:tlve). However, it is impor-

tant to note that the subjective and obje~tive descriptions coex-
, \ 

ist in cIose harmony wlth nelther mode subversive ta the ùther. 

It is th~s quality that makes the reader realize as he is readi 

P;ieces that Creeley has proVlded an ou'tllne of the' pattern of 

the creative mind that trJ,.lly makes Pieces su ch an "emotional 

• register" of the poet' 5 1 i fe and experiences. Not that we neecl 

ta ,read Pieces as "confessional"; ra/ther. this unique collection 

whose form 15 sa inextricably bound to i ts contem is really the 

culmll')ation of aimast twenty years of a poetrc;'-in-progre55 that 
, '9 

'''',begân as simp ly the ry in 01 son' 5 "Proj eeti ve Vers e" es s ay. 
, '\ 

Throughout P - e es Creeley etpre~ses a concern wi th achiev-

ing harmony no t J U Self and the external world, but 

às a lover and his beloved, between hlmself also between himse 
\ 

and others and, grander scale, he s'eeks to apprehend the ~--~-

harm,ony betwee:n and the AU (the mlcrocosm-macro-

cosm) . He worK,s toward these patt~rns of association ln, "Gemini" 

in th longer serIes, "Numbers." In "Gemini," Creeley, 

us a device, expresses a desire to achleve a unit y 

of his Self with 

Two· ~ye5, two hands­
in 0 e two are given. 

\ 
\ 

The words 
are me,~silges 

~ 

\ 

1· 

.-
, 

'; J 

" _l'll 
,~ 

- '. -. 
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f~ 
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but given. 

i t says j s that one 
the t~in, 

that the messenger cornes 
to ei ther, that these fight 

. 
'\ ta possess, but do not 

understand-that if the 

rooon rules, there i s 

. . ~ 

'domestic ha~rmony'r-but if the blood 

cry, the spI i t s 0 di Vl de, 
there can be no 

campan y for the two ln one. 
He i 5 alone 

(Pleces, pp. 15-16) 
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, -

In this fragment Crecley appears to be recor;nizlOg the nature 

of the 'Self that fragments experi~nce and keeps uRity from hap­

pening (" ... that these fight/ ta possess 7 but do not/ und.er-

stànd") . Flnally, the speaker who lS "alone" )!loves back into 

isolation because of th,e nature of ll}-s acqulsl,tive mlnd that seeks 

to "possess." 

Curiously, the nature of the, persan who c,an achieve uni ty 

seéms to be that 'of a "foo1 tt_the fIgure from the Tarot deck who 
1 

appears in var ious guises throughout Pieces: 

" 

In sec ret 
the out's In-

the wise 
surprised, aIl 

, 
gOlng coming, 
begun undone. 



1 

e," 

Hence the fool dances 
in endless happiness. 

. , 
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(Pieces, p. 16) 
. , 

This image of the "fool" recal1s the "manny" of "The Finger" wh.o 

dances for h15 beloved. The'\"secret" to unI ty seems to be in 

thlS type of yieldIng of the Self that Involves an almost total 

dls·regard for the rational. Not that such a posItIon is not 

fraught \Vith danger since the plcture of the "fool," if we recall 

the 'fa rot deck, depl ct 5 the figure of a young man whas e [ace i s 

turned toward the heavens Instead of the precIpice below him. 

Yet it is the ablllty to dlsregard the rational that makes this 

fIgure 50 appeallng to Creeley and provides a central image for 

Pleces. As Creeley wTItes, quotlng Arthur Wa1te's PictoYla1 Key 

-to the Tarot, at the end of "Numbcrs": 

'The edge WhlCh opens on the dcpth has no terror; 
it 15 as Jf angels wcrc w31tlng ta uphold him, 
If lt came about that he leapcd from the height. 
His countenance 1S full of Intelllgence and expect-
ant dream.' 

(Plecec;, p. 35) 

• 

Ins erted between "Gemj nI" and "Numbers" 1 5 a long' fragment 

that beglns as '" Follow The Dr inklng Gourd'." The form of th15 
", '-' 

sect i on cen ters a TOlmd the lInages t ha t flow by from the out s Ide 

world as the speaJ.-.er 15 dTlving through the Indiana countryslde 

and the l'ubsequent feel ing5 and Inner, emotlona l r:esponses that 

thlS objective reality tTlggers. As this section opens, we are 

,presented with only vague IntimatIons of the poet's inner state 

through certaln images of IsolatIon. The speaker observes "the 

t'rucks( ln front with/ the unseen drIvers" and the curiou5 names 

of two towns (lIStoney Lonesome. Gnaw-/ bone") where "aohouse/ 

'. ? 

\ 
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l ' 
sits back froml the.road." Tne description here is dlspassion-

\ 
ate Slnce Cree[ey lS deliberately repl1catlng that state of mlnd 

where the' mind 'lS j~st a "presence" that observes images \H th 

objective clarit)' . It '15 only n'ear the end of the pocm that . 

• 
the speaker, secks to locate }llmsc][ ln what he calls "a unlverse 

of mine," at Wh1Ch p01ht the m1nd that had prcvlously onl)' intll.-

l, 

'" mated lonellness now offers a plea for uni ty Wl th the presene,c, 

of an "Qther": 

Give 
me a present, your 
hand to help 

me understand th1S. 
(Pleces, p. 19) 

T~e poignancy of thlS fragment is ln the way the emotion 
1 

of the po\et has en t ered 

lonelinesf on the poet's 

reall y su~pr is cd by thl s 

However, t~e subtlet)' of 

i nto the poem. 

part from the 

pIca- s 1 nce lt 

th1S fragment 

Since the reader suspects 

°renIng li nes, he 1S not 

!las been thus anticipated. 

lies ln Creeley 1 s ab11lt)' 

ta weave form and content ln ta a single dispass10nate statement 

that makes the reader Intimate1y aware of t~e juxtapositIon of 

subJect-obJect,that creates the particular tensIon ln thlS poem. 

The other tensIon that lS Involved ln the poet's scareh for wuty 

is further 111ustrated ln the serIes of short fragments cntltled 

"Numbers.'" The poem tha t serves as the tranSl tian to "Numbers" 

is "The Moon, Il which has been discussed ln Charter l of th1S 

thes 1 S . This poem lS also important because lt personall:::.ed the struggle of 

the Self to achieve UIut)" with the "other," whlch is the basls for the structure 

~~ 
'li! 

" 
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of "Numbers." 

Creeley begins the series wIth "One," making, statement 

about indIViduall ty as opposed to the for: 

You ar,e not 
me, nor l you. 

AlI ways . 
( Pl e ces, p. 22 ,) 

Yet Creeley recogni-zes the hml ted nRture of such a Self élnd next 

- deplcts it as "somethmg" vague and one-dimenslonal, de void of 

personality: 
, 

As of a stlck, 
stone, sotne-

thing 50 

fixed i t has 

a head, walks, 
talks, le'ads 

a 1 ife. 
(Pleces, p. 22) 

In "Two" Creeley reflects on the mythical unit y of èAdam 
/ 

and Eve ,- the fir,st people: 

When t'hey weTe 
fi TSt made, aIl the 
earth )I1ust have 
been thelY reflected ~ 
bodIes, for a momen t-
a flood of seeming 
bent for a moment back 
to the water's gl1mmering­
how love ly they came. 

(Pieces, pp. 22 - 23) 

Contip.uing on a more mundane leve l, Creeley attempts to proceed 

beyond the singulari ty of his ego or Self through an attempt to 

"achieve an empathy wi th the woman: 



1 

. ,. 

- ; 

What yOll .wanted 
Ife 1 t,or f e l t l' f el t . 
This was more than one. 

(Pieces, p. 23) 
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It i sInt erest ing tha t Cree l èy us e S the expre s SIon "or fe 1 t l 

felt" Instead of "thought l felt." In the ncxt fragment he ex-

plains the reason for the omISSIon of "thought ," whlch he calls 

a point of COI1SeIOUSness that IS not more than: 

a ward maklng up 
this world of more 
or less than it 15. 

(Pleces. p. 23) 

Here, Creeley is deseriblng the limItations of th'e "mInd" that 
. , 

imposes intention and consequently dlstorts the nature of real-

ity. Èven to know the woman he wlll: 

. mahe you 
mine, ln the mind, 
ta know you. . 

(Pieces, p. 23) 

This is a knowledg~ that IS of the ITnnd, not of' the feelings. 

This seeming capltulation to the limIta.tions of the mind reminds 
, 

us of the resolution in "The Flnger": 

The cho1ce 15 simply 
-_ l will-a s mlnd lS a finger, 

po 1 n ting, as wonder 
a place t 0 be 

a resolut ion tha t the speake r has yet t 0 discover in "Numbers . .11 

_ "Three" expands the relationslllp of the man and woman~to 

inel ude a child. Yet what had been potential harmony ln ~'T~o" 

between two Indi VI dua 1 s now become 5 a k ind of strugg le or taking 

of sides: 

When e i ther this 
or tha t becomes 
choice, thi s fact 

, ' 
. -
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of things enters. 
Wha t had been 
agr·eed now 

al ters to 
two and one. 
aIl ways. , 

(Pleces, p. 24) 
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_ The "tnangle ... of people" that should be the happiest- of occa­

.s ions bec omes instead a: .. 
lonely occasion I 
think-thc 
Clrc1e bcgin5 
herc, IntangIble 
yet (1 b1rth. 

(P1eces, pp. 24-25) 

Bir/th .. 50 Creeley feels, 15 the beginning of the circ le or karmic 

wheel. It 1S the beginning of the struggle of Uie Self and the 

mind as they attempt to -deal w1th the external world of objective 

realny. It is also the beg inmng of the search [or uni ty that 

Creeley seems to 1ntimate 15, at tlmes, the most futile of en-

dea vours . The "circle" here 15 a sharp contrast to the Image of 

the "snake-tail in mouth" of "Gemini" where the cycie of experi-

ence 1S without beglnnin~.or end since thlngs cohere ln the here 

and now, as Creeley wrltes in that section: 

, 

-lt 
it-

(Pleces, p. 17)' 

However, at this pOlnt in "Numbers," the struggle'to cohere still 

eludes the speaker. 

"Four" depicts the _speaker' s des ire for securi ty in the 

worl&"of the known among the munda'ne facts of things: 

This number for me 
is comfoTt, a secure 
fact of things. The 



table stands on 
aIl fours. The .dog 
wa lks corn forta b ly, 

and two by two 
1S not an army 
but [rlends who love 
one another. 

(Pieces, p. 25) 
1 
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Slmilarly, "Five" represents a whImSicaf tIme for the speaker as 

he recalls the innocence of hl s ch11dh1od: "A way to draw stars" 
1 

1 
1 

(Pieces, p. 27). 

"SIX" has the speaker thlTIking/ again of images of uni ty l' 
1 1 

flYst in rel iglOUS terms of a god whd: 

on the slxth 
day had finI shed 

aIl cre ation-

hence holy-
(Pieces, p. 27), 

and then ln sexual terms where the two nurnbers (2) and (3) repre-

- sent the male and femâle sexual on~ans. 

"Seven" begins on a dlsqUlEiting note and hInts at.sorne 
1 

,resolution regarding utity on thelspeaker', part. FlTst, "seven" 

represents the clichés and routines that the mlnd lS subJect to: 
f 

... -seveA 
days ln the! week, seven 
yea rs for the ï tch 0 f 
unequlvocal Involvement. 

1 (Pieces, p. 28) 

Here Creeley is pointlng out the drawbacks of contlnui ty alld re­

sponsi bil i ty ~ fi rs t represented by the rout ine 0 f the working 

week ('Js even days in the week") and then through the potentially 

stifling involvement of rnarlliage and the cliché of the "seven year 
1> 

itch" that rnakes people seek out an "unequivocal involvement" from 
-; 
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responsibility. 

Next, Creeley recalls his blrth at "seven in the morning" 

and then reminisces aboùt his father who had died when Creeley 

was a young bJy . This linking of bi~th to death promotes a type 

of despair as thè speaker presents his thinking in this linear 

fashion where birth inevltably leads to death. However, as a 
r "fIl; 

,l' 

delibey'ate negation to this approach, Cr-Eleley mtroduces as a 
• 

balance between these tWG "despai TIng" sections a plea for uni ty 

and recognItion of the here and now: ~ . 
Look 
at 
the 
light 

, of . 
. this 

hour. 
(Pleces, p. 28) 

His dlv,islon of this sentence lnto 7 separate lines makes the 

reader linger over the lndlvidual words before focusing them into 

the harmony of one sentence and one perception. It is exactly 

thlS that the speaker desires to do instead of proceedlng in the 

linear fashion of his previous line of thlnking. Thus, the speaker 

recognizes the futility of counting and thinking ln such a way at 

the end of "Seven": 

Are all 
numbers one? 
15 counting forever 
beg inning again. 

(Pleces, p. 2.7) 

"Eight", and "Nine" are interlinked since eight mbnths i5 a 

time te "be patient" for the birth that occurs in "Nine": 
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The n i'né mon ths 
of wa1 ting that discover 
life or death-

another 1 ife or dea th-
not yours, not 
mine, as we watch. 

-
(Pieces, p. 32) 
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, 
At the moment of birth the code of mystery that the speaker has 

sought to crack remains obscure: 

. . 

'. 

What law 
or ' 
my·stery 

is involved 
protec1,:s 

itself 
(Pieces, p. 33) 

But "Nine" does. include a recognition on the speaker's part of 

"another" presence that is "not yours, notl mine" but 50mething 

independen t o'f lndi v1d ual concept ion: 

Ftnally, in "Zero" Creeley asks a nddle about existem:e 
e ') 

that 50unds very much like a Zen koan: 

What 
by be1ng not 
15-15 not 
by being. 

CPieces, p. 34) 

This is a reiteration of the question he addresses ta the "other" 

, at th#beginning of "Zero": 

Where are you--who 
by not being here 

are he re, but here 
by not being here? 

(Pieces, p. 33) 

But reality, Creeley asserts, lS complicated by the mind and re-

f~ections on the nature of "zero" or no thingnes 5 are, finally, for 

~-"._' -- ....... ,~ ... -
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Cree 1ey a futile exerc ise: 

There is no trick to rea1ity­
a mind 

makes i t, any 
mind. 

(Pieces, p. 33) 

.,' 
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Anyone is capable of c reat ing a phi losophical concept or con­

struct of r,eality, Creeley feels. At the end of "Numbers.," what 

had started as an exercise ln achieving coherence or unlty through 

ordering real1ty (the aét of counting on the poet' 5 part). Ïronlc­

ally ceases as the sp,eaker recognizes that he is back at the be-

ginning or "zero." 
t 

Thus "Numbers" becomes a statement for the 

realization of the r~lativ}ty of experience. 
, 

As Creeley writes in the fragments that follow "Numbers": 

Truth is a scrawl, 
,aIl told· 
in all 

(J'ieces, p. 3tl) 

The recogni tian of the relati vit y or experience uriderscores -the 
g 

"open" s~ance of the poet wherein his wri tings carry no didactic 

meaning: 

Never wri te 
ta say more 
than saying 
something. 

Words 
are 
pleasure. 
AIl 
words.' _ 

(Pieces, pp. 36-37) 
-

, 

\ 

It i s this desl re to be open to, any and aIl experience. and not to 

make it appear as if i t werè absolut:"e that is the resolution in 

"Numbers." While "Numbers" began as an attempt to establish a 

.. 
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unit y between the poe~nd the "world," the unit y tha,t becomes 
\ 

'apparent is wi thJ.n the p~t' s Self which co~es ,to a,ccept, the rela~, 

tive nature of experience. \ Ke'eping in mind the prev10uS4.y de-
\ 

lineated image of the "fool,' we can note tl}at the speaker has 
" 

apandoned the nee-esslty to seeJ< rational formulations by the ~nd 

of this series. 

'fi1e documentation of events 't,hat follows for a large'~art 

of Heces is presented as a j Durney ~ the speaker takes. Cree1ey . 

bégins by relatlng the lonel1ness the s~aker feel? ln,a hotel , 
,/ " 

roym~{n "Chicago" that he sees ilS "drab, d 
__ ,/ 1 ECoI'~ 

b , drab" followed by 

the speaker' s refl ect ion on hi s limi t ations ?- he sees himse 1 f 

- -(as a "continuaI sense of small") i:n New York Cl Y {"NYC") , ' In 
<> 

"Plac~," he thinks of his wife "asleep" as he note his own di,s-
..., 

'\ comfort and 1 onel inéss. Yet phoning her she becomes\". , . instant! 

reality on the other/end of thi-s so-called line]" and h~, seems to 

realiz e after his seemingly"futile conversation t)1e inad~"auacy 
~ " '\ 

of the words he has spoken since t?ey, were simply the regis er 

l " 

p'" of his "inten tion.s : 

La te, the words 7 lÙ:'e 
the form of them, al-

ready past what they were 
fi t for, one ahd two and three. 

(Pieces, p. 43) 

Again~ the'speaker is attempting to center himself in the reality 
~ 

~hat e?Cten,ds beyond the realm of speculat ive and determinati ve 

thinking. He seems to realiz'e that his beloved is "instant real­

i ty" for him_&nd, as such, 1S still a product of his iry-ention. 

The next series of encounters Creeley documents hs under 

\ 

\ 

J ~ \ 
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the, heading pf "Echo." This 1s a IDOSt app~opriate title for the 

fragments'since thipurpose of the poems is to illustrate the 

- repeti tive nature of the) mind as i t is ~lways obsessed by the 

"evlrnts of the past in~ad of present to the demands of the here 
';. .,. ... , 

( 0 

and now: 

~owhere one ~-' 
go_yS will 
one. ever 
be away 
~nough from 
1herever 
one was. 

( Pie ce 's; 'p.. 50 ) 

Ihe next fragment has the speaker reflecting on the posi-

tiv~eVents .of his youth, which lead to a potential resolution: 

.. 

Fa1ling-in windows-­
the greenhouse back of 
Curley's house. The 
Curley's were so good 
to me, their rnother 
he1d me on he~ 1ap. 

No clouds out the window 
fIat faIht sky of faded b1ue. 
The sun makes spring now, 

a renewal possibly of like ene~gy, 
somethingoforgotten aImost remembered, 

~ echo~s in my mincl 1ike the grass. 
(Pieces, pp. 50-51) 

The ct>pening image of the "greenhouse" serves as the central ima"\e 
. 

of rebirth and renewa1 in this fragment. Thinking back on his 

happy youth (his "green" tirne) ~ith' the "CurIeys," the speaker, 

moving back into hls present clay reali~n the second half of 'the 

fragment, sees the "sun" that "makes spring now," which becomes the 
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potenrip.lofor lia renewal" on his part. The "something forgotten 

almos!. remembèred" that echoès in the speaker's mind "like grass" 
,J •. ~ 

becomes -an" Intuitive understanding that is deeper than the "ech­
(' 

oes" of memories that were previously formulated by the thinking 

mind. That Creeley wrltes intuitive understandlng "echoes in my 

mind l ike the gras s" is import an t because he use s the image 0 f 

the grass (his "green" time) to lllustrate 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 lS the ob]ect of hlS love and the con-

sequent re]ectlon of the speaker by the woman promotes a further 

recognitIon on his part: 

Your opaqueness, at moments, 
would be the mlrrOT. Your 
face closed as a dObr--

that Inslsts on nothlng 
but not ta be entered--
wanting slmply to be left alone. 

I slept, it seemed, the moment 
I lay down ln the bed, even, 
it might have been, Impatient 

to be out of It, gone away, 
to what densities can be there 
ln a night's sleep, day by day. 

But, aIl ln the mind it comes 
and goes. My o~~ llfe is given 
me back again, somethlng forgotten. 

(Pieces, p. 51) 

It is interesting that the vision of the woman in this fragment . 

is presented as "opaque"-a contrast to the figure who "shone" in 

o 
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, "The Finger . ." The woman rej e t5 the speaker-her "face closed 

as a dooor ... wanting simply ,to be left alone"-while he seeks 

to obliterate himself in the "de sitles" of "a night's sleep.',' 

Yet he recognizes that his concept on's of and intentions upon 

the woman are "all in the mind." 

Thus, from reJection cornes a maturlty of recognitIon and 
\ 

acceptance: "My ow~ 1 i fe is g i ven/ my?aèk aga in, something for-

gotten." The life that he had prevlously surrendered aIl tao 

willingly to the woman is now returned ta him. The desire ta 

yield his Self totall:y ta the "other" is now recognized as a 

false actIon that seems ta have been the easy way out. A~isdom 

that IS the outcome of painful recognition 5eems ta be the reso-

lution of this serIes whCI'e a sense of Self lS returned to the 

speaker sa that others are not merely "echocs" of lus dcs1res and 

Intentions. The speaker seems to recogn1ze the cause of the dis-

tances that have been crcated betwecn the woman and himself WhlCh 

was the result of the actlvlty of the speaker's mind that resulted 

in this fe~ling of separateness: 

Thinklng-a tac1t, tact1]e distance hetl"een us at 
this moment-rnuch as if wc had lIves ln 'different 
world'-whlCh, l suppose, would be the case despite 
aIl closeness' otherwlse, I.C., almost as If the 
moment were 'thlnking', and not Ilterally taking, 
flndirig place in something we both had occaSlon ln, 
that this fact of thlngs becomes a separation. 

CPieces, p. 52) 

The fragments in Pleces entltled "Mazatlan: Sea" lead na-

turally into the concludlng section, !lHere." As the speaker ob-

serves the moveme1t of the water ("an oscli-/ lation, endlessly 

in-/ stinct moveme,nt!l) in the second fragment of this section, the 

" 
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parallels between the rep~titive movement of the tide and the 

repetitlouS Insistence of the '''mind'' are .suggested. As the speak-

er is observlng the motion of the sea where the tIde washes over 

the same plece of land yet leaves each time a new and dIfferent 

\ impression, he feels thlS as a natural need for rcnewal and a re-

required break from the repetltive patterns of hIS sUbjectIve 

"mind." Like the movement of the tIde, he thinks of the POSSI-

bi1ity of renewal ln slcep that "washcs away." 

Then he thlnLs of LOUIS Zukqfsky's "ObjectIve lens" or 

"eye" that served as the metaphor for Zukofsky's Ob]ectlvIsrn: 

Want ta gct the sense of 'l' into Zukofsky's 'eye'­
a locus of experience, not a presumptIon of expected 
value. 

(Pleces, p. 68) 

The "presumptlon of expectcd value" refers ta the ego or "1" that 

is the quality of the subJectlve "mlnd" that Creeley desires to 

lose at thlS pOInt. Rather, he sees the propcr use and lncluslon 

of the Self on]y If lt IS a "locus of experlence," WhlCh 1S the 

'same posItion OIson defined ln "Human Universel! when he stated 

that man must see himself not abovc nature, but rather as a func-

tIan of nature. ThIS recognition lS followed by an urgIng on 

the speaker's part ta begln ta perce1ve through hIS new viSIon 

of the Self: 

Here now­
begin! 

(Pieces, p. 68) 

Attempting ta be open ta the immediacy of the here and now, 

the spea~er in "Four" still seems ta be caught in the grip of the 
? 

past and ,:the repetitive patterns of the other subject'ive "mind": 
1 
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Here 15 aIl there is, 
but there secms 50 

insistently across the way. 
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(Pieees, p. 71) 

He sees how this persIstent concern with the past extends ta re­

lationships as he oDserves hlS wlfe sitting across from him at 

the table: 

Across the 
table, 
years. 

(Pleces, p. 71) 

1 
The "years" refers to thelr tlme spent together and is also a sad 

• reminder ta the speaker of how he has bUllt a conception of her 

ln the present based on thcir, Interaetlon ln the pasto It is 

this sense of the past as a Joycean nJghtmare from WhlCh he is 

seeking to awake that the speaker t~les to resolve ln the conelud-

Ing fragmen ts of "Here." 

In the opening fragments of "Here," the speaker asserts 

the posItion that he has tricd to assume which is that of keeplng 

hlmself prepared for "revelatlon and dlscovery" as t-hey may come 

to hlm Instead of operatlng through goals and IntentIons: 

l didn't know what l could do. 
l have never known it 
but in dOlng found it 
as best l coul~ 

- _ 0<J}~ces, p. 72) 

As the speaker moves ta consider his relationship with his wife, 

we ean see that. he is attempting to arrive at a proprioceptive 

awakening: -

Here, here, the body 
screarnmg-its orders 
learns of its own. 

(Pieees, p. 73) 

} , , 
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Realizing that thii awakening cannot corne about through 

the "mind" that creates lntentions, the speaker seeks ta break 

away frorn hlS self-consclous grappllngs: 

Such strangcncSs of mInd 1 know 
1 cannat flnJ thcre more 
than ·what 1 kno~. 

1 am tlrcd of purposes, 
intent that lends itself 
bac k tOI t s 0 wn bel i cf. , 'l 

(Pleces,";,p. 78) 

The speaker cornes ta the realjzatlon of his physical "dasein" and 

sees that his proprIoceptive awarcness must take precedence over 

his deSlre to conceptuallze thlngs ln his mind: 

The body WIll not go 
apart from Itself to be 
another possihlilty. 
It lives wherc Jt flnds home. 

Thinking ta alter nll 
1 looked flrst to mysclf, 
but have learned the foollshness 
that wants an altered form. 

Here now 1 am at best, 
or what 1 think 1 am 
must follow as the rest 
and llve the best it can~ 

(Pieees, p. 79) 

The final fragment of "Here" ends wjth a poem in the lyric 

mode WhlCh is the form that Creeley uses beginning with "The Fin­

ger" each tlme the~~s the mentlon of the "woman": 

When he and l, 
after drinking and 
talking, approached 
the goddess or woman 

become her, and by my 
insistence entered 
her, and ln the ease 
and delight of the 

; 
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m~eting l was given that 
slght gave me myself, 
thlS was the mystery 
l had come to-all 

manner 0 f men, a 
throng, and bodles of 
women, wTlthlng, and 
a great though sccm1ngly 

sllent .sound---alld when 
l leLt the room to them, 
1 felt, as though hcarIng 
laughter, my own heart llghten. 

(Ple 

The transformatlon that occurs wlthln the speaker 0 

ment :is remlDI5cent of the transformat.lon ln "The 

the speaker is charged by the "radIance" 
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p. 81) 

frag-

where 

The 

"mystery" he has come to 15 twofold. In one respect, it 1S the 
\ 

"woman" or ~Iusc who accept5 hlm Slllce as he leaves he Ihears "laugh-

ter," which remlnds us of the laughter of the waman ln "The rlnger" 

who J eers the "manny who j iggled a world before her/ made of hlS 

mind." However, more Important, he has been glven back hlS prop-

er Self (". .1 was glven that/ sight gave me myself") r his in-

tultlve understanding Indcpendent of the "polntlng fInger" of the 

mind. 

Th,s i ntuHi ~ropnocePtnc undcrstandlng brings' us 

back to the Allen Ginsberg poem Cree1ey quotes at the very begin-

ning of Pieces: 

yes, yes, 
that's what 

l wanted, 
l always wanted, 

l always wanted, 
to return 

to the body 
where l was born. 
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By the end of Pieces the speaker has come to an understanding 

and wlsdom that can prompt hlID to urge the reader toward a Slm1-
f 

lar recognItion of the Self ln the here and 1IOW, questIons that 

Pie ces ma k es usa s k TI 0 t ] us t ah 0 u t the s p e;J k l r 0 [ the poe m, lm t 

about the whole complex of tlllnhlng, feellng, and experlenclng: 

what do yOll do, 
what do rou say, 
what do YOU tlllnk, 
what do you know. 

(Pieces, p. 81) 

Yet recognItIon doesn't come ta the speaker as a bllndlng, 

instantaneous "enllghtcnment." R,lther, It is a constant serIes 

of observatIons, per€cptions, and reflectlons WhlCh 15 preclsely 

the form of Pieces. "Truth," aS Creeley hac1 written prcv1ously, 

"is a 5crawl/ aIl told/ ln aIl" and cames to one "piece" by "piece" 

as one lIves hlS life. It lS recognition that 15 relatIve to the 

moment and relatIve to the nature of the pers on who 1S plott1ng 

the myr1ad aspects of the Self as it unfolds. As Creeley, think-

1ng of 0150n'5 statement, observes in Pieces as a kind of post 

scriptum to the revelatlon and discovery ln the poem: "'we are/ 

as we find out we are.'" 

Creeldy IS certainly not in accord wlth Eliot's notion that 

the artist's progress IS measured by how weIl he transcends per-

sonallty and private emotion; rather, the "progress" that lS doc­

urnented in Pieces lS ~eCiSelY that of the poet's emotions as they 

,cohere into a unified personality. The resolutions and recogni-

ti~ns ln Pleces lS this coming to terrns with the fragments of 

feelings, perceptions, and events that comprise the personality 
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that Creeley sees as relative to his singular life experience 

that he would say, thinklng of OIson, that "any man is fact of.,,29 

Pieces i5 really the transltl0nal work on Creeley's part 

that opened up for hlm thlS-POSSlbJlJty of wrltlng the continuous 

poem that cou1d c;erve ,15 the audJ t and psyClllC Teglstcr of Ills 

life. The collections of pocms tl1at follolv (A Da)' Book, Away, 

Hello, anù ~atC'r) aIl contInue the technIque of PIC'ces as weIl as 

forwaTd the stance Creeley flfSt espousC's ln th15 collectIon 

that the poet must be "open" to aIl levels of experlencc from 

his quotlùlan Insplred 1lfe. As Creeley states ln an Jntervlew: 

.r thlnh the key book IS Pieces, that real1y ]S 
where the dccls1ve change occurs, where the concept 
of poems as set instances of articulate statement 
yields to a sense of contlnuity. l was fasclnated 
by rny frlends' abilJty-to continue, and 1 rca1ized 
that r dldn't have a thematic proposaI for that SItu­
atIon. l'd wrltten a novel but that seemed to me 
something else and l'd seen Duncan wor~.with Passages 
and Allen with variOUS texts of his, or Olson's Maxi­
mus Poerns or Zukofsky's A or whatnot, and 1 wondered 
what kind of modality wo~ld really give me sornething 
that could also in a sense contInue as a situatIon of 
wri~ing, that wouldn't each time contain itself in a 
singular staternent, 50 l'd really just wrlte it as a 
common audIt of days.30 
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CHAPTER V 

THE RECENT POETRY 

.Thé unit y_ Creeley achieves between farm and content in 

Pieces is the result of his desire to have his consciausness co-

here with the ~orld around him. Even though sorne of the fragments , 

in Pleces are extremely short, thcy are as faithful to the origi-

nai experience (whet is neg~tive or positive) as Creeley 

could make them. t Pieces, we are presented with exper-

iences as they ap poet eyen though sorne of them may ap-

false sta,rt~'however, i t is exactly this 

sense of testlng his onsciousness that ,is at the very core of 

this volumé. • Maintaïning the aspect of the relativ,ity of experi-. 

ence, Creeley demonstrates {n Pieces both a self-consciousness as 

weIl as a fragmented consciousness through the dlversity of and 

the disparity between the "pleces" he records. 

Central ta Pleces is Creeley's vision that attempts to 

accept the relativlty of the Objective world and, even more impor-

tantly, the relativity of his subjective Self. Thus,we find in a 

fragment 1 ike : 

Having to­
what do l think 
too say' now. 

Nothing but 
)comes and goes 
ln a moment. 

(Pieces, p. ,6) 

the false start and fragmented consciousness in the first stanza 

fol1ow,ed by a resolution and acceptance. In the phrase "Having 
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to-" we ar~ presented wi th the "mind" that operates t,hrough the 

assumptions of necessity whereby the Self perpetuates itself be-

cause of the need to always come up with another thought or ex-

planation of reallty (the "now")o. The poet's fragmented conscious­

ness is apparent'in the choppy rhythms of this stanza as is a 

self-consciousness o~ his part wherein he seems to step back and 

arrIve at ac recognItion about the pernicious nature of his Self. 

ln the secqnd stanza, however, there IS recognition of the 

futil i ty of such an. endeavour as we Il as an acceptance of the li-

mi ta tians of though t that he sees as s0Il!ething that, "cornes and 

goes/ in a moment." Therefore, in the short, serialized form of 

much of the poetry in Pieces, Creeley discovered a context in 

which both his materlals and his VIsion could be ~rganized and 

directed. The vision or stance ln Pieces, as we have seen in the 

prevIous chaJ)ter, is centered around the poet~'s desire to inte-

gra te hIS Se 1 f wi th the "world "-ta accep t hl s everyda y li fe as" 

preclous aid ta break out of the trap that thlnking and ratlon- . 
1 

alizlng~Hring about.\ For central to the VISIon of Pleces is 

Creeley's belief that the "mind" IS what promotes-fragmentation, 

and the poetry of Pieces 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 continuing attempt to break away fr~m the abstrac-

o 

1 \ 
tions of think~ng and to arrive at a greater awareness and accep-

tance of his "literal" condltion in the world. Thematically, 

( thpn, Creeley' 5 more recent poems continue to record his eÀ'Periences, 

/ 
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emotions, and f1uctuatlng feelIngs. AIso, the idea of the contin­
. .. 

, \ 
uous p"oem tha t he be gan to re a11 z e ln Pi eces i s cont inued in the se 

'vo 1 urnes. Interestlngly, both A,,"Day Book and Hello werc origlnally 

part of Creeley's Journals and d1arles that he kept during specif-

lC instances of travel and changes ln 1115 life. However, even 

though the events are d~vcrse, therc IS the essentlal unit)' that 

Creeley learned from Zukofsky must be ma1ntained ln the continuous 

poem. This unit y IS achleved through the visIon on Creele'y's part 

that brings the dIsparate fragments lnto focus through the deslre 

ta achleve unlt~ between subJect and abject. In this way, Creeley's 

recent poetry is truly "open" ln the same Sense that Pleces revealed 

, both the negatlve and posItive aspects of the Self through ItS ser- . 

les of false starts and more unlfied beg~nnlngs. 
o <Il' 

It IS precisely Creeley's reverence for the reallty of ob-

Jects which he sees as "real as thinking" that creates bath the 

conflict and the resolution in the recent poems. The confllct, of 

course, is his deplction of fragmentation as the Self attempts ta 

dlstort the objectIve world according to ItS own prescrIptIon. How-

eVer, the deslre ta esc~e from abstractIon is of equal Importance 

to the vision of the poetry, and lt 15 thlS effort to achieve a 

resolutlon and to remain "o.pen" to the world o)utslde of the Self, 

as weIl as the poet's intention to realize himself as part of this 

world, that are d~picted in the poems that will be discussed. 

, 
. ' 
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PART l : A DAY BOOK 

• 
<, 

In an carly statcment that appearcd ln h is introductioI) ta 

The New Writing in the USA, Crceley anticipated the crltlcism' 

~hat would be leveled at thc open-form technIque hc'developed in 

Pleces and contInues ta promote ln hlS present wrl tlngs. Refer-

rIng speclfJcally to the works of WlIlJam Burroughs and Jack Kcr-

ouac, Crecley pointed out that crltJCS were cr:itiCliing the "1055 

of coherence" in contemporary wrlting: 

Not only have the carllcr senses of 'form' been re­
j ected. but equall)' 'sub) ect 1 as a conceptual focus 
or arder has given rJace ta the lIteraI actIVlty of 
the writlng itself. 

Creeley disagrecd wlth the SUpposItIon that·l1tcrature should be 

a formaI exerC1se ln tcrms of subJcct, dictIon, and cven organ1-
, 

zation that dlffcred greatly frorn a person's everyday llfe. As 

he wrote: 

That understandlng most useful ta writing as an art 
is, for me, the attempt ta sound ln the nature of the 
language those partlculars of time and'place of which. 
one is a glven jnstance, equally present. 2 

The "literaI activlty of the writing Itself" that Creeley 

refers to relates to his Delief that. wTJting IS an act that COy-

• 'L ..... ~ • 

responds ta one' s SItua tIan ln the world ("those partlculars of 

time and place of WhlCh one is a given instance"). Thus the ac­

t"ivity of writing becomes a testamént, Creeley fcels, ta one's 
,i"t 

/"-
"psychic" life which, ln retrospect, provides a locus ~to both the 

poet and the rcader of the writer's intimate or interior state of 

being a person in the presentoworld. In CreeleyA s A Day Book~ 
, 1 ,'-

,Q 

.~ 
,~ 
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he cont·jnues this mode f expreSSIon begun in Pieces of uSlng 

language as "revelation and discovcry" to serve as an experlen­

tial eounter or summary ~f a specIfIe tlme ln his life. 
\ 

The test of the coherence wlthln A Day Book must begln 

with anJacceptance or re)Cctlon on the part of the reader of 

Creeley's aesthetJcs and COncerns. As Cynthla Edelberg points 

qut, Creeley felt that the form of A Day Book and the sequences 

of the pocms, "In London," \vcre based on a workaDlc mode whcrein: 

.the rhythm of life as lt was aetually llved. as 
he recorded It on Impulse in his Journal, would pro­
vide the organizing prlnciple for the sequence. 4 , 

Creeley follows Olson's own ldeas on "fIeld compositIon" sa that 

the form of A Day Book IS an attempt to approxlmate the immediacy 

of the poet' 5 react Ions and lmpulses as the)' oecur.. f-ll s aesthet-

ies also reeall the manDer of spontaneous composition advocated 

by Jack Kerouac and Allen Glnsberg. Creeley dlscussed in an in-

terview wlth this writer the n~cessity for practicing ta be ]it-

erally "ready" for the lmpulse to wrl te when i t finally declar:ed 

itself, for being "ln the activity" of writing means, for Creeley, 

ta: 
(\ 

. fce 1 no sen se 0 f awkwardne s 5. You fee 1 extra­
ordinarily graceful and you feel that the words are 
coming ta be said with the least confusion. And 
Its only afterward that you have possibly any doubts 
at aIl. You are in a se-nse just 'dolng it',5 

Consequently, C~eeley does not engage ln the revision of 
~ 

his \yriting because, as he states, "go1ng baek over the material 

tend~ ,ta diminish what energy is present during the moment the 

poem happ~ns. You tend to get makeshift.,,6 What is most inter-

p 
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esting and, at times, the most fru~trat]ng about A Day Book 15 

the format in which It appears. The flrst part of the book ap-

p e ars in the f 0 rm 0 fan un p agI na t e cl JOu r n:ll . The second part, 

al 50 unpaginated, the sequence of poems "In London, Il records 

Creeley's trIp dnd Impressions of,various places he visited ln 

Europe and the West IndIcs. 
"-

Central to the content of the Journal cntries ln ~ Day 

Book ]S Creeley'~ concern wlth his mortallty, the relatlon5hip 

with his wIfe BobbIe, and his desire ta view and understand his 

actions Ob]ectlvely. As the Journal opens, wc are told that the 

speaker (he) " ... 15 wak.lng to two partI0ulars" (A.D.B.). As 

we read on, we dlscover that these "two particulars" become the 
r'''' -:-, 

ways he views hlmsel f as' partIcIpant in\h]s own Il fe a'rrd ..... ·~s the 

estrangecl observer who wryly comments on his own clesires. One 

of these desJres is ta understand the relationshJp he has WJth 

hiS wlfe WhICh he depicts.durlng an Instance of sexual encounter 

between a friend, hiS wlfe, and himse.lf:' 

Wh a t ha d h e b e en th i n k i n g ? SIm ply th a t,SI t tin g a t 
the table in the kitchen \\ith the friend, literally, 
the other man, it was inextrlcably tlme to know a 
fact. In his own response ta her, or hers ta him, 
they were 50 entangled ln theix own feelings, and if 
she became abject ta him, then by what he had with­
drawn from her, sa as ta know her more clearly. (A.D.B.) 

During these moments of seemingly detached observation, 

Creeley writes his Journal from the third persan point-of-view. 

At other tI'mes, the journal is wr} tten in the flYst person to 

"explain myse~ f. ta mysel f." as he wri tes. Thu$, he is, once 

again, dealiI1g wi th the complexi ty of seeing himself as both subject 

\ 
\ 

, 
1 

\ 
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and obJect. Intcresting1y, the mom~nt when coherence IS achleved 

by the "1" and the "he" ]$ during Creeley's reflections on taking 

mescalIne, which he sees as: 

... the flnite system of the form of human-body llfe, 
1 • e ., t Il a t t ha t ph a se, ca Il i t -;-or en erg y qua f 0 rm i s 
of no permanent order whatsoever, ln the single In­
stance, however much the species' farm 1S continued 
genetlcal1y, ctc. .That the 'l' can accept its 
impcrmancnt farm and l'ct reall ze the energy-flc1d, 
calI 1 t, ] n wh 1 C,h ] t J san e 0 f man y, aIs a 0 n c . (A. D • B • ) 

ThIS prase entr)', 111--.C many of the other entrIcs, flnds a 

correspondence in the poptry of "In London." Crceley lx'gins 

these speciflc ref1ections aft hlS morta1lty (a theme central to 

poth the ]ourna1s and the paetry) by commencing ln fear and un-

certalnty: 

WeIll die 
saon enough 
and be dead-, 

whence the,whole - ,. 
system 
will fade from my head--

'but why the 
tort-
ure ... ' as If 

another circumstance 
were forever 
at hand. 

From thts point, he proceeds ta a more positive view that is rem-( 

iniscent of his mescaline resolution of the journal entries: 

Thinklng of dying 
à la Huxley on 
acid sa that 
the beat i fic ,smi le his 
wife rep-orted 
was effeet possib1y " , 



t 
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of the splendor of 
aIl possIble experience? 
Or cIse, possibly, 
the brain cclls, 
the wholc organism, 
explodlng, Im-
plodlng, uron 
ltself, a galaxy 
of I1ght, cnergy; 
forever more. 

DIe. Dead, 
come allvc. 

(A.D.B.) 

17.3 

What Creeley calls "the whole! system" ln the flrst part of the 

/ 

poem is the "finlte system" of the Self. Yet ln the second half 

of the poem, thl:; "Impermanent form" 15 what can contain wlthin 

it "aIl possible cxperience" that can contInue ta eXlst "forever 

more." This quaSJ-my5tlcal stance may strikc the reader as unu-

suaI, especially If he real1zes the absence of any such vision 

/ 

in Creeley's earlier poetry. However, we can already note through-
{ 

out Pleces a movement on Creeley's part toward such a position. 

Sepcifically, we can note the mystical qualities assoclated with 

the "woman" in a poem like "The Flnger" and the very last frag-

ment of "Here," where the female fIgure is equated to a "goddess" 

(Pieces, p. 81). 

In "The Message," Creeley contInues 1115 :-,peculations on 

mortality, here presenting death as a fact outside of his ex-

pressed hope for a transcendental possibility as in the previous 

poem: 

He was wise, 
they said, 
ln being dead. 
Nothing more could be said--

j 
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But that Incredible 
idealism, the blur 
of the language, how 
i t says nothlng. 

Nothlng more than that 
will Jo, ::111 
people are 
susceptible after aIl 

(A.D.B.) 

The ti tIc of tl11s poem cont31n5 dual connotatIons. 
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First, 

the "message" 15 the eulog)' for il dead person that the poet ov.er-

hears Whlch 15 full of "lncredIhle 1deal1sm" and 15 a "blur/ of 
-0 

the language" that the preaclier or mlnlster says slgnlfying really 

"nothlng." ObVl0usly, Creeley is talklng about how 1t is Impossi-

ble ever to capture the mystery of death through the pompous dec-

laratlons of words and the vaIn talk of an afterl ife (the "lncred-

ible ideallsm"). Also, to consider the double meanlJ1g Implled 

withlO the tltle, the other "message" implied by the poern 15 the 

recognltion'the poet arrIves at that "a111 people are/ susceptible 

after aIL" Agaln, the meanlng of thlS hne IS twofold. Flrst, 

everyone 1S "susceptIble" ta dea th and therefore needs the reas-

surance of sorne hope or promise of an afterlife. Ironically, the 

opening of the poem ("He was wIse,/ they said,1 in being dead") 
( 

also takes an added significance in the llght of the ambigulty 

tha t has been demons tra ted. On the one nand, "be lng dead 1) rlmeans . .... 

an escape from the problerns of 1 i ving; hence, "He was wi se." HQw-

ever, this line is also a playon the notlon that the dead are 

now "w15e" since they have penetrated into the rnystery that we, 

the lIving, fear. 
\. 

This purposeful ambiguity on Creeley' spart is there to 1 

\ 

\ , 

/ 
/ 

, . 
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\, 

demonstrate ta the reader tÎ1at the supposed "resolution" of the 
, 

problem of dying ln the lIuxley passage and the Journal entr)' of 
ê. 

the mescalIne experlenee h3S merely a moment ln the poet's llfe 

when the v.lsion of aeceptlng death as an entr)' ln ta the "vcrIt-

able multiplIeit)''' (111 the poem "DYIng") meant a momcntary 1'e50-
<, 

lution of the confllet. As the passage of perceptIons ln A Day 

Book declares,~the poct's percert~ons change as the)' move "in-

stanter on another." Crcclcy's precIse achicvemcnt ln the form 

of A Da)' Book 15 ln the fac t that he offers no ahsolute truths 

or resolut~ons ta the ~onfl~Ct of the dual1tles. 

Charles O~son' s statemcnt that "we are as \~e f1nd out wc 

are" applies to the rcvelatlon of the poet's Self ln Creeley's 
, 

collectIon. If wc unde1'stand that A Day Book is a minute sean-

n1ng of Creeley's feelIngs on a day-to-day basis, then we must 

also accept that he lS bath someone who offers and seeks resolu-

tians to his mortality. As sueh, a balance lS achleved between 

his fa1th that seems ta spring from a spontaneous IntuItion, and 

the ~ynleism and llTIltatlons of his mlnd that cannot, due ta its 

finiteness, come to grips with ~he Infinite. It lS this balance 

that makes A Day Book a testament to the poet who has plaeed 

himself Into an "opeon-field" of discovery. For as the "traveler" 

of the poems reminds himself, the nature of tpe revelatlon in 

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--
CA.D.B. ) 

-' 
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The coherence that the speaker is after IS sornetirnes 

achie~ed ln the Journal entrles as weIl as If! the poerns. But 

" the nature of the "mind" that has been Creeley' 5 C..Dncern in his 

previous poetry 1S also cxamlned once again and dlssected, as 
~p 

ln the poem "Two" where he thinks of a possible harmony between 

body and mind: ' 

i 

~. . 

The body sometimes 
followed, 
sornet-lmes led. 

There is 
or was 
no separatIon 

ever, save only 
ln the head 
that knows aIl. 

1 

) 
f 

! 

J CA. D. B.) 

The separation that~--curs "ln the head"- extends to the relation-

ship between hims~lf and his wlfe. In the poem '''Do you th.ink 

. ' ," Creeley exposes the nature of' this "mind" that questions, 

compares, and creates "separation": 

Do you think that If 
two peDple are in love wlth one another 
one or the other has got'to be 
less ln love than the other at 
sorne point in the otherwlse happy Telation~hip. 

(A:D.B.) 

The nature of the questions IS such that they are delibera~ely 

meant ta sound absurd in thlS poem since what Creeley is after 

is plottlng the habl ts of the "mind" that is never satisfied wi th 

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 



.. 

• 
Cil .. 

'" 

177 

order to demonstrate a unit y and coherence within himself as he 

attempts to express his love through the medIum of words. In 

this poem he sees the act of lovIng another person as: 

.a meaIlll1g self­
suffIclent, dry 

at tImes as sand, 
or else the trees, 
dripping WI th 

lhe contrast of the two Images in this passage IS interesting. 

Creeley is presentlng, it seems, two metaphors for two dlfferent 

klnds, of love. On the one hand, he presen ts the spi rI tuaI love 
., 

t ha t l S "d r y / a t t lm e s as sand," w lnl e on the 0 the r han d , he corn -

pares thlS w~th the sensual/ sexual love presented through images 

of growth and fertillty C"the trees,/ dripplng with/ rain lt
). Both 

of ~hese seernlngly dIsparate states are united near the end of 

the poem where Creeley demonstrates that the cornplexlty of love 

is that it lS bath physlcal encounter and the vague "feelIngs" 

i)a t arise as -emot ions" 9and then occur wi thIn the mInd: 

aIl these 
senses do 
commIngle, so 

that ln your very 
arms l stIll 
can think of you. 

(A.D.B. ) 

Most important to note here lS that the "th'ink~ngl! that is im- , 

plied in this passage has nothing to do wi th the separation that 

was suggested in the prevIous poems. This is a perception founded 

upon an intujtive understanding that is similar ta the perception 

.... 

• 
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of the Huxley passages on dylng. Even WI thin the formaI construc-

tion of the- poems, the passages that approach this IntuitIVe., 

awareness are more lyrlcal and less self-conscious than the others 

t ha t dis sec t the \.,rorklngs of the "ml nd . " 

Yet desplte thiS moment of recognItion, the mood of the 

poetry thst lmmediately follows SWIngs back to doubts and ques-

tions about the poet's mortality. In IITlme," Creeley reflects on 

the past, the p~ssage of hiS own lIfe, and the finlteness of his 

own existence: 

My tlme 

one thinks, 
IS drawing to 
some close. This 

feelIng comes 
and goes. 

(A.D. B.) 
11 

Similarly, ln the poern "Moment," he cannot make up his mind whe-

ther to "use" time or to "kill" it since it seems to him that 

eXIstence IS futIle since It only ends in death: 

One's come now to the graveyard, 
where the bones of the dead are. 

AlI roads have come 
here, truly common--

except the body is moved, 
still, ta sorne other use. 

(A.D.B.) 

The seeming despair of this perception is alleviated byJ the 1ast' 

two 1ines. Instead of sinklng int~ futi1ity, Creeley cornes to 

two conclusions about mortality. The first is that death is "truly 
; -~ 

common" ta aIl people and, consequently, this is something that we 
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can aIl share as part of our human condition. As such, this is 

another definition of our "veritable multiplicity-." In addition" 

the fact that "the body 15 moved, / still, ta sorne other use" im-

plies that we do go on, contlnulng to live dictated by our physi-
-9 -

cal determlnation. ThIS can also mcan the same thing Creleey 

implles in an earller pocm, "The Rhythm," that we are part of a 

regeperative cycle from WhlCh life can spring. The "other use" 

of the body m~y be that of compost after death, hut the contInu­

um of the Ilfe-p~ocesi is suggested ln the dellberatc ambigulty 

of these passages ~hat seemlngly stem from desphlr. 

This -..panthelstic notIon is further developed in the poem 

"~eople, Il where Creeley thlnks back on hlS magical concept'ion of 

the worlc.l when he was a chlld~an ldea that he want~ to believe 
oJ 

in as an adùlt ta glve hlm sorne hope: 

l'Il never dIe or else wIll 
be the myrlad people aIl 
were always and must be--

in a flower, Jn a 
hand, ln sorne 
passlng wind. 

(A.D.B.) 

However, much more than a testament ta a pantheistic faith or the 

hope fQr a future incarnation, thlS pocm is really a comparison 

of ~he despair and awkwardness of adulthood with the more spon-

taneous mind of the Chl1d that Crceler misses in himself: 

Now Brown large, l 
sometimes stumble, walk 
with no knowledge of 
what's under foot. 

(A.D . .ij.) 

What i5 Itunder foot" are not just the metaphoric "little people" 

" 
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who li v,e in the grass. stones. and flowers, but i t implies a 
<!' " ",' Q 

first-hand knowledge of tfie "real'" that is outside of the concep-

.tions of the mind-an intul ti ve understandlng . 
. 

A,.s Creeley states ln the poem "Echo"-"Here, here,1 the 

only forml l' ve known "-hi 5 desl Te to cohe re Wl thin the wor l d 

where he is the travclcr 1S repeated throughout the poems of "In 
~ 

Lond on" as t hl sin S1~ t e nt pc ho. However, t111 S "eeho" Joes no t 

stem from his di srOSl t Ion ta ratlona IlZe; rather, l t seems ta 

stem from the depth of an IntuItive' understandlng WhlCh serves 

as the touchstone throughout the sequences of the Journal entries 

and the poems. The harmony he flnds in the world wlth friends 

and famlly plnpoints his desire ta afflrm the life that has been' 

given h1m to live. 

In\ the poem "For Benny and SabIna," he wri tes ~ 

AlI 

one's life has 
come ta th1s, aIl 
is here. 

CA. D. B.) 

as a celebration of a peace and happiness that coexis~s with his 

fear of deat~ and the awareness of his mortality in ~ome of the 

previous poetns. ln the poem, "'For Sorne 1'!eeks' ," written to h1S 

daughter Kristen, Creeley urges her near the end ta "bless the 

worldl you're given." Simllarly, in '''Bolinas and He'," he sees 

his return ,ta hlS home as a return to a "holy place" where there 

is a "pleni tude of aIl." This poe'm appears as if i t were almost 

a dream sequence as Crecley plots his coming ta awareness of his 

place in the world: 

, 
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slow1y~going, coming home. LeL 
go, let go of it. Walkirig 

and walklng, dream of those 
vOlces, people agaln, not 

quite audIble though Jean 
see them, ~olors, forms, 

a chattcr Just back of the ear, 
moving t011a rd t hem, the e~ge 

r, 

of the wo.ods. Again and 
agaln and agaln, how 

insistent, thlS blood one 
thinks of as ln 

the body, thcse hands', 
this face. Bollnas SI ts on the ground 

by the sea, sky 
overhead. 

CA. D. B. ) 

,~ 
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When Creleey wTltes "let go of it," he'! is urgIng himself 
~ 

ta glve up his rational pr~oceupation and to yleld ta the POSSl-

bilitles that hlS condItion ln the world can bring him ta. The 

1 

personlflcation ln the last three llnes of thlS poern is Creeley's, 

atternpt to show that hls Self has bec orne an impersonal thlng that 

ean no"" blend with the "place"-Bollnas. As we redect on this 

intui ti ve "awakening" nea r the end of A Day Book, we must rernern-

ber the very beginning of the journal entry where the speaker is 

"waking to two part ieula r s." Whi le th~ fi rs t of hi 5 preoccupa-

tions was with rnortality and the disassociation of hls subjective 

Self frOrrn the real i ty of hl.rnsel fe as obj ect in the world, the sec­

ond part icul ar he a rri ves at near the end 0 f thi 5 coll ection i 5 

/' 

the same one he insists upon in Pieees-to "return to th~ body 
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where l was born." 

This "at the skin "J.ntuitive awareness of himself as not 
, '" ' 

j ust a' thinking belng ~ but as a150 fini te' and phy!/ical. teflects 

the cyclical farm of thlS volume where aIl roads lead bac' to 

the Self, yet'als~ open out from it. A~ Creeley writes in the 
~ final poem of this volume, a graduatIon tribute for his daughter 

Sarah: 

.' 
/ 

Wc live-in a circl~, 
older or younger, ~ 
iVe go round 
and around on this earth . 

l was trying to remember 
what it 
was 1 ike 
at your age. 

CA. D. B.) 

Appropri ate ly, 'the )end,ing of this poem as weIl as of the vol ume 

is'open-ended because of the ambiguity between harmony and sep-

arateness'that is implied in the last two stanzas. As he asserts, 

a1l 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 fdentify 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 life because of the poet's desire to move 

beyond the closed nature of his rational predisposition to an in­

tui tive and open response to the "interplay of settled and unset­

tled feelings and ideas,,7 that he believes is the condition of 

our .humanne 5S. 
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PART II: HELLO 

Creeley continues in the format of A Day 'Book in Hello, 
~ / 

a verse journal written in 1976 that records his tour of South-

east Asia, New Zealand, and Australia. ,Giving his reasons for 

making thls journey, Creeley wrltes in his afterward: 

.\ .. l went becausc l wanted to-to look, to see, 
even sa bnejly, how people in those parts of the, 
world made a r<;;alIty, to talk about being Arnerican, 
of the past war, of power, of usual life in thlS 
country, of my fellow and sister poets, of my neigh­
bors on Fargo Street in Buffalo, New York. l wanted, 
at last, to be human, however ?implistic that wish. 8 

While trying t&' understand his "humanness," Creeley finds a new 

dé'fini tion of a di fferent correspondence for the "veri table mul-

tiplicity" he seeks in the body of his most recent wri ting. He 

wri tes: 

l found that other cultural patterns, be they Sam~an, 
Chinese, Malaysian, or Filipino, could not easily" 
think of one as singular, and such fàmiliar concepts 
as the 'nuclear family' or 'alienatio~' had li~rally 
jto be translated for them. Whereas our habi t of so­
-cial value constantly promotes an iso1ation--the house 
in the country, the d1ildren' in good schools-theirs, 
of necessity, finds center and strength in the collec­
tive"unless it has been perverted by Western exp10i-' 
ta tion and greed .,9 ' 

Hello begins with Creeley's reflections on the world' as 

it passes by him v,iewed from the wlndow of an airplane. His spec­

ulations on the sense and meaning of the world external to his 

Self are expressed through the personification of the natural 
-r 

lai;.dscape in an attempt ta illustrate how 1).is "singular" mind 
-p 

o 

operates to establish correspondence. In passages like: 

J 

1 

... 

_ l , 
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What do you J 
think those hills 
are goihg to do now? 

Trees want 
to be SITT1? 
Winds 
W(J.'Tl '~t let them? 

(Hello" p. 2) 

(He Il 0, p. 2) 
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1 

1 
he is interestingly combining his own sense of dreamy ~onder with 

a deeper rooted deslre to fincl sorne" response from and coherence 

in the natural wgrld. While "hi Ils" as active .be;ings and "t'Tees", 

possessing desire is exaggerated personification~ it is precisely 

this whirnsical desire to understand the condition of ohjects and 

the rel a t ion of t'hem to the· co'ndi tions 0 f hi s own 1 i fe that tDe 

journal entries attempt 'to depict. . ~ 

As an observer through the win$iow of an airplane, he has 
~ , 

trouble transcending the insistence of his ~wn particular mind t~ 

embrace a reality externa1 to ~imself. Yet he does de5irJ to 

"get out Ç)f himse1f" in ihis c61lection, but the fear, hesitation~ 

and tensî~of doing 50 are always apparent. Thus the irony is 
\' 
~ 0 

apparent the poem "Catching Cold" where he describes his feel-
-.1 • 

ings of being debilitat~d: 

l want to lay down 
and die­
someday-but 
not now. 

(~fllo, p. 6) 

r 

SimilaT.1Y, he, exPresses a feaT 0 f dea th in '~OUpll:­

l know ",hat you' mean, 
now 'down under' here, 
that each rife'~ 
got its own condition 

J 
j 
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to find, 
to get on with. 
l suppose it's 
1etting go, finally, 

that spooks me. 
And of course my arms 
are full a>s usual. 
l'm the only one l know. 

" ~ 'l' ! 

18S' 

(Hello, p. 10) 

There 15' a kind of resignation in" these passages t_o being a10ne 

in th~ world, and ev en aftei seemingly accepting thai New ~ealand 
• 

might be where he will die, Cteeley makes a joke about being "con-

sumed" ln the last stanza that implies a desire, on his pa11/ to 

; sharS his life with a~oth~r: 

Say t~at aIl the "ways 
are one--consumatum est-,­
like sorne soup 
l' d love to eat wi th JOUe 

, (Hello, p. Il) 

'The fact that the last two lines are interrogative is important 
r, 

because Creeley wants to demonstrate that these nagging doubts 

are neve~· far from one's m~nd despite the apparent harmony illus­

trated previous1y., It is primarily the p[Oblem that arises whetl 

one is attempting ta' define the world lnstead of slmply liv~ng 
in it that Creel~y grapples with as he'records his impressions. 

He wri tes: 

• 1 

If the world's one'sr 
own experience of it, 

then why wa1k around 
in it, or 'think of it. 

More would be,moTe 
than one could know 

alone, more than myself's 
sma11 senses, of it. 

(Hello"p. 18) 
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What Creeley means by "mysf1f'S small seJfse~" are 'the li,mitadons 

that an egocentric predisposi ti,on to define the world places upon 

experi ence . His d€Sl're is to know the world beyond his 'Self 'a'nd 

to become ~rt of a gr;ater ':'mul tiplici ty." 

The 

'~ttempt to 

poe, "Window," ,is an excellent, ~xamp.le 

define this subject-obJect dichotomy: 

" . .., 

. Aehing' sense 
of be,i,ng 

person-bGdy in-
side, out- ,< 

the houses, 'sky, 
the cdtors, sounds. 

(He 110, _p. 

of Cree).ey's 

27) 

~ window is a perfect metaphor for the way Creeley as observer . , \) 

views,the world. To look at the outside world (external, objec-
. ' 

tive reality) through a window is to view it as Isolated becausè 

of one/s" own internaI real'ity j'a.nd separateness as a "pprson-body" 
! 

from the rhythm of the world outslde of one's own sensibllity. 

The "aching sense" Creeley is describing seems to be the deslre 

to turn one' s S'elf "in-I side, out" sa that i t would be possible , 

to di reet ly exper ience the world in a proprioceptl ve sense. l t 

is,this reaching out frorn thè confines of the Self that the poet 
!. 

is after. 

In the fragments entitled "Men" written during his sh&rt 

stay in Singapore, Creeley refleets first upon his loneliness at 

finding himself alone in a strange place: "scared wi thout sorne-

one to bel with me. These empty days" (Hello, p. 29). His brood-

ings then move to refIectlons and remlniscences of his past when 

t . 
1 

• 
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he was "a 'kid in Burma'~ during World War II working as an ,ambu-, 

lance driver "hauling the dead and dying/ alon~ those" i~possil5'1e 
" 'road,s" (Hello, p. 29): These musings end on a note of wonder 

that seems to include Creeley's. confusion) abo~'t locating himself 
"'t" J 

in the world: "50 where am 1 now" (Hello, p. 29). This fragment 

is folliowed bY"an ironie resolut;lOn that one must trùst ta the 

"benign" continuity of life: 
j 

Patience gets 
you the next place .. 

50 they say. 
(HeÙo, p. 30) 

even though this is immediately offset by the images that follow 

where Creeley depicts himself as a victim of Time where his life 

is measured out ln moments like "Sorne huge clock ... going/ around l, .. 

and around" (Hello, p. 30). 

Yet from the moment of disillusionment and potential des~ 

pair cornes an acceptance ln the fragment enti tled "Mani la" that 

','life goes on living," and Creeley sees hlmself no longer as iso-

late but as part of a "myriad people ~n this hnal! Island of the 

ultimate world" (Hello, p. 33). Ba,sed on this recognition of 

himse1f as part of the "verl table mul t'lpllC 1 ty," the poet remirds 

hlmself ta transcend his own solipsism: 

Each time sick 1055 

feelIng starts ta hit me, 
think of more than that, 
more than ----ryr thou~ht, of. 

(Hello, p. 33) 

This recognition that he takes his place alongside the objects of 

nature, as OIson would have il, is reflected through the irony'of 
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the "Manila" fragments 'where Creeley juxtaposes the mind "a'Jid how 

it seeks to dystort ,rea11.ty with the cycles and rhythms of na'ture 
, f, 

,that remain unchanged despite m~n's,attempt to alter them: 

Y~u can tilt ihe wor1d 
by looking'at it sideways--

j , 
or you can p,ut i t up­
'side down by standing on 

strugg1e to, establish an equal correspondence between the Self, 

and the world. 

In "Cebu" Cree1ey continues ln this same vein ta present 

his contentment with the world that he is lIving in as weIl as 

with the condition of his Self in relation ta It: 

One doesn't 
finally want It aIl forever, 

not stopped there, ln abstract 
time. Wha teve.r,· 1. t' 5 got ta 

be Ylelded, let go of, it can't 
li ve any longer t han i t has ta. , 

Being human, at times l 
get sçared, of dying, growing , , 

.~ 

old, and think my body's 
possibly the exception ta aIl 

that l know has to happen. 
It isn't, and sorne of,those 

bananas are a1ready.rotten, 
and no doubt there are vacant 
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" 

falling-down Abuses, and' boats ,r 

with holes in their bottoms 

no one any longer cares abbut. 
that's aIl rlght, and l can 

dig it, 
world l 

. , 

yicld ta i t, let what 
do have be the world. 

, " 

(Hello, pp. 36 -,'37) 

What is the most interesting thing about this fragment i5 not 

onl'y the manner ih 'which Creeley asserts and accepts his mortali ty 

and the mutabIlity of aIl life, but also the way ln which abstract 

reflections begin through an apprehenslDn of concrcte reality. 

What obviously strikes Creeley as he Vlews the living conditions 

of the poor on his way back from the alrport lS the fact that -

they perslst despite the precarlous condItIons of their lives, 

It IS this very quallty that he transforms into verse since 

his conceptIon of.tlJC dwell1ngs of the poor as places ffthat could 

aIl be gone ln a flash,! or molder more slowlyl back into humus" 

(Hello, p. 36) makes Jl1m thlnk ab~ut mutabIlity and hlS own death 

that WIll also evcn'tually lead hlm "back Into humus." Even though 

this poem began as a VIVld depIctIon of concrete realIty, it is 
, , 

interesting to note how Creeley demonstr?tes the manner in WhlCh 
(. 1 

jd; . 
the "mInd" takes over as l t -Ilonders ,on the abstract notions of 

death fnd ~ortality. Whereas the openlng of the poem was purely 

descriptive, lt now maves taward an abstract animation of phYSI-

cal sights due to the tlmlnd" that now sees bananas as "al ready 

rotteoTl," "vacant falllng-down houses," and boats that are aban­

doned "Wl th hales ln thel r bot toms ." Hawever, i t i s Important to 

note that Just as he accepts his mortality, that he can "dig lt, 
/ 

/ 
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yield to it" and end up "finally loving everything l know, " Creeley 
9 

does not overwhelm the concrete real'ity of the world he 1$ des-

cribing by the use of excessive abstractions. Rather, he is 

taklng hlS place alongside the objects of nature,' as OIson state,d 
- l ' · 
~ the poet must do. Also, the synthesis of the Imagist tech~que 

• 

of presentation with the projectlvist stftnce of lettlng the Self 

. -figure equally is apparentihere. ,At no point does this poem move 

away from the p~aï reali ty of t1;e Jorld into the abstract realm 

of thought. Instead, Cre~lcy's admonition tO."keep the physicall' 

literaI" (Hello', p. 44) is observed in thi:,$ poeJTl Slnce h~ sees 
" 

himself as b,eing happy wi th the facts of "green walls" and "the 

lights on"-h~s physical surroundings and condl tlon ln the world. 

ThE:; "human truth" that Creeley redlscovers is, oncÉ! again, 

that one must be present ln the world. Ile seems ta feel that his 

"home" can be anyplace where he can be happy ln the world in the 

companr of people as part of the "mul tlplici ty"~ 

1 
If one 1 s st11l 
of man)', 
then one's not albne-

Îf one lIves 
with people, 
then one has a home, 

, ' 

(Hello, p. 66) 

Hpwever, the ~elatlonshlp th.at Creeley advocates lS not Just be­

tween.the Self and others but, more importantly, Hello is a Jour-
'-

nal of the Self as it attempts correspondence and relatron of any 

kind. As ln much of Creeley's early poetry, there 1S a struggle 

that is g01ng on through various levels of experlence. The posi-
~ 

tlve resolve that is first apparent in Pleces and continued ln 

v 

J , 

/' 
J 

" 
, 

, 
~. 

. . . 
j 

, 
. 
j 
~ 

~ 
~ 

Il , 
,t 
~; 

l~l 
t'i 

~ 
~ 
;: 
S 
~ 
il 
l 
~ 



• 1 

, J-

\ . 

f 
191 

A Day Boo~ seems to find a fitting farm in th~ journal style of , 
-<0, 

writing throu?hout Creeley's most recent work. It is interèst-

ing-that Creeley, who Sees 'the act of writing as an immedlate 

act, does not terminate any of his collections in any definitive 

way. Not only is there a sense of continuity and a continuing 

sense of ambiguity of hopes and feelings in the conciuding frag-

ments of Hel1o: , 

. 

() 

You can see'her f~ce, 
hear her voice, 
hope it's happy. 

(Hello, 
\ 
p. 84) 

bot there is .a defini te sense that the wri ting will continue in 

the same manner that it has up ta this point--not as a closed, 

self-contained farm, but as an open process of revelation and 
. J 

discovery. " 

PART' ~ II: AWAY 

C'reeley' s coll~tion of poems, AWAY, 10 was published the 
1 

same year as ,Hello even. thougn the poems in AWAY were written 
. ' 

somewpat earlier. This collectIon documents the poet's contin-

~ uing struggle to maintain the relationship with his wife, Bobbie, 

tha t was' to end saon after in sepa ra ti on and divorce. As usual, 

AWAY depicts a literaI situation of the poet thinking about his 

wife who 1S distant from hlm bath literally and figuratively. 

From the sentimental operling pO~Jll, "Away," Creeley continues to 
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record his feelings and observations in a format simiiar to 

the journal entries of A Day Book and Hello. As a'result, AWAY, 

1ike t.he previous two collections, is a minute "scanning" of his 

~uotidian experiences. 
J 1 

Cree1ey depicts the routine and the mon'oto~ of his daily 

act i ~i ties in the Et, "Every 'D,.y": J 

-_ .. ~ E~ morning there is 
a day.' Every day 
ther~ is a day. 

Waking up in a bed 
with a window with 1ight, 
with a place ln mind, 

to piss, to eat, 
to think of something, 
ta fo rget it aIl 

(AWAY, p. 
1 

Yet what unifies aIl of these 
. J 0 

Impressions i5 
• 

' .. 

14) 

the fact that he is 

once again a separate being, distanced from his love. As such, 

t he seeks" ta come to some recogni tion or sense .of himsel f J as in 

the poem "Sound": 

Hearing a car pass--, 
that insistent distance 
from here to there, 
sitting here. 

Sunlight 
shines through the green leaves, 
patterns of 1ight and dark, 
shimmering. 

But' so quiet 
now the car's gone, 
sounds of myself smoking, 
my hand writing. 

(AWA Y, p. 16 ) 
,~ 

Even though the "tYieme" of the poems has changed in this 

collection from that of A Day Book and Hello, Creeley's concern 

·r 

1 . 1 
.~ 
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with the presentation of subjectiV>e and object~ve reality is still 

'paramount. In "Sound," subj eeti ve speculation begins th~ moment 
c 

that the speaker hears the car pas~, which then turns into a re-

'flection on the "insistent distance" between "bere to· there"-

himself and his wife.who has left. The second stanza returns to 

purely objecti~e description ai the poet's mind moves to observe 

th,e patte rns, 0 f nature. 
.J 

However, the third stanza combines the 

subjective with the object{ve .as Creeley is aware of tre ,sou~, of 

himself smoking and writing~ yet is able to maintain that sense 

of detachment where there is no longer any disparity between his 

Sel f and his surroundings. / 
Consequently, man y of the fragments in AWAY rèad like sorne 

dialogue between his subj ective Self and this other detached Itsel'f" 

that Creeley sometimes addresses as .vyou. fi In "Here" Creeley u'!>es
D 

this form'of address in t~e opening fragment: 

. No one 
else in the roorn 
except you . 

. Yet !oneliness i5 not necessarily implied in these lines, but ra-
o 

ther ?nly a special, acute awareness of his condition. j Th.iS de-

tached state is that of an almost objective·awarenes5 where his 

subjective Self becomes: 

'. 
Mind' 5 a form 
of taking 
i t aIl. 

'" c. 

just as his literaI world is seen and personified to be a type of 
) 

sentient ,"being" that seem,s to exist independently of his Self: 

j 
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And the roorn 
opehs 
and closes 

'CAWAY, p. 17) 

Even though there i5 ndt the same sense of continuity that 

exists in'the journals of A Day Book an~Hel1o, AWAY s'till,pro-
-

vi~es Creeley'with the opportunlty to present his emotional im-

press ions 01 even ts t.ha t happen in his Il fe during a spec i fic 

period of time. A1though AWAX is thematically built around the 

r,ela ti on5hip 'wi th his wife, Bobbie; ,twcY poems. "For My MotheT: 

Genevieve Jules' Creeley" and "The" Plan' is the Body," stand apart 
o / 

as poems almost separate from tlliê rest of the collection in much 

the same -way that "The Finger" can be reàd on i ts own independ-

ently of the rest of 'Pieces. ) 

The poem "For My Mother" appea.red originally as part of 

an essay enti;led The Creative that was printed as a separate 

Black Sparrow monograph in 1973, three years before AWAY was pub­

lished. In this essay Cree1ey points out the dlsc.repancy betwe~n 

the t~o "selves" that have been previously mentloned: 

But the l, as WIttgenstein puts It, is what is 'deep1y 
mysterious' . In a world of obj ects, mes, thlS is the 
one manifestation of existence that cannat 50 see it­
self as hteral thing. It 15 my experience that what 
1 feel ta be creatlve'has location in th1S place of 
personal Identity.ll 

o 

This quotation is especially pertinent to the collection AWAY as 

weIl as to the poem "For My Mother" since Creeley' s "personal 

identity" is the locus of aIl perceptions and feelIngs through-

out the poems. In "For My Mother" Cree1ey lS Wl tnessing his 

rnother's literaI death, yet the last three stanzas of the poem 

J 
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foc~s mo~e upon his teelings about the event than the literaI 

everit itself: 

Your he ad 
shuddered, 
it seemed, your 

eyes wanted 
l thought 
to lee 
who it was . 

• 1 am here, 
and will foilow. 

(AWAY, \ p. 27) 

The use' of phrases like tlit seemed tr and "1 thought" obvious­

" Iy point to -!fhe. dès~ ~e "on the poet 1 spart 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 C~eeley's part not simply because of 
~ 

the emotions of longing, bitter-sweet tenderness, and sorrow that 

are expressed, but also because therpoet a~tempts to move outside 

of his Self to present a sincere, undistorted rendering of his 

mother's death. Des~ite the fact that this poem is profoundly 

moving, the nature of the recognition at the end of the poem, 
. " 

while an" obvious statement of "persona1 identity," is also a dual 
., 

vision that is both subjective and objective---that ~f his mother's 

, suffering and release as wel~ as a statement of his feelings about 
-this. What makes this poem "creative," especially in_terrns of 

Creeley's definition of this terrn, is that the poet is what OIson 

called both the "instrument" and the "definition" of discovery. 

The other poem, "The Plan is the Body," while it can be 

read on iis own independently of thé collection, does make a state-
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ment about Creeley's proprioceptive concerns. ~Th~ line ~the plan 

is the body!! is used as a constant refrain in'this poem that the 

poet, al ways returns to. As'" such, i t bxcomes the nece5·5a.ry bal-

ance to the subjective "mind" that Creeley i5 opp051ng 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 ta create subJective distortions: 

Me, me, remember, me 
here;me wants 'to, me 
am thinking of you.-­
The plan is the-OOdy. 

Who can re-ad i t . 
Plan is the body. The mind 
is the plan, 1-
speaking. The memory 

,gathers like memory, plan, 
~ thought to remember~ 
t~nking again, thinking. 
The mind is the plan of the mind. 

.. 

(AWAY, p. 33) 

Just when we feel that the insistence of the subjective 

Self seems ta have taken over in 5tanza seven ("Me', n'te, remernber, 

me"), there i5 a recognition that this has come about through a 

process of distortion since lt is only the "1-/ speaking." This 

recognition is further underlin~d in the last line of the second-

• to-last stanza when Cree~ey writes: "The mind is the plan of the . 
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 perniciouSi nature of thinking that 
t-

always leads back to itself~ The last-stanza of the poem, the 

, -

•• 

a 
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reiteration of the basic refrain, thus becomes the same reçogni-

~ian apparen~ in Piec1s that began with a quote from Allen Gins­

berg' s "Song"-an insls~ence to "return ta the b,ody" or to Cl 1ess 

subjective apprehensian of the ~orld . 

. It then becomes apparen~ that Creeley's purpose (as opposed 

to intentlon) ln wrl ting a collection of poems l1ke AWAY was also 

"yoû" in the first line), it is also an attempt on Creeley's part 
" 1 

ta corné èo terms with the memories he has of her that are like 
1 
i 

sorne Ill/thing wi th arms and legs" tha t threatens ta stifle him. 
\ 
i 

This '!thing, Il then, can be taken to be the "mind" in the previ-
\ 

OUSlY\discussed poem and, as such, further demonstrates his at-

t~~pr to make sense of his own 'life and feelings. 

\ 
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Even though man y of the poems verge on excessive sentimen­

tality and, at times, self-pit y, what keeps AWAY from being a 

maudlin, personal statement is the hones~y and se1f-criticism 

that are ~ppare~ throughout. Thus, fragments that sound almost 

. like pathetlc, childlike rambllngs, 

l'd climb into 
your body 
if 1 could, caver 

myself up entirely 
in your generous 
darkening body, 

steal away al! 
senses, sleep 
in the hol e . 0 , 

(AWAY, p,. 54) 

are saved because of the sobriety of the fragment: 

Stay here. Where 1 am, 
is alone herc, on the sand. 
Water out in front of me 

crashes on. 
j (AWAY, p. 55) 

which brings him back to a sense of re~lity with an almost brut~l 

force that is like the waves crashing onto the shore. 

_At no "point does this volume become excessively sentimen-

tal. Perha~s the reason for this can be extracted from the am­

·biguity of the following fragment: 

1'11 never get it right enough, 
will never stop trying. 

(AWAY, p. 56) 

The sense of inadequacy that is expressed in these two lines is 

at the heart of Creeley's poetry. Like the awkward "mannyl1 of 

"The Finger," we are drawn to the honesty of this admis-sion. 

., 
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What he can never geL "iight' enough" are purpose, order, and co-

herence in his Îife. Yet the ambiguity the reader lS drawn to 

is the almost heroic stance of the second 11ne where ~~ miintains 

he "will never stèp trying." This 15 fa1th of the same type that 

Williams discussed in "The Basis of Fai th in Art'," and we are 

thereby Ieft to respect Creeley's vulnerabil1ty and humanness 
; 

despite his quirks and foibies. There!ore, we can simultaneously 

respe'ct and condemn his reflections 'on the nature of 'tI'he relation-' 

ship he has with his wifè: 

If I wanted 
to know myself, 
l'd look at you. 

When I loved 
what l was, 
it was that rèflection. 

.. 

(AWAY, p. 57) , 

Perh~ps the finest poem in AWAY is. tlSitting Her~," which 

i:ncorpora tes Cree 1ey' s des1 re to uni fy the subj ecti ve wi th, the 

objective and external reality with his "mind" or Self. The 
1 

opening of the p07m, A 

Roof's peak is eye, 
sky's grey, tree's 
a stack of lines, 

wi res across i t. This 
is window, this is 
sitting at the table, 

thinking of you, 
far away. 
whose face is 

• 
by the mirror on the bureau. 

1 , 

(AWAY, p. 70) 

shows how feelings, abstractions, and thoughts begin with concrete 

" 
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, ' 

images of the phys1cal world. In the fi rst two 'stanzas the only 

intimation we have of a Self or "personallty" 15 the "eye" that 

9gazes about ob]ectively and takes in the world. Subjectivity 

only enters lnto thlS poem t,hTough the line "thil1klng of you,," 

---whieh now provides a foeus for the poet's address. 
1 0 J • 

Tpis poem beeomes a thematie continuatio~ based upon the 

t i tle of the volume. Not only is his Wl fe "awayfl, from, him 1 i ter-
, 

ally, but his daughter lS now grown up and ha~ also "left" him . 

He therefore wants ·to regain that f,irst sense of her a5 the child 

who issued from- him and who depended upon him: 

Be me again 
being barn, be the little 

, 
wise one walks 
-quiet 1 y by, ln 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 ~othing.in this life endures or is perm-

anent: 

Beeause aIl these things 
passing, ehanglng, 

aIl the things • 
coming and going 
inside, outside--

1 can~t hold them, 
l want ta but 
keep on loslng them. 

(AWAY, p. 71) 

The sense he wants ta recapture is an apprehension of the 

world that he felt through the innocence of his daughter when she 

l 
) 
( 
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was that "world is wonder." On the one hand, the recogni-

tion hat cornes to the speaker is of the bitter passage, of time: 

"wha'teverl we' were has gon~~" Yeti this poem ;is a1so about the 
-

way in wh'ich his own mi nd has crea tcd çorrespondence s to the 
- i 

memôries evoked by his trip to the attic. It is from thlS attic 

tha't the "action" of the poem be.gins as Creeley (the "eye" of the 

first stanza), 5ta res out over the roof tops , sees, his daughter 15 

picture, ana begins to reflect on her 10st youth and his preSent 

.) feelings of l,oneliness. 

Because the "actIon" of this' poem takes place in the au-

thotls "mind," It would be easy to d15miss it as a sentimental 

expositIon. However, despl te the poignancy of his o~_servations 

that reflects an honesty of feelIng, this ,poem also works on an-

other leveJ. Just O~ Feno110sa suggests, the abstractIons be-

gin from an apprehenslon of concrete reallty, and it is to this 

reality that we are brought back at the poem's conclusion: 

As If that touch of you 
had, unknowlng, 
turned me around agaln 

truly to face ~ou. 
and your face 15 wet, 
b1urred, wlth tears--

or is It simply years 1ater, 
sitting here, and whatever 
we were has gone. 

(AWAY, p. 72) 

The "touch" to which Cree1ey refers is a remembered moment of 

taking his childls hand to offer her comfort. Though he is 

"turned ... aroun'cl again" ta "trul,y" face her, it. is still, at· 

first, in memory only. However, the recognition cornes in the last 
1 , 

" 1 

\ , 
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1 
-

stanza that it was aIl imagined, and the poeÇ i5 returned to his 
'-.-

present state~of 10ne11 reflectlon. Therefor~, just as he cornes' 
\ , . 

to terms Wl th his memories, he also recognlzes' them as something 

in the past as he {s broJght back ta the reallty~of the present. 

Tt lS ppec~sely thlS refusaI ta be sentImental even t~ough 

a, weilth of emotlon IS exp~essed that' ma~es:this poem such a won­

derful in5ight. Also, this poem, as the others ln this collec-
, v 0 "" ' 
1 

-tion and ~n·prevlou5 6~es, is truly projective and ,open because 
r/ 

it depict5 a movement in ~he perceptions of the paet. This move~ 

ment is n'ever confin~d ta the Sta,Sl.S of the mInd, but maves out . .. 
1 

fro~ the Self only ta return ta It agaln,hut with a new VISIon. 

Thus, the poet who was an "eye" at the: beglnnIng of the poem is 

now changed, havlng gained at least a modIcum of wlsdom and self­

knowledge .. Flnarly, at th~ end ~f thl5 collection Creeley resoives 

to I et" hi s w\ fe de fine her own Il fe' ins tead of him doing 1 t for 

her: 

• -Let her 
sing it 
for herseif. 

(AWAY, p .. 78) 

Just as his mind has attempted to take him "away" from the real-. 

ity of hl:s 'life, this resolve ta accept the reality of his' cir-
, 

cumstances 1s asserted in a part of the concluding fragment: 

Be welcame 
to it. 

(If!!!:!, p. 77), 

t';-' 
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PART IV: L..9..TER , 
.,' 

Later,12 CreeleY's"most tecent collection of poctry, con-
, fi 

) 

tinues wlth the poet's re,flections on death, aging;'::~d his mem-

ories of his Youth. As in AWAY, Creeley walks a fIne line be,-

."--fi· tween sentlmentality and emotional poignancy, and the tautness 

,. 

, 
of the verse and his r~fusal to indulge in ex~essively maudlin 

subjectlvity make this volume one of the most po~erful of Creeley'~ 

recen~ wrltings. The first poem of this collection, "Myself," 

locates the speaker in time as a perplexed, aging man who seeks 

to unravel the mys,tery of existence and eSt abh sh c,oherence with-... 
in his rife. , . y 

"Myself" opens with a note of acceptance of his condItion, 

yet the desire ta understand the confus'lon of hlS lIfe is still 
a 

paramount: 
\. 

What~ younger, felt 
was possIble, now knows 
is not-but stIll 
not' changed enough-

Walked by the sea 
unèhanged in me~ory-­
evenings '/ as clouds 

'"\on' the far-off rim J 

of water float, 
pictures ,of time, 
smokè, faintness--
still the dteam. 

. ' 

(Later, p. 3) 

J -,. 

While- the "action" of thi's poem seems to begin in the speaker' s 

mind, it is ~lso apparent that his literaI situation--that of 
~ 

walking by the sea--is equally important. As in many of 11is 

, , 
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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.~ull of the 

water as it meets the shore; first, the speaker returns to his ' 

youth and compar~s i~ with his present state of mind, finding the 

latter t'still! not changed enough." 

Nex~, he refle~ts on hi9 literaI situation, walking by the 

sea, which seems to him to be "unchanged in memory"; yet as '.he 
\ ' 

obsè~ves the horizon letting his mind take him like the return 
, 

of the tide to "p ictures of time, / smoke, faintness.' 1 the "dream, Il 

or' his idealisüc concerns retained from his youth that he could 

understand ~he world he lives in, stIll remain wlth him. Although 

he ac~nowledges that he has gTown older, he continues to ask the 

gnawlng questions of his youth: 

1 want, If aIder, 
s ti 11 ta know 
why, human, men 
and women are 

50 torn, 50 lost, 
why hopes cannot 
find better world 
than t11i5. 

c 

(Later, p. 3) 

,The emphas~s on change i5 5ignificant in this poém slnce it is 

recurrent throughout the entire volume. Creeley seems to be ac-

knowledging both the persistence of the Self that remains aIs,? "ul1-

changed in memory" as weIl as lamenting the v~ry fact that he has, , , 

through the passage of the years, "not changed enough." However, 

there is, sjgnificantly, an acceptance of himself as an individual 

with a predilection for self-reflection which, while painful and 
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50metimes lamentable, is something that the speaker admits and 

resoltes)to live with. In the poem "This Worl,d," the speaker, 
0. 

whlle watching the w,aves by the sea, attempts to lose hirnself in 
, .. ~ 
nature: 

(1 l could watch 
-~~ these glittering 

~ 
waves forever, 

follow their sound 
t\ deep into mind 

and echoes- , e 

let light 

as air , ' 

be relief. 
(Later, p. 4) 

tl'he 
;.t 

"J;;elieflt he i5 5eeking is frorn perpetuai thinking-the per-
p 

sistence of memory and the confines of the "mind." The unfeeling 
, - ç 

force of natUre seems to fo~ him toward a recognition of his 

physical being: 

and stills his mind: 

The wind 
pulls at face 

and hands,' 
grows cold. 

What 
can one think­
the beach 

is myriad stone. 

, . 

(Later; p. 4) 

Fiqally, there is a recognition of the i~5ignificance of his life 

that 15 neither sad nor bitter that cornes at the end of the poem: 

What 
matters as one 
in this world? 

(L'a ter , p. 5) 

, , 
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Signific~nt1y, this desire to rose himse1f in nature refers back 
• 

to the Romantic stance of Shelley who is quoted in the previous 

poem, "Myse1f," However, it is Important to note that Cree1ey's 

dispassionate manner of address distances him from such a Romantic 

predisposi tion. 

Thus,his view of himse1f as: 

i5 certainly a rather 

GIde r man a t 
water's edge, brown 
pants ro1led up. 
white legs, and halr. 

(Later, p. 9~ 

unheroic view of himsjlf, as i5.the picture 

he draws of the cycle of existence in "Flaubert's Early Prose": 

He lS a very interesting ~an, 
thi5 intensively sensitive person, 
but he has ta·· di,e somehow-

50 he goes by himself ta the b~ach, 
and sits down and thin~s, 
looking at the water to be found there, 

1 Why was l barn? Why ri 
am l 1iving?'--like 
an old song, cherl-­
and then he dies. 

(Later, p. Il) 

," 

Obviously, CreeTey i5 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 ta demystify the myth the 

Self perpetuates that it is "special" and, consequently, immortal. 

Like the other "common" men in the beginning of the poem who also 
, 
1 

die either being "hit by a truck," or by lIIa boulderl pushed down 

onto him, fi the "interesting" and "sensitive" poet who asks the .. 

1 
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overwhelming questions about being ("1\~y was l born'? Why/ am .r 
living?") is not more privileged, and also dies. That Cre~ley 

see,s these' questions of being as -"an old son~" 1S significant 

because he seems to suggest that this persist~nt questioning cao 

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, viewin~ it sardonicalfi as something 

as insignifièant as the lives he has disrnissed in the previous 

lines af this poem. 

The other preoccupation in this volume, in addition 'to his 

mortalit~ is find1ng meaning through love and relationships. 111 

"Place" CreeH~y start'S off by dep1cting his loneliness and conse­

quent désire to embrace love in order to give his life signifi-

cance: 

• 

l feel fa int he.re, 
too far 0 ff, too " 
enc10sed in myself, 
can't make love a way out 

l need the oldtime density, 
the di rt, the' co Id, 
thé noise through the floor--
my love in company. ~ 

, (Later, p. 13) 

o 

The S'ense of being "enc1osed" 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-

portant while being part of the world: 

l want the worid 
l did al ways, 
small pieces 
and clear acknowledgments." 

", 

---~--.. _-

] 

1 

/ 



( 

208 •. 

l want to be usefu1 
to someone, I think, 
always--if not many, 
then ,one. 

(Later, p. 17) 
~ 

Yet his views of love have changed'ln this volume fr9m 

the insistent sexual lan~ing of Pieces, A Day Book, and "In Lon­

don." Now seeing himself as '~wrinkled" and "grey," tHe poet }\Iho 
0-

sees the pictures of "wamen, naked" whi lywalkin g along the b-each· 

in "Erot ica" is reminded of his adole~ce, which a~akens wi thin, 

him a longlng to,feel as a youth: 

, Q. 

Shall I throw 
myself down 
upon i t, 

this groun.d 
rolls and twists 
these pictures 

I,want still 
ta see ~ 

(Later, p. 20) 

Even thoujh this desire ànd langing persist, ~e seems to have 

, . 

come ta sorne recognitiqn of a maturity as weIl as to a recognition 

of his situatio~. In, "Af,ter~' he resol ves to embrace a vision that ~ , 

will be of the condition of himse1f as an aging person in the 

present world: 

l'Il not write again 
thin~s a young man 
thin~s, not the work 
of that feeling. 

There is no world 
except fel t, no 
one there buJ: 
must be here also. 

p 

(Later, p. 16) 

.. 
~ 
" 

1 
i 
t 

f 
1 

',' 1 " 
~ . ~, 

l 

.. 



(
'~ 

,,. 

-' 

, l, 

.-{ , 

D , 

Î 

209 

,To realize his condition in the'world rneans a return to an 

awareness of his mo"rtali ty. There"fore, near the conclusion of 

the first part of ·Later, Creeley writes: 

WeIl, walk on ... We'll be gone 
500n enough. l' 11 have got 
aIl l wanted--your tirne and your love 
and yourse1f--like, poco ~ poco. 

That sea never cared about us. 
"Nor those rocks nor those hi Ils . 

nor ·the far-off mountains still 
white with snow. The sun 

carne with springtlme--la 
primavera, they'll say-,-when 
we'~e gone. But we carne. 
We've been here. 

" (Later-" p~ 41) 

This testament to having left a mark upon the world (even though 

,,' --

~ . \ 
this is alter~ately mocked in a poem like "Flaubert' 5 Early Prose") 

is repeated j,n "Sparrow," the second-to-last p~em of the fir~i 

part of thfs ~oll.ction: / 

Last timé weIll see them,. 
hear their feis):y greeting 

to the day's first light, 
the~coming of each night. ~ 

. (Later, p. 42) 

The "first greeting" of the sparrows sèrves as a metaphor for 

Cree1ey's own poetry that, like the song of the birds that greet 

"day' 5 _ first light" (Life) ;;'S weIl as "the coming of each n1ght" 
' . 

• (Death), is a sta temen t of a simllarly "fe i st y" courage to 
( 

create a so~g from despair. As such, we can re~all Creeley's 

earlier poem, "The Dishonest ~1ailmen, ,,13 where he "rote: ,.. 

j -

The poem supreme, addressed,to 
emptiness--this is the courage 

necessary. 

._J __ -. __ 
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except that the "artistic pursuit of the vOid,,14 apparent in 

the above line5 and "ln a previous'ly di~cussed poem llke' "The Fin-

15 ger" has now altered .. Rather, the vIsion Creeley presents in 

Later is one that is opposed to the self-abnegation of his earlier 

poet~y . Instead, Later celebra tes' the small vlctories of his 

1 ife-persis tence, . continui ty, and the courage to "sing" ln spi te 

of his "Goom," as is also eVldent ln .the .poem, "End": 

let the world stay 

open to me 
day.afte'r day, 

words to say, 
things to be. 

(Later, p. 43) 

I~ is especially apparent in the last two lines of this poe~ that 

Creeley is attempting to integrate 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 from 

Pieces to Later indicates 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 wO,rId, as in the poem, "For Pen": 

Last day of year, 
sky's a light 

open grey, blue 
spaces appear . 

in Iateral tiers. 
Snow' s fal1en, 

". 
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will again. Morning 
sounds hum, inside f 

outside, roosters squawk, 
dogs bark, blrds squ~ek. 

--'Be happy with me'. 
(LateT, p. 6lt.) 

in 

The beginning line of this pocm, whlle it can be viewed ln terms 

of a finality since he talks about the last day of the year, should 
~ 

be read here, 'as an express ion of hope for a new beginning 5 Ince 

the New--Year will be ush~red in; hence, new possibilitles. The 

poet expresses contentment hearing the sounds of the day both 

"inside" and "outside"; as such, there is an expressed harmony be-
1 

tween hi s inner hfe and the world
u 

outs ide of his Se 1 f. The fi­

nal line of the poem-:'Be happy wi th me"-then seems to be spoken 

by th~ "roosters," "dogs," and "birds," WhlCh is an attempt On 

,Creeley' spart to deliberately anthropornorphize nature to demon-

strate tha t, when content, the "mind" i s ready to accept a oneness 

wi t.h aIl things. 
, 
IThis feeling of oneness, however, when it is seen as noth-

ing more than an egocentric conceit is alternately mockcd'in the 

poem, "For fane Ricard": 

For me-and possibly 
for only me~ bird 

~ sits in a lousy tree, 

and sings and sings 
. aIl goddam day, 
and what l do 

is write it down, 
ln words 
they calI them: 

- ; 
l 

1 
1 

,-
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him, and, it, and her, 
~ome story-~his --­
wi 11 sometime 5 te Il 

or not. The blTd 
can't care, the 
tree can hardly hold it up--

and me is least of a11 
its worry. What then 
15 th1S llfe aIl about. 

(Later, pp. 81-82) 
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The Roetic conceit of viewIng the Self as 50mething special is 

deempha51zed by Creeley even in the language he uses throughout 

the opening seg~ents. Words like "lousy" and "goddam" as modi-
, , 

fiers for the natural world serve to pr.omote the fee1 ing of di,.s-
, , 

satis faction on Creeley' spart toward his "role" as poet. The 

l ast part of th1S fragment: 

the bi rd 
can't care, the 
tree can hardly hold i t' up-

and me i5 least of aIl 
i ts won:·y. 

15 a frank sentiment that 15 counter to the self-conceit of a 
.. 

Romantic disposition that CreeJey feels creates a false sense of 

security. .. 
However, as ln the poem "For Pen," happiness cornes ta the 

poet through human Te lationship5. While the l ine "Be happy wi th 
J 

me" may be read as an atternpt by the poet to animate t.he 1nani­
\ 

mate world, it is, ultimately, Creeley's own voice that states 

this as a plea for meaning and communion in an incornprehensible 

world. Thus the an5wer to what life i5 "aIl about" in the latter . .... 

poern i5 both meaningles5 ("garbage/ dumped in street") and what, 

, 
'.1 
,? 

J 
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for Creeley, is the only thing that seems to provide coherence 

and wo.rth to his own 1 i fe: "a friend' 5 quick ca re," and "a nec-

essary love"-highlights of human relationships that, despite 

one's mortality (lia physical heart! which goes or stops"), some-

howendure. 

The answer to the çomplexity of existence is, as Creeley' 

suggests ln "For Rene Ricard," "slmple." This simpllcity that 

Creeley seerns to str1ve far 1S his attempt to ga beyond the dis­

sect ion of meaning and re la !lon ships tha t the comp lex ttmind" cre­

ates. Rather, simplicity lS samething positive and genuinely 
\ 

felt, not analysed: 

lIow sent irnental , 
heartfelt, this life becomes 
when you try to think of it, 
say'it ln simple words---

(Later, p. 99) 

Here, nsentimental lt 15 "used as an expreSSIon synonyrnous wIth feel-

ing. Interèstingly, this feeling lS recorded as sirnply as possi-

bl~ with no atternpt to give such an initIal Impression any sym-

bolic ove'rtones, as ln a poem 1ike "Morning (8:10 AM)": 

,l 

In sun' s 
slaw ris ing 
this m,orning 

antenna tower 
ca tches 
the first light, 

shines 
for an Instant 
silver 

white, 
separ:ate 
from the houses, 

li' 

, 

j 
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the trees, l' 

old ~ornan walking 
on s~reet out front. 

• 

(Later, p. 108) 

Thè sense of presence evoked in this poem by the direct, im'pres­

siùnisric way of WYItlng recalls the early Irnagist poetry of 

Pou'nd, WIlliams, and Oppen. 

Howev~r, Creeley examInes this objectIve posItIon and won-

ders If, by belng strictly objective and only observlng life, one 

15 actually living: 

if a life lives more 
than just looking, 

~ knowing nothing more. 
( Lat e r, P" 11) 

Similarly, he realizes that languag&, while it has been his medium 

~to Join the separate realities of the Self and the world, cannat 

always reco1ncile this dichotorny, no matter how objective or "true 

ta life" it atternpts to stay: 

There are 'no words l 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 dOlng thlS and that 
stay ln them, yet apart. 

(Later, p. 116) 

Hence the "courage neces sary," despi te. the fact that Creeley 

sees i t sometimes as an "absurd" deslre, is to maintain a stance 

toward the world tha t 01 son proI'osed in '''Human Uni verse": 

Do you dare to 
live in the world, 
this world, 
equal wi th aIl-' 

(Later, p. 118) 
( 

... 
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Finally, Later ends as the testament of an individual 
, 

who is willing ta come ta an acceptance of his limitations and 

circumstanccs ln the world. Yet the questlOrl remains asl ta why 

the poet mahes such a testament, and Creeley attempts ta ~'Vlde 
an answer at the conclusion of this collection: 

AlI who know me 
say, why this man's 
persistent paIn, the scarifying 
openness he makes do with? 

Agh! broth~r SpIrIt, 
what do they know 
of whatever is the Instant 
cannat wait a-minute--

WIll flnd heaven in hell, 
wIll be there again ev~n now, 
ano-will tell of itself 
a11,-arr the world. 

- (Later, p. 121) 

The "scarifying openness" that IS meritioned here is the same 

"vlcious se1f-exposure" that Creeley makes mention of ln an ea,r-

lier poem, "The Name." Yet what redeems the pain and sufferlng 

that 15 the resul t of being 'so "open" ta the truth of hlS Self 

and the Impersonal truth of the world is precisely what gives 

meaning to his life and provid~s the moment of revelatlon. 

It is thus ~ppropriate that this poem is entitled "Préi.yer 

ta Hermes" because Creeley sees himself as being ln the company 

of this messenger of the gods. The "message" that he seeks ta 

communicate is an affirmation of life .in the momentariness of 

existence--"whatever is the instant." This affirmation lS stressed 

by the thrice repeated use of the italicized "will" in the last 

stanza and recalls the conclusion of the title poem, "Later,1l 

) 

, ., 
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wheré the "will" becomes a "willingness" to be open to hfe and 

to find wonder ln the smallest parcel of existence. As such, 

the conclusion of "Later" sums up the idea of thlS whole collec-

tian as weIl as afflrming Creeley's concern througheut h~s llfe 

as a poet ta effer a testament" of hlmself as an actIve, feeling 

being ln the "ever-changing now: 

In tes tament 
ta a willlngness 

ta -live, l 
Rabert Creeley, 

belng of sound body 
and mind, admIt 

ta other preaccupations-­
with the future, with 

the pasto But now--
but now the wonder of life is 

t ha t i t i s a t a II , 
this stlcky sentimental 

warm enclosure, 
feels place in the physical 

WI th others, 
lets mind wander 

ta wonderlng thought, 
then lets go of itself, 

finds a home 
< on earth. 

(Later, pp. 78-79) 

~ 1 

~--- \ 
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NOTES to CHAPTER V 

1 ' 
""1tobert Cree1e~, "In,tr9duction to 

USA" in The Poet îcs 0 f the New Ameri can 
PITTen an Warren Tal1J11an New 
p. 259. \ 

2 Ibid., p. 263. 

The New Writing in the 
Poetr , edited by Donald 

ress, Inc., 1973) J 

3 Robert Creeley, A Day Book (New York: Charles Scrlbner's 
Sons, 1972). AlI subsequent page references to this edition can­
not be provided since this volume IS unpaginated. When necessary 
to identlfy this collecti~ the followlng abbrevlation will be 
used: A.D.B. --.. ~ 

4 CynthIa Dubin Edelberg, Robert Cree1ey's Poetry: A Cri tir 
cal Introduction (Albuquerque, N.M.: UnIversIty of-New Mexlco 
Press, 1978), p. 14 3 • 

5 Z50l t S. Al apI, ed., "Interview WI th Robert Cree'ley" ln 
Atropos, Vol. I, Np. l (Spring, 1978), p. 28. 

6 IbId. 

7 Edelberg, Robert Creeley's Poetry, p. 157 . 

8 Robert Creelay, Hello (New York: New Directions, 1976), 
p. 85. AIl subsequent page references to this edl tion are g5 ven 
in parentheses after the quotations as the y app~ar in the text. 
When necessary to identify this collection, the fo1lowing abbre­
viation will be used: Hello. 

9 Ibid. 

la Robert Creeley, AWAY (Santa Ba~a, Callfornia: Black 
Sparrow Press, 1976). Arr-5ubsequent page references to this 
edition are given in parentheses after the quotatlons as they 
appear in the text. When necessary to identify thIS collection, 
the fo11owing abbreviation will be used: AWAY. 

~ 

Il Robert Creeley, The- Creative (Los Angeles, California: 
Black Sparrow Press, 1973), p. 1. 
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12 Robert Creeley, Lat~r (New York: New Dîrections, 1978). 
AlI subsequent page references ta this edition are,given in par­

'entbeses aiter the quotations as they appear in the text. When 
necessary ta 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 
In t e rv i ew 5 ( San ta Ba r-r-a-r-a-, ...,....--..-...-,.~-_~-:..o"'""-.;,.....;;~:...;:;;...;...;;..-----.;,..:--=-t.....:;...~ ............ 
p. IS 5. 

1S F~r discussion of this,poem, see Chapter lof this thesis. 
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CONC LU SION' 

Creeley's most recent collection, M1Trors,l published in 

1981, consists of lnghly lyncal and sentimental pieces like "Song," 
. 

"Greeting Card," IIOh Love," "Buman Song," and, most lDterestin~lr, 

quite a few poems that are remin1scent of Imagist poetry in both 

theIr subject matter and manner of presentatIon. Mlrror5 is sirn-

1lar in its technique and scope to the poetry that began with 

Pieces and continued through to Later prImarily because-It 15, in 

the words of one critic who stated thIS with referênce to tâter, -

a "poetry of rtlOrnents.,,2 If we equate this idea of "moments" with 

the title of this volume, we éan see that the "moments" Creeley 

attempts to "mirror" in his poetry depiet imagrs, of his emotiona,) 

and spiritual life in an effort ta capture them, as Pound had 

stated, ln an "instant of t1me." 

Mirrors 5trives ta be less of a meditation upon his l~fe 

and the consequent struggle between the "mind" and the "world" 

that i5 apparent ln Pieces and~the later collections; but rather 

more of a reflection of hIS complex of thoughts and feelings. 

Even though the poems appear in an individual format unlike the 

journal entries of A Day Book and Hello, the continuity is main­

tained because of the subject matter and the informing vision 

that reflect the poet's interior life. ~e('\<::.e.> i t 15 interest-

ing to consider the following criticism that was leveled at Later 

but which could have been similarly applied ta Mirrors: 
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What remains are the notes of a p~rpl~xed~ aglng man. 
True, there ate occasional keen observations--but re­
portage doth not a poem make ... Creel~y' s tO~ics 
seldom escape the facIle and the comrnonplace. 

, 
Yet i t 1s precisely the "facile" and the "eommonplace" that are 

the subject mat~er of Creeley's poetry. HIS whole posItion de-
l, 

pends upon his stance toward the "comm<;Jnplaee" Just a,s I t did for 

the Imagists, Objectivists, and William Carlos' Williams; there-

fore, ta disparage Creeley's stance toward his subject matter 1S 

to reJect one of the tenets of modernist and postmodern poeties. 

The impresslon1stlc quallty-of poems 1ike "The Vlew" and 
, 

'''There lS Water" refleçts the obj ective wor'ld that the poet at- . .,. 
, ' 

tempts, to mlrror in-an unselfconscious manner. However, lin the 
,\. " "-

potj'!m "Wind Lifts" we see a bl end ing of the Imagist technique wi th 

the'~rojéçtive idea of integrating the Self within the cont~nt: 
'1 

'. • Wind Iffts light1y 
the leaves, a flower, 
a b'18<::k bi rd 

, 1 

hops t'a the bowt" 
to drink, The, sun 
brightens the l eàves, back' 

bf them darker branches, 
, tree' s trunk. ,Nïght i5 still 

far from us. (Mirrors, p. 34) 

. It i s. interest ing ta note tMat up unt i,l, the 1 ast 1ine\we are pr'e - . 

sented with strict1y objec~ive'description of a world in s~eming­
\ 

-ly bénign harmony. In the last line, however, we are presented 

~ith a brief glimpse of a "mindtr that has perceived this scene 

through the personalizing use of the pronoun, "us." 5111ce 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 lüe "lightly," "sun," and "brightens" with "NIght" in the 

final 1lne. AIso, there is a movement that is deplcted from the 

"bright" visions to the "darker" branches"-a movement from light 

ta dark and from t he br ightnes 5 of the "sun" to the da rkne ss of 

the "Night" that parallels the speaker's own conscious manner of 

percei vlng.'> 

Thls poem, then, captures the "invlsibl-e actlon of the 

mind,,,4 slmilar to the most effective Imagist verse. IJ seems 

that Creeley approaches the technIque of Imagism when his poems 

are this type of a lyrical response to the world. This seems to 

be at those raTe times ~hen unit y between subJect and abject has 

been brlefl y achieved. However, 1t i 5 importan ~ to 'observe that, 

this pOSItion is never malntained throughout an entire collection 

prlmarily because the subject of Creeley's poetry invo~ves the 

struggle to approach such a reconciliation. ThuSo-, ln the same 

way that Pound, Williams, and the Objectivists came to feel that 

lyrical descrilPtlon was not enough in a poem, Creeley' s premise 

is likewlse that the poem must depict the mind' s "invisible ac-
~ ~ 

tian" and abillty to transform~ il 

J 

Similarly, Creeley uses this manner of presentation in the " 

~ poem, "Buffalo E,vening": 

Steady, the evening fades 
up the st reet lnto sunset 
over the lake. Winter SltS 

quiet here, snow piles 
by the road, the walks stamped 
down or shoveled. The kids 

in the t ime be fore dinner are 
playing, sliding.on the old ice. 
The dogs are out, walking, 

, ., 
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and itls saon insid'e again, 
with the Iight gone. Time 
to eat) ta think of it aIl. , 
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(Mi~rors, p. 62) _ 

Once agaln, it is the Imagist technique of juxtaposition' that re-

veals the poet 1 s "vision." The reflections' on Death and the pas-

sage of tIme are only suggested through the personiflcation of -
""\ 

"Winter" sItting °l1k~ some qUlet predator observing the "Iight" 
f 

(the passag'e of one 1 $ hfe) dlsappear. The tone of this whole 

poem 15 dellberately understated 50 that even when we notice the 

unusual posi tioning of "Time" wi thin the rhythmical context of 

the l1nes we are dr,:awn into the the poet 1 5 perception of the dis-

turbIng recognl t ion a f hi s mortallty, a t the end of the poem. The 

spacing of "Time~l following the concluding image of "light gone" 
..... -

is cruci al. The reader pauses for an instant before cont inuing 

o'n to the next line, but long enough to ~5tablish the connection 

between the fading of the "light" and the passage of "Time." Most 

importantly, this poem, while themati~ally establishing the poet's 

concern wIth the significance of the small moments of everyday 

1 i fe, al so draws the reader into the poet 1 5 world~ wi thout any 

perceptible or con5cious effort~ The seemingly objectIve manner 

. of present'ation reveals the presence of the poet 1 s Self at the 
.~ 

poern 1 5, center. 

The poem, "Early Reading, If may be viewed as evideJlce \of " 

Creeley' s apprec iat i on of the Imagists' 5 efforts: 

Bréak 'heart, peace, 
$hy ways of holding 
to the meager thing. 

" , 
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Litt·le place in mind . • 
for lffge, expansive counters 
such as Hulme would also 

seémingly deny yet afford 
with bleak moon late 
rising on cold night's field. 

c 223 . 

(Mirrors, p. 66) 

The comparison of this poem to T. E. Hulme's "Autumn" (one of the 

first Irnaglst poems) is interestlng;l, 

A touch of cold in the Autumn night 
r walked abroad, 
And saw the ruddy moon Iean over a hedge 
Like a red-faced farmer. 
l did not stop to speak, 'but nodded; 
And round about were the wistful stars 
With white faces like town children. 5 /"' 

//F 
IF 

f 
Through the referencê to Hulme, Creeley is pointingj~ut the 

~l 
" ,inherent in the Imagist vision. The "meager thing".Creeley 

irony 

refers 

to in the first stanza of his poem is the "duect treatment of the 

'thing 'll-the acceptance of the objective world without the need 

for abstraction-that was one of the "Principles of Imagism." The 

"expansive counter" is also another referencè to the manner of ab-

straction that Hulme and the Imagists denied. 

The irony with respect to the Imagist vision that Creeley 

is pointing out is established in his line, "seemingiy deny yet 

, afford lf
• By thiS Creeley means that Hulme, even though he makes 

every effort to avoid dealing with abstractions and ta stick to 

concrete reality, is,actually including statements of a universal 
, 

nature. Certainly, if we consider .the' mood of Hulme 1 s poem, we 

see that the "wistful stars" suggest a concern on the poet' 5 part 

with sorne sense of 1055 that seems to be the emotional focus of 

,t,he 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, i5 what sugge5t5 the more "expansive encounter" in 

Creeley's lines. Creeley, then, seems to be lmplying that within 

his minimalist descriptions (just as it was lmpliclt in the poems , 
l' 

of the Imaglsts) is a more "expansive" view of the world. There-

fore, poetry is not just a particular emotlon, for Creeley; rather, 

hlS belief is based on Williams' recognition that the poet's ~n~que 

insight, if it is "slncere" enough, denotes a broa~er, more uni­

versaI vision. 

Creeley's connection ta both the 1magists and ta W'illiams 
". 

may be observed at this point. Just as Williams felt that "ideas" 

(o'r abstractions) had ta arise from "things" (or the obj ects of 

the material world), sa Creeley feels that the poet's most inti-

mate feellngs must inform his poetry: 

WeIl, lIve always been embarrassed for a so-called 
larger' view ... 1 am given as a ~an ta work with what 
is most intimate ta me--these senses of relationship 
among people. l think, for myself at least, the world 
is most eVldent and most intense in those relationships. 
Theretore they are the materials of which my work is 
made. 

:) 
Thus, the " s hy ways of holding/to the meager thing," while it sug-

gests an image of an uncertain lover, also conveys this same de­
• 

gree of "intimacy''' that Creeley p,rizes. 

This "intimate" connection Creeley strives ta 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" 1;0 the unit y of Self and ob-

;. 
jects is based upon the idea of writing as a process that he had 
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learned from Charles OIson. This process implied the same kind 

of interaction that OIson felt the poet was a part of. For Creeley, 

then, the process of w:lting involves this intimate communion that 

both he and OIson felt could be apprehended in the open, project-

ive poem: 

l feel that when people read my poems most sympathetic-­
ally, they are reading with me. Sa communication is' 
mutual feeling with someone, not a dldactic process of 
informat ion. 7 

This intimacy is then relayed to the reader because of the 

quality of the poet's emotion (what Williams called the "lntensity 

of vision"). Creeley feels that it is necessary to present emo-
'1 

tions of a certain quality--emotions that are specifical1y articu-

-lated, as opposed ta those that are blurred by an assumptlonal sentl-

ment. He feels that Williams had this capaclty because he was able 

" to present a "complex and intlmate -and modulated quallty of feel-

ing ,.,,8 the evidence of which lS also communicated ta and fel t by 

the reader. It IS these emotions of "quallty," what Creeley calls 

"These retroactive small/instances of feeling," (Mirrors, p.3) 

that promote the sense of continuity and process ln hlS prevlous 

poetry as weIl as in the poetry of Mlrrors. 

To say "open" to the everchanglng moment is the obJect of 

poetry, Creeley believes, If one keeps ta the poem as a continuaI 

process of "revelation and discovery." Creelcy stated in an inter­

view that'''reality is cantlnuous, not separable,,,9 and lt is in 

this sense, al 50, tha t we must regard, the poems ln Mi TrOY s. This 

proce5S beglns, as Laszlo Géfin pOlnted out in his study of 

Creeley's earlier co1lection, Pieces, 

., 
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From this effort to align the subjective Self wlth these "events­

abjects" cornes the "revelatlon and discovery" of the poet and the 

consequent energy of thlS feeling transmitted ta the reader. 

Creeley's poetry, then, is one of continuing beginnings, 

as he states ln "The Edge": 

to begin again, forfeit 
in whatever sense an end, 
to give up thought of It--

\ 
From this recognition of the necessity to always "make ilt new,'" 

as Pound stated, COm(S hlS constant awareness of the way in which 

his "mind" distorts hlS given reality: 

l take the world and lose It, 
miss It, IDlsplace it, 
put it back or try to, can't 

flnd it, fool it, even feel it. 

His use of repeated alllteration ln this passage depicts the con-

fusion that he seeks ta resolve in the final stanza: 

This must be the edge 
of being before the thought of it 
blurs It, can only try ta recall it. 

(Mirrors, p. 5) 

This "edge" that Creeley refers ta is the precarious hold he main-
1 

tains between the moment and the "thought of it," which is a con-

h . h f hl' Il cept t at was also apparent ln t e poetry 0 t e maglsts. 

This "edge" is also the fine line Creeley manages to tread 

between poetry that approaches sentimentality and the "significant 

emotions" of his finest verse. We find in a poem Iike "Wishes"-

WhlCh describes the poet's relish for the comfort of everyday 
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things ~nd relationships--things like: 

'Ç. 

Lunch with its divers 
orders of sliced 
chicken going by on 

the lazy susan wlth 
the cucumbir, the goat cheese, 
the remnants of rlce 

salad left from last night. 

a forceful statement like: 

Are we not weIl met 

here, factually nowhere 
ever known to us before, 
and WIll we"not forever 

now remember thlS? 

2't7 

\-

and the conclUSIon, "Nothlng forgot." (lIhrrors, pp. 47-48). What 

carrles this poem beyond sentImentality to a significant emotion 

1S the fact that the very "mundanitles" ~f the poet's life are 

the things that"will remain memorable because of the warmth and 

sincerlty 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 emotiona.l 

intensity and focus. From the contrast of his present, aglng 

state, he presents to the reader his disparate state as a chi Id, 

which is the condition shated by his son: 

lvhen l was young, 
the f.reshness of a single 
moment came ta me 

wlth aIl hope, aIl tangent wonder. 
Now l am one, inexorab~y 
in this body, in this ~ime. 

The passage of time that he sees apparent within himself is summed 
~ 
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up in the conclusIon that provides the transference of feeling 

from himself to his son and, by ImplIcation, ta the reader: 

The place of 
time onesclf ln the net 
hanglng by hands WIll 

final1y la sc the1r hold, 
fall. DIe. Let thlS son 
lIve, let lum live. 

(Mirrors, pp. 9-10) 

The transference of emotion 1S apparent in the final two 

lines since it is not only the Ilfe o~,his son that Creeley prays 
,. 

for, ,but aiso hlS own Innocence. The Image of himself as "hang-

ing by hands" that "wIll/flnally 10se their hold" because he is 

trapped "ln thlS time" 15 ]uxtaposed wlth the VISIon of his son's 

youthful innocence that is, llke his own youth was, one of "tan-

gent wonder." We see in thlS poetry the "transformatIon" that 

Creeley feels occurs in the work of art that depicts the process 

of revelatlon and establishes the proper "relation between you & 

what you're writlng abt.,,12 

ThIS concept of transformatIon and the poem aS,a process 

Involves the bellef on Creeley's part that one must approach, 

in poetry, the totality of a lite (its singular signlficance),~ 

which is the stance that informs his poetry. This is the natural 

consequence 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 pro)ecting a portIon of its energy to 

the n,ext 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 poetlc technIque as something in~,x!ricably 1 inked 

to the content. 

Creeley's technlquè may be paralleled wlth the ideogram-

matic method that Pound developed through his own invo1vement with 

Imaglsm and Fenollosa's Ideas, as Géfin points out: 

The ideogrammatlc process lS based nelther On 10glC nor 
on sUbjectIve assoclatlonlsm; rather, It aspIres ta 
depict the world ln accordance wlth the process of na­
ture. .They pOInt to a reallty and an arder which is 
not human, at the same tlme tbey seek ta afflrm that 

"-man, nClthcr the lord nor the frcak of nature, lS an 
Integral part of the cosmlC process. 13 

Certainly, the ldea of man as an "Integral part of the cosmlC pro-

cess" is central ta 01son's beliefs in "Human Unlverse" and The 

Special Vlew of Hlstory, as weIl as ta Creeley's own stance with 

r e 5 p e c t t 0 the Sel f .. 1 n rel a t 1 0 n t 0 the "w 0 rI d . " 

In this respect, we can then reallze the way ln which tech­

nique lS Inextricably Ilnked ta content In'Creeley's work Slnce 
_ J 

his statement that "form 15 never more than an extenSIon of con~ 

tent" stems from hlS convictIon that the form of his poetry-the 

method of seriaI writlng and the concept of'the contlnuous poem--

depIcts the achlevement of contlnuity between wrltlng and experi-

ence; therefore, Creeley sees technIque not as somethlng extensi-

ble or separate, but rather as the most "intimate aspect" of 

writing. 14 It is precisely due ta this that the psychic "measure" 

of the "open" poem rests ln its ability ta involve the reader in 

the experience of the poet's emoiions. 

Language, consequently, serves as a referrent ta the poet's 

"intimate" state and can denote the transformation, revelation, 
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and dlscovcry that Creeley feels IS embodie4 ln a work of art. 

Language (words or "slgns") acts as a referrent tO,materlal ob­
I 

Jects ln ItS InItIal functibn, accordlng to Creeley's poetic. 

However, the impllclt 1rony and source of frustratIon for the 

poet is that language IS always subJective Slnce it 15 used and 

modlfled by a speclflc indlvldual. Thus, language is used to In-

tcrnallze the OhJcctlve world and to re-assert it as both its 

InternaI and external manifestation. Creelcy, ln aIl llkellhood, 

derived thlS Idea from LudwIg WIttgenstein, who wrote: 

Slnce langu~ge stands ln internaI relatIons to the 
world, lt and these relations determlne the loglcal 
posslbiITty of facts. If we have a slgniflcant sign 
1t must stand ln a particular internaI relatIon to a 
structure. IS 

SignIficantly, since language manifests an internaI relatIon to 

the world, accordlng to both WIttgenstein and Creeley, we can 

tnen see where the seemlngly 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 It emanates as a renderlng of the poet's internaI rela-
< 

tion to the world. 

It is exactly ln this respect that Creeley's poetics in-

corporates the viSIon of his predecessors wherein both the sub­

jectIve and ob~tive criteria must be reallzed in a poem. Con-

sequently, even though the act of writing for Creeley may appear 

ta be the "act of the instant" in Olson's terms, Creeley's art 

is not just a spontancous, objective activlty that the term "open-

verse" seems to imply. Slnce we have dealt with the idea that 

« 
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language manlfests an internaI relation to, the world, we can note 

that this lnvolves a certain degree of self-consciousness. 

This degree of self-consc10usness lS certainly apparent 

ln !Creeley's poetry, as has been p01nted out throughout thlS 

study. While every statement or utterance ln the body of the 

poetryseems to have its place ln a seemingly r.andom framewort, we . -
can see that the poet's seJf-consclousness creates a pattern and 

tens10n of ItS OWI1. ThIS pattern that. is created is the dIrect 

consequence of the struggle between the Self and the "world," 

or Creeley's attempt to resolve th1S subject-object dual1ty. It 

15 thlS very sense of the act of writlng a poem that is, for 

Creeley, the process of reconcil1ng this impossible dual1ty. We 

see, then, that at tne center of Creeley's poetics and poetry lS 

an awareness of the dlfflculty of using language ta convey the 

"daseln" of the everchanging face of the world. In his effort 

to stay "open" to the "essents" of the world, Creeley is able ta 

approach a un10n of subJect-object, as in the following poem from 

Mlrrors: 

Now by the edge 

of the window glass at the level 
of the floor the grass 

" ha~ becorne partlcularized 
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, inadequa te as they are, ·do "parti culari ze" 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 ta admit and ta en-

counter that Mystery.withaut beglnning or end: 

i 
1 
1 

-it 
it-

(Pleces, p. 17) 
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NOTES TO CONCLUSION 

1 Robert Creeley, Mirrors (New York: New Directions, '1981). 
AlI subsequent page references ta this editian are given in pa~ 
rentheses after the quotations as they appear in the text. When 
necessary to identify thlS collectIon, the fo11owing abbreviation 
will be used: MlrrOTS. 

2 VIctor Howes, in 1he Ch~istian SCIence Monitor, 6 Feb. 1980, 
p. 17. 

3 Robert Peters, in Llbrary Journal 104: 1703, 1 Sept. 1979. 

4 Hugh Kenner, The Pound Era (Berkeley and Los Angeles: Uni­
versity of Californla Press), p. 186. 

5 Wll11am Pr,a t t, ed., The Imagis t Poem (New York: E. P. Dutton 
and Co., Ine., 19Ôç), p. 41. 

6 Robert Cr~eley, "The Art of Poctry" in A Sense of Measure 
(London: Calder and Boyars, 1972), p. 100. , 

7 Ibid., p. 90. 

8 IbId., p. 92. 

9 Robert Cree1ey, Contexts of Poetry: Interviews 1961-1971 
(Bolinas, California: Four Seasons Foundation, 1973), p. 185. 

10 Laszl0 Géfin. "Ideogram: The History of a Poetic Method," 
Diss. McGi1l UnIversity 1979, p. 289. 

Il See L.L. Marty's reVlew of Pleces in The Yale Review, 51: 
252, December, 1969, cspecially where he discusses the fIne 1ine 
Creeley manages to tread between abstractIon and poetry: "It is 
impossible, l be1ieve, to ~ecorne more abstract without destroying 
the very presence of poetry. Yet Creeley manages to hold himself 
at the taut edge of poetic existence." 

12 George Butterlck, ed., Charles OIson & Robert Cree1ey: 
The Complete Correspondence, Vol. l (Santa Barbara: Black Sparrow 
~Tess, 1980), p. 68. 

13 Géfin, p. 346. 
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14 For a "rather deta'iled discussion of this with specifie"'; 
reference to the poetry of Gary Snyder and Williams, see "The Art 
cf Poetry" in Creeley's A Sense of Measure, pp. 92-93. 

15 "Ludwig Wittgenstein, Notebooks, 1914-1916, translated by 
G.E.M. Anscombe (New York: . Harper and Row, 1961), p. 42e. 
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