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Sixties American Poetry, Poetice and Poetic Movements

Eric Mottram 1973

1

A brief account of some of the origins of current poetics in
America can begin with the worda which Jonathan Williame
places in his poem on Whitman, 'Dangerous Calamus Emotions'
(1969 version inm AN EAR IN BARTRAM'S TREE):

W.C.W. = "him and that Jesuit, them with the variable
feet=—they changed it,"

To Williame' sense of the point of change in the nature cf
poetic measure we can add a selection of other acknowledged
recognitions: the paragraphic line in Blake's 'prophetic'
books and Christopher Smart's lipe in "Jubilate Agne', for
Allen Ginaberg's poetry; the lyric and imprevisatory cooti-
nuity of line in the horme of Lester Young and Charlie Par-
ker in the 1940's and 1950's which combine with Thomas
Wolfe's piling articulations in Jack Kerouac's MEXICO CITY
BLUES {1959); the various effects of cubiat and Dadaist dis-
locations and resssemblages which constitute & resource in
innovative literature from the 1920'es onwards; and the ways
in which Kerouac, Willisme, Pound, Zukofsky and others use
American spesch cadences and rhythms as basic measures for
their lines. Invention in linearity takes place within in-
veatigations into spatial form. Pound acknowledged his
'pact' with Walt Whitman in LUSTRA in 1917: "It was you who
broke the new wood, / Now it is time for carving, / We have
ooe sap and one root— / Let there be commerce between us."
But he began to consider the possibilities of new spatial
organization in poetry earlier, while reading Ernest Fenol-
loga's "The Chinese Written Character as a Medium for Poetry'
shortly befors the American scholar'e death in 1908, In his
1915 article, 'Imagiame and England®, Pound indicated the
"two morts of poetry" which concerned him: 1lyric poetry in
which maledy moves into speech, and a poetry whose form is
nearer painting and sculpture, the Imagist—''we have sought
the force of Chinese ideographs without knowing it". His
first Chinese poem came out in POETRY, March, 1915: 'Exile's
Letter’,

But contemporary American poetry has a further resource io-
dicated in Kenneth Rexroth'a 'The Influence of French Peets
on America' (ASSAYS, 1961)., The internatipnal literary in-
tercourse of the early twentieth century certainly precludes
any remaining notion of some etrictly nationmal poetic par—
thenogenesis. For Rexroth, American poetic modernism begins
with Alfred Kreymburg's maparine OTHERS (1914~19) printing
Williams, Marianne Moore, Stevens, Eliot, Mina Loy, Aiken
and others. Pound transmuted Laforgue's interplay of ani-
mate and inanimate, and his syllabic forms, into American
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currency, snd from him Conrad Aiken derived his "insdequate,
spleen—ridden and troubled narrators”, and from Valéry Larbaud,
his long-packed line. Willisme' KORA IN HELL (1920} “ahows
familiarity with Max Jacob and Fargue"” and other French wri-
ters—Williama had lived in France for extended periods, had
tranelated Phillippe Soupault and was a friend of Larbaud,

Hia poetry confers unprovincial forms on the New Jersey scene
within which he writes:

"Williams could he xaid to belong in the Cubist tradi-
tion—Imagism, Objectiviam, the dissociationm and re-
arrangement of the elements of concrete reality, rather
than thetoric and free asmsociation.., His long quest
for a completely defenmeless simplicity of persconal
speech produces an idiom identical with that vhich is
the end product of centuries of poliah, refinement, tra—
dition and revolution."

From Man Ray'e SELF PORTRAIT {i963), it ie clear that French
art penetrated far into inmovative Aperican work. He saw
Cé#zarmes at Stieglitz's gallery before the Armory show of
1513, and hia 1913 portrait of 'Dopna’ contains elements from
Picasso ané Matiegse—painted at Ridgefield, while Williams
was living in Rutherford not far away. He knew of Brancuai's
golden birds through Stieglite, and Lautresmont and Apolli-
naire's CALLIGRAMMES through his wife's interest. Before Man
Ray went to Paris in 1921, he had eontacted Marcel Duchamp
{1915) and Picabia, and through them the Dadiste in Parig—
in facet, Tristan Tzara gave "mock authorization” for the New
York Dada magarine {1921),

The American scene was, therefore, not at all provinecial,
Mayskokfeky was translated intc American before Fremch., Carl
Sandburg wrote & poem to Brancusi, Yehoash mode Yiddish wver-
gions of "haiku' and tranamuted Apollinaire®s ideas inte
Yiddish verse, lomg before American poetry in English took
them up., Walter Arensberg, whom Man Ray aleo knew, wrote imi-
tations of Mailarmf and the Dadists, The little magazines,
themaelves the centres of innovation, moved internationally.
The LITTLE REVIEW began in Chicago, moved to Paris, and died
at what Rexroth calls "Gurdjieff's dude ranch in Fontaine-
bleau". BROOM was edited from Rome, Paris and Berlin, before
dying in America. CONTACT, edited by Williame and Robert Me-—
Almon, like many other magazines, became increasingly inte-
grated with European cultural life, an internationalism exem
plified by Rugene Jolas' TRANSITION and Sam Putnam's NEW
BERVIEW,

The counter forees assembled predictably. Yvor Winters iden-
rified with the anti-modernism of Valédry and Maritain, and
became the most 'parnassien' and formalisr of American poet-
critics: PRIMITIVISM AND DECADENCE (1937) and THE ANATOMY
OF HONSENSE (1943) summarize his position, and YVOR WINTERS
CHN MODERN POETS collects six of hie probes {1959). At Van—
derhilt Tmiveraity, Nashville, Tennessee, poets: under the
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leadership of John Crowe Ransom adopted apti-modernist posi-
tions amsociated with Daudet, Maurras, Pareto, Houston Ste-
wart Chamberlain, Major Douglas, and idess phrased as "social
credit”, "classless syndicalism" and "new agrarianiem”. Theae
Southern Agrarisns supported reactionary politice and worshipped
T.8. Eliot the clasaicist, Anglo=-Catbolic and royalist—and
Eilot himaelf derived a good deal of his attitvdes from the
aristocratic, Dantesgue tradition samufactured and upheld by
Hatvard Jacobinism. The Southern “Fugitives", as they called
themselves, approved of aome of Pound but not of his extended
open forms, They were certainly racist when it came to "nigras’
and followed the political philosophy of Denald Davidson, whose
writings, in Rexroth's words, "somewhat resembled those of a
literate Senator Eastland”. They were also generally Chrie-
tian and delighted in tight elliptical statements of melan-
cholic ireny for which the ideal reader would need apacial
traiving in exegeeie. Theirs was, in Karl Shapiro's summary
phrase, "criticismpoetry" (IN DEFENSE OF IGNORANCE, 1960),

and it became the standard peetry for the academic mind and

the establishment reviewers between 1940 and 1960, the heyday
of American criticism, Its imitators thrive because of the
ateady domination of publishers, reviewa and university courses
by their attitudes and forma.

Further to the Left, Walter Lowenfels lived in Paris for many
years and contributed to TRANSITION; his series of elegies on
Lawrence, Hart Crane, Rimbaud and Apollinaire——and atructu-
tally indebted te Apolliraire—was printed in Paris. E.E.
Cummings lived in France after the First World War, hut seems
to have understood as little of Europesan modernism as Henry
Miller. More important, 80 far as inventiom was concerned,
were the followers of Andréd Breton who included Charles

Henri Ford, Parker Tyler and Philip Lamantia, who together
edited the vigorous Surrealist magazine VIEW. Tyler's 'Gra-
nite Butterfly' employs procedures derived from Mallarmé's
'"In Coup de des'—the assemblage of elements towards a spa-
tialized philoaophical reverie, a ferxm alsc used by Lowen—
fels and Rextoth,

American little magarines and their poets in Burcpe intro-
duced cubist and Surrealiet forms, as well as the writings
of James Joyce snd Gertrude Stein, to American writers who
thereby had the opportunity to break from the trap of early
twentieth century Bohemian or 'parnassien' modes and atti-
tudes by recognizing post=1916 innovatioms in form. As
Robert Bly and James Wright observed in their 1967 intro-
duction to Neruda's poems: ''the Fremch Surrealist poets
drove themselves by force into the unconsciocus because they
hated establishment academicism and the rationalistic Euro-
pean culture”. With thie penetration we can place Blaise
Cendrars' and Matthew Josephson's appreciation of American
popular movies, comic etripe, advertisements, skyacraper
styles and Nick Caerter dime novels as a way through snob-
bish academic rejection of popular culture which exploded
in the 1960's forms of pop art, Dada rejections of Bohemian




énd bourgeois compromise, its contempt for "cultivated'
audiences and its presentation of bad taste te counter the
establighment's "good taste' #leo had ite malutary repercus-
aione in the 1960's, Duchamp's conceptual art finnlly eme rged
as a major influence on the work of American writers in the
1960's in C magazine—Ron Padgett, Ted Berrigan and their
agsociates—while Tristan Tzara and Dadaism moved in the
writers within TZARAD.

These main lines are not difficult to record. For examplae:
in the 1920's SECESSION published not omly Hart Crane's peetry
and Marianne Moore's apprecistion of HD—the focuse of Robert
Duncan's magnificent HD BOOK in the 1960"'s—but also Malcolm
Cowley's appreciation of Roussel's LOCUS SOLUS. Between 1961
and 1962, the poets John Ashbery, Kenneth Roch, Harry Mathews
and Jemes Schuyler edited an important magazine called LOCUS
SOLDS, which published smong other materials Marhews' trans-
lation of Roussel's work and many of the C magazine writers.
ART AND LITERATURE {(1964-67), edited by Ashbery and athers,
continues thie Franco—American relaticonghip of developments
out of cubism into abatract expressionism, minimal and pop
art, and poetry related to these art forms, and thence inte
the pericd of those extensions of Dada events, the happenings
and Tuitimedia events of the 1960's and the activities of
Andy Warhol's workshop. {Already in 1952, ac Black Mountain
College, an event had been staged which included the music of
John Cage and David Tudor, the poetry of Charles Olsen, the
dance of Merce Cunningham and the paintings of Robert Raus-—
chenberg in a multimedial action).

One poet in particular stands at the centre of this field and
in many waye exemplifies its activity. Frank 0'Hara was
deeply sware of modern musical developmente and a8 a curator
at the Museum of Modern Art in New York produced major exhi-
bitions of Hobert Motherwell, Jackson Pollock, Ruben Nakian
and Franz Kline, His appreciation of Laryy Rivers ('Larry
Rivers; A Memoir', 1965), is reflected in the style of his
long poem 'Second Avenue' (1960) writren in Rivers' studie
{and the first edition had a characteristic cover by the
painter). But O'Hara also accurately appears in Elias Wi-
lentz's THE BEAT SCENE (1960)-—a photograph shows him reading
with Ray Bremser, LeRoi Jones end Allen Ginaberg as a benefit
for Totem Prese, an important little press in Greenwich Vil-
lage. {Memoirs of O'Hara are contained in John Gruen's THE
FARTY'S OVER HOW, 1972}. #Hie poems in LUNCH POEMS (1965) and
ODES (1969} arriculate an essentially urban experience—luxu-
riant and socially sophisticated, exuberant and witty, and
completely ingide the New York scene of poets and painters, a
world in which John Ashbery was an editor of ART WEWS and
Harold Rosenberg, one of the finest critice of American pain-
ting of the period, wrote for both LOCUS SOLUS and ART AN
LITERATURE,

During the 1920's Pound's CANTDS appeared in TRANSATLANTIC
REVIEW {1Three Cantes of a Poem of Some Length' had appeared
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in the private American edition of LUSTRA in 1917). It alsc
carried art supplements with work by Picassc, Brancusi and
Gris, and music supplements with work by Found snd Antheil,
and on one occasion a song by Brik Satie. Jolas’ TRANSITICN
sephasized Joyce's "structure of multiple planes” and "poly-
synthatic langnage”, the possible uses of Freud's dream ma-
terials, and the pleasuras of Buster Keatom, Charlie Chaplin
and Harold Lloyd. Jolas also drew on Blake and Rimhaud (a
source also for Hart Crane, even if he spoke little French)
in his wamifeste, "Rewolution of the Word' in Wo. 16/17,(1929).
At the same time thers developed a poetry out of needs to
clarify by simplification, Drmwing on Pound's and T.E. Hulme's
criticism of romantic symboliem, together with the poems of
HD, F.5. Flint, Ary Lowell and others, lmagism propesed con-
cise visual clarity and highly simplified ideas and emotions.
It produced little interesting poetry until its programme was
taken up and modified im the poetry and poetics of William
Carlos Williams and Louls Zukofsky and writers associated
with the Objectiviet Prese. These included Charles Reznikoff
and George Oppen, both atill excellently active in the 1960's
with postry which takes their early etyles intc far more
complicated areas of articulation (Reznikoff's TESTIMONY: THE
UNITED STATES 1855-1890 in 1962, and Oppen's title poem in
OF BEING NUMEROUS, 1969).

Two major seminal works were written within the Objectivist
orbit: Williams' SPRING AND ALL (1923) and Zukofsky's A 1-5
(1928~30), Their poetics, combined with certain aspects of
the ideogrammatic form of the CANTOS and the wodifications

of all three masters in Chavies Olson's essay, 'Projective
Verse' (POETRY NEW YORK, Ko, 3, 1950), form the primary poe-
tice of the 1960's. Ipn fact, Williams himeelf Tecognized

the significance of Olmen's essay by printing part of it in
his AUTOBIOGRAPHY (1951). To his rescurces in American and
French poetry, Williams sdded Lorca's response to his life

in New York between 1920 and 1930-—POETA EN NUEVA YORK (1%40);
bis ssesy on Lorca and Whitoan was written in 1939. A fairly
representative pummary of wajor writing in the early 1930's
is Pound's ACTIVE ANTBOLOGY (1%933), which included work by
Willinme, Zukofsky, Marisnne Moore, E.E. Cummings and the
English poat Basil Bunting, who also worked om editing the
volume.

Williame' example was effective right through the 1950's and
into the 1960's—a long record of example by poetry and wri-
ting on poetry. In 1932 he wrote: 'the form of poetry is
that of language"—that is, it is not the form of past poetry
or of the criticism of poetry, Foetry for him and for all
these poets was not simply personal lyricism and imitations
of regular measures and stanzas; it wae an innovating func-
tion of society. The line of speech is the basic measure, a
form which "excludea no poasibility of intelligent resource".
The form is not 'free verse' but the measure and spatial
control of cadential lepgths, and the wvaried placing of a
wide range of information, The peaks not only exemplify




fipna crnftnmnnahip; they epeak ur;ently of society—the con-
tinuously inventive forme of Williams' PATERSON (in five books,
1946=58), the ideograms and lyries of Pound's CANTOS, and the
nervous argumentative journals of Zukofsky's A (sections 1-21
appeared between 1928 and 1969), Imn 1948 Williams wrote of

a poem as "a field of action'", these worke carry the sense of
a constructed place to work, inte which the poet's experience
is continuously articulated, becoming synonymous with his life,
rather in the sense of the alchemist engaged for life in him
Work,

In his early short poew, 'Paterson’ (1926), Williams had al-
ready atated his credo: ™Say it, not in ideas but in thinge"—
a procedure which reaisted the transformation of experience
inte metaphors of something else, It was Poumd vho early comr-
wented on Williame' opacity, Iucidity, and refusa]l of symbolic
language of the type that must be seen 'through' in order to
reach its meaning. But the form of KORA IN HELL has its
gsources not only in thie insiatence and in Max Jacch and Leon
Paul Fargue, but in Rimbaud's LES FTLLUMINATIONS, and in that
diwlocation of objects, their reamsemblage and metsmorphosts,
asgociated wirh the cubimt and surrealist-dadaist complex; in
THE DESCENT OF WINTER (THE COLLECTED EARLIER POEMS, 1951), he
also used developmente of 1921 experiments with automatic
writing.

Louis Zukofsky understceod thet, in comparison with typical
early twentieth century poetic styles, objectivist verse
tended fundamentally to exclude symbol and metaphor, and could
be exemplified in Williems' SPRING AND ALL. In "An Objective'
(1930=31, reprinted in PREFOSITIONS, 1967}, he wrote:

"Epotion is the orgenizer of poetic form...the poet's
imige isz not dissociable from the movement of the
cadenced shape of the poem, A new cadence is 2 new

Typography functions te "tell how the voice should sound":

"the poet is continually encountering the facts which
in the making seem to want to disturb the music and yet
the mwaic or the movement cannot exiet without the
facts."

Zukofaky's A 1-5 has exactly this kind of "musicsl cchesive-
negsa" (it is Charles Tomlinson's phrase), managing to incor—
porste a large range of information within a continuous play
of motifs and sound patterns of comsiderable vitality and

invention, Within & wider field of contemporayy poetics, as
Rexroth points out in ASSAYS, Objectiviem "owed a good deal
to Apollinaire and the Cubists and to the Germen 'Neue Slch-
lichkeit'," and to those in France who, like the painter
Léger, spoke of "the return tc the object" {c.f., Eric Mot~
tram: ‘American Poetry in the Thirties', THE REVIEW, No.
11712, 1964},
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Theee poems and poetics, magazines and movemwnts, helped to
release poets writing after 1950 from the officialdom of New
Criticism poetry, exegeais poetry and the poetry of snobbish
cultural reference—~poetry for the academic quarterlies and
reviewers still humg up on shored ruins, dissociated sensibi-
lity and the bewitching trio: traditiocn, orthodoxy and heresy
—the liturgical trinmity of Eliot's 1930's scriptures, It

was a release from the poetry and critical terminology of
resctionary religion and politics, and from preferential pra-
scriptions for poetry derived from seventeenth century English
poems and nineteenth century French hermetic symbolism. Pound,
Williams and Zukofsky were alive and well gnd writing as ex-
cellently as ever in the later 1950's when the Beat poets and
the younger poets in Donald ¥. Allen's anthology, THE NEW
AMERICAN POETRY 1945-1960 (1960), needed them as mastere, and
as examples of persistence against officialdom. The sppea-
rance of Canto 85 in Pound's PISAN CANTOS of 1948 demomstra=-
ted the kind of powers American poetry could exemplify: and
the poet not only gained the Bollingen prize for his work

but was incarcerated in 5t. Elizabeth's asylum for his poli-
tical views and behaviour. The CANTOS were not ooly a com-
pendium of poetic resources but demomstrated the ability to
tompose an epic poetry which placed the active self within

a wide range of defining information. Pound's example became
a conatant for American poets defining their own eshattled
position in long poema during the politically and morally
disastrous double decade from 1950 tc 1970. As late as 1969,
Pound'as DRAFTS AND FRAGMENTS OF CANTCS CX-CXVII showed how
this grest onward-geing work remained the central act of
poetry, containing the main interests of major American poets
of a young geoeration: the remewal of the city, the renewal
of mythology, the destruction of a degenerate economic mya-
tem, the placing of the Southeast Asian conflict within the his-
torical conduct of Americe and the West, and the possibili-
ties of strategies of eurvival without being overvhelmed by
the defeats of compromise,

Pound's 1969 book reverberated with a sense of wonder at
human achievement, His Bcorn for meterialist greed—at the
beart of his analyeim of the City—ias &s powerful as ever
{especially in 'Addendum to Canto C') but it is now juxta-
posed to Temorae at hie own behaviocur and a search for per-
personal charity., More than ever, the CANTOS could be seen
ag the measure, both in their poetics and in their informa-
tion, for the committed American poet. (It is significant
that the pirated firat edition of the last CANTDS came from
the centre of post-Beat aparchist poetry, the Fuck You Prees,
in 1967—"at a secret locaticn in the lower Eaat Side, New
York City", with a cover by Joe Breinard, firm associate of
the C wagszine group). Civilizetion "without tyramny" had
alvays been Pound's criterion, and now he defined the move—
ment of peaceful, fertile pleasure—in art and in landscape
«=in three exemplary civilizations which harboured the won—




derful ability of men. The effect in the poems is that of

a garden which hes the freshness and formality of an ideal
city, itbued with the erotic myths of Orpheus, Endymion and
Artemis. Beyond a brief locating reference to Quemoy in
Canto CXI, providing a dateline for the Aaian conflict, lies
the streouous definitions of "serenitas", maintained through-
out half a century of financial cotruption and political
cruelty. That "clear discourse" for which Pound has always
aimed, in Cante CX1II becomes once again the garden combina~
tion of man-made form and natural botany. Zukofsky's emphe-
sis on clarity and the eye, and Robert Duncan's exploraticns
of HD's Mediterranean world continually come to mind. The
great light images of the CANTOS seem even more urgent here,
as the counter to the major sin of the whole century, the
use of belief and usury against justice, to "implement domina-
tion". Canto CXIV reaches into a condition which would have
been supported by the 1960%s Movement itgelf, with a fine
ideogram of the propertylees society, emphasizing men who
have been "still, uncontending=—not to pcasession, in hypo-
stasis”. The book concludes with statements distinetly for
the 1960'a: "the young for the old / that is the tragedy”
—and! "To be men not destroyers".

A passage in Charles Olson's MAXIMUS IV, ¥, VI (196%) can be
uged to summarize Pound's example and relevance: “An Ameri-
can { ig a complex of occasions, / themselves a geomelry [ of
gpatial nature"”, But academic critics and the reviewers
seized on Robert Lowell am being the more relevant poet. He
began as a diseiple of the Wew Criticism poets, campiog out
in Allen Tate's garden, and then re-read Williams in amn effort
toc shake himself reasonably free to articulate his sense of
personal neurosis and a collapeed society that believed it-
self to be thriving. LIFE STUDIES (1959) is an exercise in
secularized New England exhibitions of conecience as they
enter the enforced anarchy of the American 1960%s. Compared
with the poems in Donald Allen's anthology, Lowell's incline
to iambic boredom and uninteresting prosody, and Olson's IN
COLD HELL, IN THICKET (1953) had already presented the mate-
rial of New England under contemporary controls—"'An Ode on
Nativity' moves far beyond Lowell's tourism of the ego. Im
David Antin's words, "Lowell's New Englandism is merely an
inveraion of Tate's Confederacy” (Antin's essay, "Modernism
and Poatmoderniem: Approaching the Present in American
Poetry', BOUNDARY 2, 1972, makes the issues between Tate,
Lowell and Olson clear). FOR THE UNEON DEAD (1964) and NEAR
THE OCEAN {1967) comsolidated Lowell's pesition as a self-
comsciously 'contemporary’ academic peet, aristocratic and
vulnerable, the foremost poetic witness of a characteris-—
tically bewildered and agomized liberalism, the staple fare
of the American middle clasases. Lowell can be [eatured in
TIME magazine without undue harm to himself and is consumable
with safety, Norman Mailer's portrait of him in THE ARMIES
OF THE NIGHT {(1968) is accurate, and Lowell himself has en-
dorsed it.




Poetry as a totally invented field of action, not instantly
consumable and confirmatory of the liberal 'atatus quo' re—
quired both energy and information in demsnding preporticas,
exploratory beyond the recognitions of the casual reader. In
fact, by the 1960's American poetry of any conseguence needed
an attention bevond the consumerism of the amateur of the arta.
For example, the poetics of "Projective Verse', and the forms
of Olson's MAXIMUS poems, present "composition by field, aa
opposed to inherited line, stanza, over-all form". The poen
invente its form and invites the reader to enter the area of
invention rather than immediate recognition, The poem is em
energy transference (Zukofaky had used a similar terminology
earlier), "at all points...a high energy-construct" and “en-
ergy-discharge”"., Pound's "musical phrase" as a unit of form
is extended: "form is never more than an extension of content"
{a phrase from Robert Creeley's correspondence with Olson
which went into the eseay——c.f, 'Robert Creeley in Conversa-
tion with Cherles Tomlinson', KULCHUR 16, Winter, 1964-65, and
THE BEVIEW 10, 1964-=Black Mountain poetry issue)., Pound's
gtructure of continuous and overlapping ideograms is a pro-
cese now formulated as inheritable procedure and placed with
Edward Dahlberg'a dictum: "cne perception must immediately
and directly lead to a further perception”. The juxtapo—
gition of syllables as particles of sound articulates the
mind's ear in action, towards that over—all melopoeia Pound
had gtreased. The unit (line or measure) is a set of these
energies and its length is controlled not by mathematical
metrica but by the breath of a man making his poem, an action
which is partly the automatic or natural activity of his body,
and partly the creative activity of play.

Olson's poetic structures play and dance rather than fulfil
any puritanical prescription of obedience to a form. Unite
of energy {(sound, social information, spatial size) are
asgembled on the page with their own dynamic interrelation—
ships and intersections—sas they are in PATERSON, which ex—
plaina Williams' interest in Olson's essay. The field of
objects i neither syntactically nor wetrically rigid, nor

ig it imitative, Olson states that he admires Hart Crane's
“"arc of freshness", based oo the word as a "handle”, and he
underatands how the arc needs reinforcement from Fenollosa'a
idea of the sentence aam the "passage of force from subject

to object" and of the energy of "the verb between two nouns."
Like Harold A&, Innis {THE BIAS OF COMMUNICATION, 1951) and
hia pupil, Marshall McLuhan, Oleon wes aware of how manuscript
snd press can remove the voice from poetry, but he asserted
the possibilities of the typewritten page &s & Bet of con-
trels equivalent to the notation of sounds in music., His
theory and practice at this point are part of a general
twentieth century inclination towards the spatial rather than
the linear: it is there in the influences of Alfred Rorzy-
baki's non-Aristotelian logic (SCIENCE AND SANITY, 1933), ino
the solutions to notational problems developed by John Cage
in A YEAR FROM MONDAY (1967) sand his anthology WOTATIONS (1969),
and in the poetice of sound-text and concrete poetry, inclu-
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ding typewriter poems or "typestracts”. As Olson cbserves,
bath Cummings and Williams "used the machine as 2 ecoring to
their composing, as a script to cheir vocalization". Space
and time become, in compatibility with twentieth century
philosophy and science, space-time coordinates, Beyond Ol-
son's "projective verse", the twentieth century poem may
exist either in new notation or in mechanically recorded
sound or in a single unrepeated performance. Silence is as
much part of the poem's score as space: the space-time no-
tation of Webern has its Amevricen poetic eguivalents in the
works of Jackson Mac Low and Aram Saroyvan,

"Brojective verse™ in thecry and in its many pracrices—which
modified its crigins again and again—place Objectivism and
Imagism in a broader poetic with = wider range of spplication,
Olsen's aim was to reduce egotistical lyric sprawl and exe-
getical rhetoric so that “the projective act, which is the
artist's act in the larger field of objects, leade to dimen-
gsione larger than the man”. This is exactly the effect of
PATERSON (c.f., Eric Mottram, 'The Making of Paterson', STAND,
Vol, 7, No. 3, 1965; reprinted in PROFILE OF WILLIAM CARLOS
WILLIAMS, ed., Jerome Mazzarro, 1971), 'a" 1-21, the CANTOS
and the MAXIMUS POEMS, and later Robert Duncan's series of
poers called 'Passagen’ embodied im BENDING THE BOW (1968).
In these large~scale works, the song of the poet's voice
wnifies his prejected information, operating among a wide
range of cbjects and feelings., The resulting epic structure
is the movement of a man in his own time and in history. The
CANTOS began to sclve notationzl problems of how to fuse
autobiography with hiatory back in 1915 and evolved a syn-
tax which was not bound to the traditional sentence, with ita
pssumed social order and basie in linear logic. NKine years
after "projective verse” Clson returned, as poet and hiato-
rian, to the difficulties of sentence and syntax in a letter
to the English poet, then a student at Cambridge, Elaine Fein-
stein, The track along which the reader picks up the poem
he is into, Olson now says, is a course of speech rhythms
which demonstrate "the value of the vernacular over grammar"
(and he is well aware of the example in Dante which this
enatcs). Since speech is both inherent and etymological,
Olson, in common with a number of investigators into the re-
laticmships betwesn nature and culture, became increasingly
involved in linguistic scholarship and archaeclogy (THE MAYAN
1ETTERS, 1953, and LETTERS FOR ORIGIN 1960-1956, 1969, sug-
gest the double activity). He placed the action of many poems
in the small seaport fishing town of Gloucester, Massachu-
setts, and then anchors that autobiographical locality in the
historical and geographical world map. The action of himself
in Gioucester is related ar every point to the non-sywbolic,
evhermeristic reality of myths, especially creation myths
used as descriptions of man's apprehensions of earth, sky,
migration and ecology. The separate poems are events which
project the self in the America of the 1950's and 1960's ae

a force for survival, through sensuous and intellectusal
play-understanding among facts. The aim is always as it was
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in the early poem 'An Ode on Nativity' {(written in 1951): the
possibilities of renewed life. That this could be a useful
launching basis for a younger poet, and not an impossible per-
sonal prograpme, can be seen in Edward Dorn's GEOGRAPHY (1965}
and GUNSLINGER (196B-72), where Olsen's baeic triad of “topos/
typos/tropos” is developed with formal inventicn and wit quite
different from MAXTMUS POEMS (1953-63) and MAXIMUS IV, ¥V, VI
(1968} .

111

Olson showed peoets the opportunity of writing ontogenmetically
without losing a sense of urgeocy and without the pompous di-
dacticiem and dopma of the university poets. WNaturally, he
had slavish adherents, but works as widely different as Paul
Biackburn'e THE CITIES {1967), Robert Kelly's AXON‘DENDRON
TREE (1967) and Ted Berrigan's MANY HAPPY RETURMS {1969), use
ptojective field methods of placing information, with an
excitement and virtuosity remote from discipleship. Paul
Carroll's anthology of poets who emerged in the 19607a, THE
YOUNG AMERICAR POETS (1968), testifies to both the difficulry
of release from the inter—war period’'s masters and the liber-
ation into new styles which their exemple enabled.

"Composition by field" is also the poetic equivalent of &b~
atract expressionist and esction painting (which Harold Rosen-—
berg was Instrumental in defining in the 1950'e) in its use

of pereonal gesture made with a controlled spontaneity, the
reault of diacipline within changing and risking inventiveness.
Michael McClure's HYMNS TO ST. GERYON (1959) makes the conmec—
tious explicit:

+u GESTUFE THE GESTURE to make fistm of it

Clyfford Still: '"We are committed to an ungualified
act, not illuatrating outworn myths
of contemporary alibis. One must
accept total respounsibilicy for what
he executes. And the measure of his
greatness will be the depth of his
insight and courage in realizing his
own vigion. Demands for communication
are presumptious and irrelevant,”

Besides this direct implication of a major American painter
of the period, MeClure cites Poilock and Kline in hie poem,
and makes his connection with Olson: ™To hit agein, the

foot is to kick with", a reference toc an essay in HIMAN
URIVERSE (1965) which itself quotes Pound's famous maxim:
"Prosody is the articulation of the total sound of the poem".
John Ashbery's 'The Skaters' (RIVERS ARD MOUNTAINS, 1965),
and 'Europe’ (THE TENNIS COURT OATH, 1962), are major com—
positions which Telate to contemporary Ametican painting bur
belong to a completely different set of procedures to Olson's
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"projective" methode, The action of "The Skaters”™ consists

of a moving collage of scenes, objects and reminiscences which
illustrates nothing: '"Poetry does not have subject matter
becauae it ie the subject!” {(quoted in THE POETS OF THE NEW
YORK SCHOOL, ed. John Bernard Myers, 1969). He practices

what Pound calls “concentrare"—the preseotation of events,
rather than what the evente are. He acknowledges the influ-
ence of John Cage's MUSIC OF CHANGES (1952} rather than other
poets, and in a statement in A CONTROVERSY OF POETS (ed. Paris
Leary and Robert Kelly, 1965}, saye:

"I originally wanted to be a painter, and did paint
until I was eighteen years old, but I feel I could
best express myeelf in music, What I like about
mugic ia ita ability of being convincing, of carrying
an argument through successfully to the finish,
though the terms of this argument remain unknown
quantities, What remains is the structure, the
architecture ¢f the argument, scene or atory. I
would like to do this in poetry. I would also like
to reproduce the power dreams have of persuading you
that a certain event has a meaning not logically
connected with it, or there is a hidden relaticn
among disparate objects.”

With Kenneth Koch's poems in THANK TOU (1962) and some of the
C magazine poets, 'The Skaeters' belomgs to an ambience which
contains Auden's narrative landecapes of the 1930's, the poe-
tics of Max Jacob and Pierre Reverdy, and Gertrude Stein's
cubist works together with their critical explanation in har
1926 smsay, 'Composition as Explanation' (SELECTED WRITINGS OF
GERTRUDE STEIN, ed. Carl Van Vechten, 1946), Ashbery's
"Europe' suggeste the spstiel dislocations of cubist and post-
cubist painting, the montage methods of film, and the conskel-
latory procedures of post-Webern mugic. Koch's poetics are
related to the wotrk of Paul Eluard, Henri Michaux, Pierre
Reverdy, Max Jacch and Raymond Roussel, 25 well as to the
local Americsn actions of Whitman and the Marx Ereothers.
Ashbery, too, has used popular materials, notably Mickey
Spillmne, E. Phillipe Oppenheim and the pcems of Paul Engle.
Ted Berrigan, an admirer of both Ashbery and Koch, has used
Henry Green's novels {(on which Ashbery wrote his graduate thesis),
#nd westerne, as well as Breton and the Dadaists, Berrigan's
stylistic eclecticism and tange of humour, together with hia
use of existent woerks of art, is nearer to the painting and
apsetnblage of Larry Rivers and Andy Warhol than to Ashbery's
telatively classicist work {c.f. "Craft Interview with John
Ashbery', THE NEW YORK QUARTERLY, No, 9, Winter, 1972). The
range of C wmagazine is summarized in BEAN SPASMS (1967), =a
significant work of the period, put together by Berrigan and
Ron Padgett and illustrated by Joe Brainard, and exemplifying
the Americanization of the European svant-garde which had been
continuous eince the 1920's, (The title of Padgett's IN AD-
VANCE OF THE BROKEM ARM, 1964, with drawings by Brainard, and
publizhed by C Press, ig taken from the [irst Marcel Duchamp
‘ready-made, dated 1915 New York"), It is with Ashbery, Koch,
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Harry Mathewsa, Jgmes Schuyler smd the younger New York poeta
in C .and MOTHER, and later ANGEL HAIR und PARLIS FEVIEW, that
the reiationship with Prench forms of '"#&criture' and concep—
tusl art are maintained in America.

The breakthrough in formal education towards s sense of a comr
mon field of art work in any medium and the traditional humani-
ties subjects came at Black Mountain College, North Carolina,
in the 1940"s and 1950's {(Martin Duberman: BLACK MOUNTATN=—
AN EXPLORATION IN COMMUMITY, 1973}, Im 1953, Oleson wrote to
the poet and editor Cid Corman about "a show by Kline, De
Keoning, Tworkov, Guston (the space cadeta, who have sll been
here the past two years...)'". This was in the iofluential
series of letters through which Olson guided Corman's early
editing of ORIGIN in the 1950's, and "here” was, of courae,
Black Mountain College, te which many of the fineet painters,
musiciane and poets had gravitated since ite foundacion, and
particularly since 1950. Founded in 1233 by John Andrew Rice,
a liberal dissenting cleaesice professor from Rolline College,
Florida, it became, from the late 1940's onowards, scmething
like Brook Farm or New Harmony, the centre for an experiment
in commmity within the competitive anti-commmity of capi-
talism and its educational mspipulations, From the beginming,
Black Mountein had utopian and regenerative purposes: but it
did not teach overt sociology. Besides the painters Olson
mentions, Josef Albers {with his Bavhaus background), became
head of an art department which nushered also Rauschenberg
and Easteban Vicente among its members. Besides Olscn, who
became the last rector of the college, in literature there
were Eric Bentley, Paul Blackburn, Robert Creesley, Robert
Kelly, Denise Levartov, John Wieners, Jonathan Williams and
LeRoi Jones, either on the steff or among the students. THE
BLACK MOUNTAIN REVIEW, which Creeley edited (1954=-57), trans-
mitted the main interests in literature which the college
inherited from Pound, Williams and Olson himeelf {c.f. Faul
Blackburn: ‘'The Grinding Down', KULCHUR 10, 1963). Given

the interaction between traditionally exclusive 'disciplines’
at the college, it is not surprieing, therefore, that John
Cage wad able to organize thers the first event of the genre
later called "happening' in 1952 (Richard Kostelanetz: THE
THEAYRE OF MIXEDL MEANS, 196E),

Multimedia events became common in the 1960's. Poetry, tradi-
tiomally insulated in the Wemt from other arts, frequently

took place within an oral-visual-aural combine, an action

which realized in a theatre performance Joyce's "verbivocovisual
on the word" {it is thoroughly exeminad in EXPLORATIONS 8, 1937,
ed. Marshall McLuban and Edmund C, Carpenter). It was not
eimply @ matter of poetry with jazz {as a way of widening the
audience for poetry and bresking literary icsularities), but

of uaing concrete and phoniec sound and language elements

within a dramatic combine which included space and wovement,

and yet was 8till not traditional thestre. Central to thia
movement were the Fluwue group of muaicians, poets and artists,
and indications of their work can be gathered from Dick Higgins'
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JEFFERSOK'S BIRTHDAY/POSTFACE (1964) and FOEWSOMBWHNW (1969).
The Great Bear Famphlets (1965-67), aleo published by Some—
thing Elese Pregs, indicate the international range of the
artists invelved in happenings and conceptual art (a form
which again relates tc Duchamp's definitioms of art as choice:
they include Allan Kaprow, David Antin, Jackson Mac Low,
Claese Oldenberg, Al Hanpsen, Jerome Rothenberg (FBITUAL: A
BOOK. OF PRIMITIVE RITES AND EVENTS, 1966, later included in
his TECHNICIANS OF THE SACRED), Emmett Willisms and Fhilip
Corner (POPULAR RNTERTAINMENTS, 1967), all from America,
together with Diter Rot, Nem June Paik, Wolf Vostell, the

Zaj group from Madrid, Luigi Russolc, Robert Filliou and
George Brecht. John Cage's 'Change the World' (YOU WILL ONLY
MAKE MATTERS WORSE, 1967) wes later incorporated into his A
YEAR FROM MONDAY. (A fuller range of exmmples of this whole
group can be cbtained from HAPPENING & FLUXUS, 1970).

Conceptual art or information art is concerned with are as
indication, choice, scenaric for performance, and as such
can be ralated to the strong advent of poetry performances
developing throughout the 1350's and reaching a peak in the
1960%a in America. Allen Ginsberg's performances would be
preceded by chants adapted from the Hindu, to relax both
poet and audience before the poems themselves. MKichael Mc-
Clure's GCHOST TANTRAS (1964) apain indicates the umage of
Indian forms in the period (this would include Kerouac's THE
SCRIPTURE OF THE GOLDEN ETERNITY, an American sutra; written
in 1956 at the instance of Gary Snyder). It is a collaction
of phonic texte for oral performsnce, based on tantric prip-
ciples of transformstion of body-mind continuwum through the
performance of aound structures (which combine words and
invented linguistic foroe).

Comcrete and sowmd-text poetry developed rather later in
America than in the rest of the world. John Giorno's POEMS
(1967} reversed certain principlees of Mallarmé& and Joyce by
transcribing newspaper materials into the ghape of poems
{that is, into fandliar linear and spatial forms}, to make
"found" poems, again related to Duchamp'e ready-mades. (Ro~
nald Gross's POP POEMS (1967) aimilarly used advertisements).
Giorpo's book im still well within the New York poets' scene,
however: the cover is by Rauachenberg and it was published
at Mother Press by Peter Schjeldahl, himself & poet associa-
ted with C group writers and ART NEWS, Schjeldshl's WHITE
COUNTRY (1968) contains his ovn poems, and those of his
co-editor of MOTHER magarine, Lawis MacAdams, are in CITY
MONEY (1967) and THE POETRY ROOM (1970). Agaio indicating
the inclination to performanca, the last issue of MOTHER was
a long-playing record made by McClure, Aram Saroyan, John
Wieners, Ginsberg, Kenward Elmslie and others (1968). The
most ugeful collections of concrete-soundtext work which
contpin American poats are CONCRETE POETEY: A WOELD VIEW
{ed., Mary Fllen So0lr, 1968}, THIS BOOK IS A MOVIE: AN EXHI-
BITICN OF LANGUAGE ART AND VISUAL POETRY {(ed. J.G. Bowles
and T. Ruesel, 1971), IMAGED WORDS & WORDED IMAGES {(ed.
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Richard ¥oatelanetz, 1970), and AN ANTROLOGY OQF COKCEETE
FOETRY (ed. Emmett Willisme, 1967).

All these events | esent both new and not 20 new solutions

to our continuous investigations into form and notation: and
it ig exactly thias which separates them from the conservative
inheritors of the academy and the critical establishment
Tevievera., Frequently the result is a self-evident atructure
which holds its materials in a dynamic mobile equilibrium,
without necessarily reaching after a finished synthesis of
&ll irs elements. It may resist definitions of completion

in traditional terms of imitation and the fulfilment of re-
cognized programmes, TFor example, the terminclogy of ‘orgamic'
epproval has become tautclogical since the discoveriea of
biologiste and zeologists represented in L.L. Whyte's ASPECTS
OF FORM (1%951) and George Kepes' VALUE AND VISION (5 vols,
1955-56). Structural procedure iz now underatood as inven-
tion within a universal morphology of forms, and procedures
are openly revealed in order to be part of the pleasure of
participating in art, The reader of poetry is invited into
an event which takes place as part of the perceptual space-
time of him period and place; the work may not necessarily
recatd any fixity or boundary; the participant may be invited
to contemplate the poem, meditate on ite spatiality rather
than track its lineality. To refer to McClure's use of
Clyfford Still again: "we are now committed tc an wnguali-~
fied 2ct, not illustrating outward mythe, or contemporary
alibie. One muet accept total responsibility for whatevar

he executes."” That responsibility included political and
gocial responeibility, particularly since the 1960's saw the
climax of America's Southeast Asian war and of the Civil
Rights movement, culminating in the accumlative bombings of
Hanoi and the Vietnamese dike system and the murders of
students at Orsngeville snd Kent State. Some of the poets’
response is contained in Walter Loweunfels' anthology WHERE

IS VIETNAM? (1967) and Diane DiPrima's WAR POEMS (i968), both
of which contain poets vhome widely differing aesthetics

meet at this focus of opposition to totalitarian capitalism.
Ap Mayskovsky observed: " One condition indispensable for
the production of & poem im the existence in society of a
problem whose solution is unimmginable except by a poem.”

The effect on the teaching of poetry in umiversities of all
these changes, and the politicsel ones in particular, were
salutery: "Teachers and critics of litersture could hardly
escape the contrast between the sterility of their academic
roles and the new sense of literary vocation discovered by
writers increasgingly active in the anti-war movement" {Louis
Kampf and Paul Lauter, Introduction to their THE POLITICS OF
LITERATURE, 1972, a collection of essays dedicated to George
Jackson). Denise Levertuvv tead her poems in & sanctuary for
draft resisters; Robert Bly publically handed over his Natiomal
Book Award money to young Americame defying the draft authori-
ties; Allen Ginsberg lead chants and songs at the Pentagoen and
in Chicago streets against the tyranny of government, Kampf
and Lauter go further: it wae the anti-wer poems of Levertov,
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Bly, Galway Kinnell, Adrienne Rich and many others, and of
course the war itgeif, "not radical literary criticiam, which
helped break the claim that seclf-absarbed, academic poete had
waintained (despite the popular succesa of Allen Ginsberg,

for example), over literature classrooms and literary journals."
In addition, mpst of the writings of the flourishing black

poets of the period "had to be underatood as weapons in a
struggle for liberation, just as slave narratives, spirituala
end work songs had been before them."

Iv

The contemporary American poet who worka truly within the
poetics of his own time renounces a aingle point of view, linear
perepective and imitation. He respects Poumd's sculptural
ideal for the poet: "he sees the in and the through / the

four sides”., He understands Creeley'a remark in 'Clson and
Others—Some Orts for the Sporta’ {BIG TABLE 4, 1960; reprinted
in A QUICK GRAPH, 1970): "Oleon's ewmphasie is put upon pro-
sody and not upon interpretation” {(and he adds Pound's maxim,
already cited here, that prosody is "the articulation of the
totel sound of the poem"). A further example of how a major
pcet connects in his complete work both his understanding of
poetics and his political responsihilities lies in Robert
Duncan—his deft summatry of the implications of objectivist
and projective verse poetics in 'Hotes on Poetice regarding
Olson's Maximue' (BLACKE MOUNTAIN REVIRW, No. 6, 1956, reprin-
ted with reviaions in THE REVIEW, Ho. 10, 1964), and 'Ideas

of the Meaning of Form' (KULCHUR 4, 1961), and the movenents
between pagsicnate denunciation of world tyranny, the nature
of professional kiliing, and the idea of community in 'Orders’,
'"Up Rising' and 'The Scldiers', the titles of PASSAGES 24-26
in BENDING THE BOW (1968).

Redefinitions of poetry awey from academic exegesis and reac-
tionary attitudes received further exemplary help frow Jerome
Rothenberg'e magnificent TECHNICIANS OF THE SACRED (1968). The
title is Mircea Eliade's phrase for ethnic artists functioning
in tribal societiex; the book collates a powerful "range of
poatries” from Africa, America, Asia and Oceania which demon=
atrates how "primitive means complex", and that, as Noam
Chomaky's concept of generative language and Levi-Strauss's
atructural anthropology also indicate, indigencus poetry is a
social function right ecross cultural frontiers and technolo-
gical "progress'", Rothenberg writes ip hia introductions

“"it ig a watter of energy & intelligence aa wniversal
constants &, in any specific case, the direction that
energy & intelligence (=imagination) have been given.,
No pecple today is newly born, Ho people has sat in
eloth for the thousands of years of its history. HMea-
sure everything by the Titan rocket & the transistor
radio, & the world ia full of primitive peoples, Bur
once change the unit of value to the poet ot the dance-
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event or the dream (all clearly artefactual situa-
tions) & it becomes apparent what all those people
have been doing all those years with all that time
on thelr hands."

Rothenberg's collection is both a counter te official imperia-
list policy and its support from anthropelogy and Darwinist
racism (by demonstrating Ernst Cassirer's idee of "the aoli-
darity of all life"), and & demonstration of ways in which
contemporary Ametican inventive poetry and happenings are
traditional, in the sense thet their forws have similar forms
and procedures to those of 'primitive' ethnic complexities.
The book concludes with a aset of "commentaries" which make
these connmections between ethmic and contemporary America

by juxtaposing poetries "carried by voice", poems with non—
linear logic, iocluding constellatory forms, poems as social
rituals, random and found poems, composition by field, and
various inatances of bardic or shamanistic functions for
poetry. Rothenberg shows similarities batween a Seneca
Indian eagle dance and the form of 1960's happenings, and
relates Hugo Bali's eound poems of 1915, MeClure's "ghost
tantras", Msori genealogical poems and Mac Low's LIGHT POEMS
(1968), Bantu imagea and Robert Kelly's LUNES (1963}, Aztec
definitiona and Gary Soyder's poems, Indian picture-writing
and works by both Apollinaire and Kanneth Patchen (poems in
HALLELUJAH ANYWAY, 1967, for example) are shown to partake
of similar materials apd forms, because they have a similar
gocial funetion, or a similar human urge to make and shape.
What the reactionary academic and reviewer would like to
believe is aimply to be scorned as 'avant—garde' im in fact
a number of universal constamts, across time and culture,
forma of “play with serious problems", as Xurt Schwitters
once defined hia work. When Rothenberg's book is placed
with Solt"s CONCRETE POETRY: A WORLD VIEW, the implicatione
are clgar—they can be indicated by two passages in Rothenmberg;
the first is Cassirer on "primitive man":

"in his conception of nature and life these differences
are obliterated by a etronger feelirg: the deep con—
viction of a fundamental and indelible 'solidarity of
life' that bridges over the multiplicity and variety
of itm single forma...Life ia felt ag an unbroken
continuous whole,..The limits betwesn (its) different
spheres are not insurmountable barriers; they are flu-
ent and fluctuating...By a sudden metamcrphosiz every-
thing may be turned into everything. If there is any
characteristic and outatanding feature of the mythical
world, any law by which it is governed—it is this law
of metamorphosie.”

The second is from Mac Low:
"The poet creates a 'situstion' wherein he invites other

persons & the world in general to be co~creators with
hia! #He does not wish to be a dictator but a loyal
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co—initiator of action within the free sociaty of
equals which he hopes his work will help to bring
about."

Mary Ellen Solt's introduction shows how, within American
culture, the configurations of Cummings, Williams, Olson,
Henri Chopin's phonic poems, Zukofsky, Creeley in & poem

like "Le Fou' (FOR LOVE: POEMS 1950-1960, 1962), Emmett
Williams ("the first American poet who can be properly called
concrete in terms of compitment apnd conmistency of method™),
and certain works of Jonathan Williams and Romald Johneen,
all indicate a precise consideration of composition by field,
poeiry ae aeriuus.pla}r activiey, and poetry as revelmtory
function in sgciety. Rothenberg connects Indian shamaniecic
chanta with McClure's "ghost tantras", and the ways in which
such postry penetrates beth the buman uncomnecious and the
myths which socialize the human into community with the use
of “deep image" in the poetry of himself and Robert Kelly,
among others., The discusesion on this kind of probing image
is primarily in two essaye of the period: 'Why Deep Image?’
(TROBER 3, 1961), and 'Deep Image and Mode', in which
Rothenberg is joined by Creeley (KULCHUR 5, 1962). Rothenberg
is a fine poet himself, a» well as a promoter of poetry
throughout the peried. He founded the Hawk's Well Preas and
the magazine FOEMS FROM THE FLOATING WORLD and through his
studies and diacussions, kept in cireulation a wide range of
Eutopean and ethnic poetries, helping to prevent American
peetry from becoming parochial. Hie own poems are transcul-
tural in reference and poetics (BETWEEN; POEMS 1960/63, 1967),
and where he is particularly rican ia in the very act of
exploring the relationships between American cultural feeling
and his own Polish Jewish antecedents in some of his best
poems—POLAND /1931 (1969) and A BOOK OF TESTIMONY (1971).

TECHNICIANS OF THE SACRED is alsoc part of the steady develop-
ment aof hermeneutices and heuristic analysis of myth and cul-
tute which poets have taken into their work during this
pericd, It can be seen aa an extension of the rather thinner
platonistic definitione of "major man"” in the 1930's poems of
Wallace Stevens—syllogiatic iambic structures dedicated to
imagining a sensuous aristocratic world without gods., Olsen’s
"human universe” (developed in a series of 1950's essays col-
lected under that title in 1965}, and Duncan's "open universe"
("Towards an Open Universe', in POETS AND POETRY, ed. Howard
Nemarov, 1967), contain much more necessary information and a
strongetr sense of relationship to anthropelogy and phymice.
Stevens' poems formed "zets" through which to determine the
possible nature of an abundance society, a projected visien
of mythless space-time {(in "Esthetique duv Mal' and 'Credences
of Summer'), a way out of inter~war ideclogies, comflict
philosophies and the Earth treated as an cbject of conquest

in a state of scarcity. Stevens' morphology at least arises
fram a sense of ecology which resists philosophic myth and
dogmatic religion, Hie "supreme fiction” iam close to Creeley's
vision, but Creeley uses Wittgenstein and the refraction of
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the philosopher of language through Zukofsky's huge compendium,
BOTTOM: ©ON SHAKESPRARE (1963), 1Tt is as if Creeley's meti-
culous, wary procedures derived from techniques of founding

a propoaition laid bare in TRACTATUS LOGICO-PHILOSOPHICDS;

his poetry might be seen as sn offspring of a statement in
PEILOSOPAICAL INVESTIGATIONS: "it ie the field of force of

a word that is decisive'". Like Stevens, Creeley is making
hia world so that it will pot let him down at a time when
confidence has been lost in the society he is raised in and
works im. WORDS {1967) is a eet of poems which gradually

and warily explore the peet's situation as 4 number of events
which yield basic propositions. Their movement has no swing,
none of Stevens' plausible confidence, and rather mera of
Zukofsky's hasitant, almoat flinching poime. Creeley writes
in A QUICK GRAPH of the wee in "A' of the words "the' and ‘a':
both of which are weighted with as much epos and historical
destiny as one man can perhaps resolve". - Tt could juat as
well describe hik own work. Big poems define "mind'"-—the word
constantly recure—sand “consciousness" in order to free the
wvarmth of love to combat his sense of panic, of endless

threat to a man's integrity while he lives in ad-mass Amexica.
PIECES (1969) ik a continuity of separate poems whose infor—
mation is now wider, less claustrophobic. Creeley searched
heve for definitions of law (especially in '"Numbere')—an
American preoccupation from the beginning—and, in ‘The
Finger', the nature of the basic axistential elements: light,
patterna, the woman, the eye, the room, the fire, thinking,
knowing. This poem is a masterly play with vital uvnits in
order to make thew yield flexible securities for living ra-
ther than oppressive limita.

The amount of information in Olaon and Duncan ie much more
ambitious, since they are making epic articulationa aa poet=-
historian and poet-philoscpher. Their preblem ia to maintain
"total scund”" throughout their complex fusioms of peracnal
inatsnce and historical knowledge, to maintain the bodily
nature of poetry throughout & structure which contains
historicized vieion, analyzed myth, geographic locality, a
critique of the City (in the immediate tradition of Pound),
and an snalytical use of etywology. Oleon calls his means
“proprioception"—the body's reception of knowledge aa its
own, "the data of depth sensibility" in & human umiverse
{PROPRIOCEPTION, 1965). Duncan calls his means "rime",
defined in a numbared series of passages entitled THE
STRUCTURE OF RIME intermittently throughout THE OPENING OF
THE FIELD (1960}, ROOTS AND BRANCHES (1964) and BENDING THE
BOW {1968): "correspondencea, workings of figures and pat—
terns of figurem in which we apprehend the whole we do not
see...the plot we are to follow, the great myth or work, is
a fiction of what Man is" {'Two Chapters fros H.D.', TRI-
QUARTERLY, No. 12, Spring, 1968). Both Olson's MAXIMUS poems
and Duncan's 'Passages’ are open—ended worka (like PATERSON,
'A', the CANTOS, and, at legat by internal implication,
'Esthetique du Mal'}, holding their aceumulations In am ency=—
clopaedic mobile field, As Duncan expresses it:
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"It is the juncture of the suspension of conclusions
at the point of deeipion, ao that all dacizsion moves
forward towards a totality that is pending, rather
than reinforcing the prejudice of an established
totality.”

These poets are erudite in the Miltonic sense, placing to-
gether massive information with which to ateady themselves

in a time of radical social chenge and the eroaiom of social
cohesion, They project sets of rapid notations, relevantly
juxtaposed chronology and biblicgraphy, felt in the body (the
terms are Creeley's in 'A Foot Is To Kick With', PCETRY, Oc-
tober, 1966). Their discourse is fairly rapid and ite rela-
tionships have to be recreated in the reader's experience by
slowing up the processca—pometimes their work presents com—
siderable difficulty, through igmnorance of their sources; but
as Alain Robbe-Grillet once observed, “art is not meant simply
to reassure people”. The smbition of these poets ia to re-
create the City as the container, bearer and cultivater of

a civiliszation that is not antagonistic to men, Therefore
their opposition to official America is radical—it is open,
for instance, in Duncan's 'Passages’ 21, 25 and 26, and in
Olson's "I, Maximum of Gloucester to You'. Their aim ie like
Bleke's in JRRUSALEM, plates 98 and 99--to contribute to the
creation, for the firat time, of the four-feld son of man
"creating exemplars of Memory and of Intellect, / Creating
Space, Creating Time, according to the wonders Divine / Of
Human Imagination™, and creating "the grest City", Their
imaginative systhesis extends further than the provincial

and national, outward to the global peoem, the poem of Goethe's
world=literature.

Ly

America has frequently produced its arts in short-lived com~
munities of common aympathy, beyond mere bohemianism and
middle-class dilletante amateurism, or the isolated rogue
grtiet. The huge land mase and the jungle of its cities
militate againet community, and the militant ethos of compe-
tition continually weakens the lateral sense of commumity.

In fact, the common action of artiste has been one of the few
waye in which the culture has cohered at all. In the 1950's
and 1960's poets grouped in New York around painters and musi-
cians with whom they shared interests or grouped at Black
Mountain College., These focuses overlspped with three others:
the Beat poets, the San Francisce 'renaissance', and the
Minnesota Sizties campaign. The most recent has been a re-
surgence in Philadelphia centred on CONTACT magazine and
Telegraph Presa books. Such designations immediacely suggesat
more cohesion and planned decision than took place, but they
hold as limiting parameters of activity firmly encugh.

Out of younger poeta associated with Black Mountain College,
writers LeRoi Jones, Paul Blackburn, Joel Oppenheimer, Gilbert
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Sorrentino—and some of the Beat writers, Allen Ginsberg,
Gregory Corao, Peter Orlovsky—there developed a poetry

scene in Mew York in the later 1950%a and early 1960%'s of
conaiderable strength and variety. Their work constituted
what Rexroth calle an escape from "poet-professors, Southern
colonels and ex-Left Social Fascists"., Ginsbherg and Jack
Kerouac were among those who rebelled against the Columbia
Univereity/PARTISAN REVIEW dominance te which Rexroth is
partly referring (and more fully recogrized in Seymour Erim's
'"What's THIS Cat's Story?' in VIEWS OF A NEARSIGHTED CANNONEER,
1961); they were joined by Orlovsky and Corso and by Willlam
Burroughe (ex-Harvard English major and student of anthropology
and experimenter in states of consciocusnessa). This leosely
formed band of writers was immediately seized on by the preas
ag good copy—sa nicely acary potential threat te bourgeois
asmumptions of the clean and affluent American Way of Life
{(some of the documentation is in John Clellon Holmes' novel
GO, 1952, and his essagys in NOTHIRG MORE TO DECLARE, 1953,

in Bruce Cook's THE BEAT GENERATION, 1971, and in two antho-
logies: A CASEBOOK OF THE BEAT, ed, Thomas Parkinson, 1961,
and THE EASTSIDE SCENE, ed. Allen de Losch, 1969}.

Cineberg's movement from suburban Paterson, Rew Jersey (bis
letters to Willism Carlos Williams at that time, as & strug-
gling poet, appear in PATERSON), to Columbia University, the
Lower East Side of New York, and to San Franciaco, in itself
represents the search for commmity and audience. But he
found mates and a supportive hearing (c.f. Jack Kerouac's
VANITY OF DULUOZ, 1968, and Ginsberg's interview io GAY
SUNSHINE , January=February, 1973, reprinted in IT, No. 148,
1973, as 'Your Heart Is Your Guru—~Interview'). The 19307s
generation of Zukofsky, Lowenfels, Muriel Rukeyser and Wil-
liams were sn active basis for & continuous cultural actien.
Poets like Carol Bergé, Diane Wakoski, Rochelle Owens, John
Keys and Thecdore Enslin found at least some community within
which to work sand be heard, and a few shope—most outstanding
was the Bighth Street Beokehop—carried espough poetry to en-
sure sufficient distribution and vimibility, Regular poetry
readings culminated in the Café Le Metto seseions, extending
later to the 5t. Marka Poetry Project. Readipgs took place
almoat anyvhere—bookshops, cafes, apartments—snd little
nagarines, broadsheets, and little presses flourished, all
the mors abundantly through what the poet and publisher
Kirby Congdon called "the wimeograph revolution". Poetry
aheets, circulating letters and pamphlete, mimeographed or
chasply printed, could be distributed at minimum price, or
glvan avay. Such freedom of choice made excellent inrcads
into the competitive publishing business, with its connec—
tions with the scademir reviewsrs., The amount of postry
incraased, As Denise Levertov wrote in the SEVENTE STREET
ANTHOLOGE: “chey are not writing in competition with each
othar or with posts outside their groups, not pursuing
status”. Kirby Congdon's MAGAZINE, together with INTERIM
BOOKS, which he edited with hia fellow poet, Jay Secin,
exemplifies the essential productivity of the scene.
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Beat Generation writers were part of a wider action, there-
fore, THE CITY LIGHMTS JOURNAL of 1963 still witnessed to
the comtinuity of values from the 1950's Beats into the
1960's, They were anti-academic and anti-establishment,
attacking TIME-LIFE ez well as COLUMBIA/PARTISAR REVIEW,
They were dedicated to "projective” cpen forms and che
perceptual space of reading with a living audience present
and responding, rather than sewaiting the approval of criti-
cel scheools or posterity. Their way of life and their
poetry was not simply literary: 1t gave access to the
discovery of God through visionary experience rather than
church organization, end through beatific states of con-
sciousness of sometimes self-annihilating terror and joy.
They wete deeply concerned with nen=puritsan and non—hourgeois
responses to the family, to the body, to love and to friend=-
ship, They devoted themselwves to living with minimal
accoutrements and were opposed to the characteristic Amer—
ican evaluation of 1life by property and formal educational
achievements. Emerason's tranacendentaliet interest in
oriental philosophy, nature mysticism and the Over Soul,
Thoreau's civil disobedience and gnarchistic pragmetism in
gocial beliefs, and Whitman's sense of the open road, of the
individual having "all to make”, and of the sensyality and
sensuousness of men in contact with the Esrth and each other
in mutual joy—all these had a renewed life in the Eaata

and were reinforced by the use of marijuana as a methed of
reducing ego and relaxing consciousnesas, and,. later, L3D,

as a method of gaining access to states of consciousness
which conventional traiping forbade, Beat anti-authoritaria-
nism, in both literary and social forms, reached in some
people a certain shapeleseneas and dispersal of energy, pas~
aivity am well as saintliness. The Beat mode, while neces=-
sary to break up an urban consumeriat conformity, tended teo
its own stultifying mannerism and comservativism. But the
major poets of the period changed and survived. ({c.f. Allan
Kaplan—review of CITY LIGHTS JOURNAL RO, 1, ed. Lawreace
Ferlinghetti: RULCHUR 12, 1963; Eric Mottras—"A Pig-headed
Father and the New Wood', LONDON MACAZINE, December, 1962).

The changes partly invelved the culture of San Francisco,
Between 1944 and 1960, the Pacific city and its eoviropment
~—including the Berkeley campus of the University of Califor-
nia—becamse a major centre, To the morth, in Seattle, the
painteras Mark Tobey and Morris Graves and the poets Theodore
Roethke and Caroline Kizer formed part of a nucleus with the
ROCKY MOUNTAIN REVIEW and WESTERN REVIEW {Ray B, West was
the organizer behind them), which later merged into CONTACT,
edited from San Francisco {the first number wae dedicated to
William Carlos Williams). T¢ the south, Yvor Winters wrote
and caught at Stanford Univereity, Laewrence Lipton, poet
and representative of dissident radicalism, worked at Venice
Weat, Loe Angeles (his HOLY BARBARIANS, 1959, was the firsg
book to document the tranaition from political commitment to
Bmat proteat). Henty Miller had lived at Big Sur eince 1944.
But the concentration took place in San Francisco itself and




23,

centred in the firat place on three influential poecs: Ken—
neth Rexroth, Kenneth Fatchen and Robert Duncanm, The secend
impetus occurred from about 1944 onwards and included the
Catholic poets, inclined to personalism and mystical states
=—W%William BEverson, later to hecome Brother Antoninus, and
Philip Lamantia. Everson (he left his order in 1973), worked
during hie period in a conscientious objectors' camp with a
group whose Untide Press mimeopraphed protest poetry during
the war., In 1%6B he published his 1934=-1948 poems in THE
RESIDUAL YEARS, and a series of volumes followed—poems of
inventive personal forms and rhythms which record intense
experiences of natural landscepe, marrisge, moral concern
with post=Depression America and crisie of veligious faith.
His centrality can be gauged by his account cof the major
Californian poet Jeffers (ROBINSON JEFFERS, 1968), and by
the fact that he introduvced Bill Butler's first book ALDER
GILCH in 1961. Butler's work appeared in the San Franciace
BEATITUDE MAGAZINE, founded in 1959 bur his own major work
has been written in England-—including THE DISCOVERY OF
AMERICA (1966} and BYRNE'S ATLAS {(1970).

Philip Lemantisa aleo appeared in BEATITUDE—a poet bridging
San Francisco, the Surrealism of VIEW sentioned earlier, and
the resurgence of drug experience for obtaining states and
images beyond daily eontingency: a long romantic poet tradi-
tion (EROTIC POEMS, 1946; NARCOTICA, 1959; EKSTASIS, 1959;
DESTROYED WORKS, 1962; SELECTED POEMS, 1967). One other maga-
rine should be mentioned: George Leite's CIRCLE, published
from Berkeley between 1944 and 1950. Then a third impetus
arrived with the Beat poets in the 1950's, coming mainly from
New Tork. They moved intc a scene which, like Black Mowmtain
College, ineluded painting and music. At the California School
of Pine Art, in San Prancisco, Mark Rothko, Lawrence Calcagno,
Clyfford Still and Richard Diebenkorn worked or taught, and
Sam Francis, Hans Hofmann and Robert Motherswell worked in the
area in the later 1930's asnd the 1940's, In 1955 a statue

of 5t. Francie by the local sculptor Benny Bufane was erected
in Yorth Beach, the main area of Best and artistic activity,
and celebrated in a poem by the local poet, Lawrence Ferlin-
ghetti (Number & in his A CONEY ISLAKD OF THE MIND, 1%93B).
Jazz=and-poetry was a 'natural' for an area in which poetry
releaged itself from the genteel programme:z of rhe academy.

If the 'cool' jazz of Gerry Mulligan and Dave Brubeck associa-
ted with the Bay Area was hardly distinguished, at leaat

great jazz men played at the Black Hawk club which opened in
1757, the year Jagz Workshop opened and the year Rexroth and
Ferlinghetti held the highly popular jazz-and-poetry sessions
at the Cellar, In 1953, Mort Sahl offered his satirical
comedy at the 'hungri i, part of a local discrimipation which
aleo included the listener-sponsored radio station KPFA which
transmitted a high level of literature and music. Public
poatry readings reached the proportions of a major revival
(THE SAN FRANCISCO POETS, ed. David Meltzer, 1971, contains
interviews and poems from some main figures of the area: Rex-—
roth, Everson, Ferlinghetti, Lew Welch, McClure, Richard
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Brautigan).

But it was that third impetus which got the '"renaimsance'
under way. Kerouac arrived in 1948, Ferlinghetti came in
1953 and took over the City Lights bockshop and the publishing
concern associated with CITY LIGHTS MAGAZINE founded by Peter
Marin in 1951 (he hed printed Corse¢, Duncam, Anteninus and
Ferlinghetti). Ginsberg arrived in 1954 and met up with Gary
Snyder in Berkeley in 1955 {Snyder was born in San Francisco
and lived as a boy north of Seattle; at this time he alter-
nated between logging and foreetry in the Northwest and stu-
dying Chineee and Japaneee cultures at Berkeley). Corso fol=-
lowed in 1956. In 1955, Ferlinghetti began his Pocket Poets
series with his own PICTURES FROM THE GONE WORLDN, which was
followed by Rexroth and Patchen. Number &4 was GCipmberg'as BOWL
AND OTHER POEMS (1956), introduced by William Carlos Williame,
a major signal of the quality of the poetry now emerging: it
was, in Rexroth's words, "the confeegion cof faith of a genera-
tion that is going to be running the world in 1965 or 197 55—
if it's still there to be run". Corso's GASOLINE was Number
5, and then ceme volumee by Levertov and Duncan. In 1958,
Dave Haselwood's Auerhahn Press produced its first volume,
Wiener's HOTEL WENTLEY POEMS, ancther major work of the period;
Haselwocd's second volume was Lamantia's EKSTASIS, followed by
McClure's HYMNS TO ST, GERYON and poetry by Jack Spicer, Ed-
ward Marsh, Lev Welch and Philip Whalen. In the NEW YORE TIMES
in 1956, Richard Eberhart registered the awareness of the non-
involved establishment:

"Poetry here hae become a tangible social force, moving
and upifying its audience, releasing the energies of
the audience through the spoken, even shouted, verse,
in a way at present wuique to this region.”

The word epread to the rest of the world, in the first instance,
through EVEEGREEN REVIEW NO. 2 {1957) which carried poems and
articles by Rexroth, Cinsberg, Ferlinghetti, Antoninus, Dun-
can, Henry Miller, S$picer, Snyder, Whalen, Kerouac and McClure.
This “San Franciaco Scene” issue was then backed by the recorded
voices of eight of the poets on an LP entitled "San Francisco
Poets'.,

Many of the Beats had returned tc Wew York by the 1960's and
San Francisco settled for its own rather more local scene. But
the foundatione of a good deal of contemporary American poetry
were secured there in the previcus decade. Bern Porter pub-
lighed Dupcan in 1947 and 1949, and Lemantia's EROTIC POEMS in
1946, Jpnathan Williams began his Jargon Press series with
McClure's PASSAGE {1956). Discovery Press issued Meltzer's
RAGAS {1959), White Rabbitt publisghed Richard Brautigen,
Duncan,‘Levertov, Olson and Spicer, THE ARK magazime printed
practically all the poets in the Eay Ares; and there were

THE KEEDLE {1959), NOMAD, SAN FRANCISCO REVIEW, SEMINA and
many wore. In 1955, Duncan's play, FAUST FOUTU was performed
at the Six Gallery, and in 1962, the Poetry Center at San
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Francisco State College put on Ferlinghetti's THE ALLIGATION.
Between these dates, there were theatre events in sbundance.
Respemse to the new poetry can be judged from the fact that
vher MeClure's THE BLOSSOM was performed at the University

of Wiscomein in 1967, it was closed after one performence by
the Regents. (His PILLOW appeared at the Off-Bowery theatre

in New York in 1961, with plays by LeRoi Jones and Disne Di-
Prima). 1In San Francisco itself, drama, jezz and poetry
continved in spite of pressures from local forces of business,
politics and education and their agents, police and censorship.

To Black Mountain, Lower East Side, New York and San Francisco
scenes must be added the flourishing Chicage culture between
the wars, described in detail in Rextoth's AN AUTOBIOGRAPRICAL
NOVEL, 1966 {(long sections are included in THE REXROTH R.ADER,
1972, ed. Eric Mottram), and the work of Robert Bly and his THE
SIXTIES magazine, with its associated poetry books. Rather
more significant than American posts in the SIXTIES group (the
wmagarine operated from Mimnesota, but contributors came from
the whole country)=—Louis Simpeon, Donald Eall, W.D. Snodgrass,
James Logan, James Wright and James Dickey—were the foreign
poets in translation issued by Bly. Through his enterprise
amd sense of the need, Neruda, Vallejo, Trakl, Benn and some
of the French symbolipts were available largely for the first
time, at least in the Statea. A number of the SIXTIES Ameri—
can poets took up the 'deep image' comcept in order to bypass
trite verbalizations and reach inte nop~verbal aress of ex—
perience and recognition—already practiced by Trakl, Heruda,
etcetera. The better flewering of this effort did not cccur
until the later 1960's: Louis Simpson's AT THE EFD OF THE
ROAD (1964), Dickey's POEMS 1957-1967 (1969) and Bly's THE
LIGHT AROUND THE BODY (1967). The imagic snd lyrical pro~
cedures of these otherwise disparate poets are linked by

vhat Paul Sweig calle “a common resistance to the orthodoxies
of Americen poetry since the Second World War" ('The Ameri-
can Outside', THE MATION, 14 November, 1966}. He quotes Bly:

"rhe fundamental world of poetry...is the inward
world. The poem &xpreases what we are just begin—
ning to think. thoughts we have not yet thought.
The poem must catch these thoughta alive, flexible
and animal-like as they are."

Bly prefers Yves Bonnefoy's “An interior sea lighted by
turning eagles” to Pound’s "petals on a wet black bough"; he
ewphasizes the short poem of perceptions which have the power
of resonance rather than the long poem of accumulated in-
stances and continuities. Each issue of THE SIXTIES containa
an essay relevant to a contempoTary poet and focusing thie
lyricist comcern, and signed by "Crunk". Some of the dis-
criminations are shrewd; the more sbrazive and less valuable
form of this criticiem thrashes around in Dickey's THE SUS~
PECT IN POETRY (1964). Bly's recent work bas modified his
1960's position. THE TEETH-MOTHER NAXKED AT LAST (City Lights

Pocket Poets 26, 1970) is a long poem against the condition
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of the Southeast Asian war, read throughout the country by the
Americen Writerse Against the Vietnam War {founded by Bly and
David Ray in 1966); its form im nearer early Perlinghetti

and BOWL than the SIXTIES poets. His eesay, 'Locking for
Dragon Smoke' (THE SEVENTIES, No. 1, Spring, 1972), is a

fine piece of poetica, comcerning "the leap AWAY from the
unconscious, not TOWARD it" in poetry of the Chriatisnized
West, and the possibilities of recovering "comscious peychic
substance".

The cnly innovation of any strength, since the 1950's, which
has urged itself into the lives of any majority as the Bears
did, is focused in Richard Goldstein's THE POGETRY OF ROCK
{1969), which includes lyrica by Tuli Kupferberg (of BIRTH
magazine and the Fugs pop—group), Tim Hardin, the Doors and
Bob Dylam. Dylan trapeformed the egentimental traditions

of lyrice on diec with an outstanding range of songs, from
simply and fairly conventiomal blues love lyrics to the com-
plex, multi-referential use of social comment and "deep image"
in 'Bob Dylan's 115th Dream' and 'The Gates of Eden” (BOB
DYLAN SONG BOOK, 1966), and 'Visione of Joanna' (BLONDE ON
BLONDE, 1966). Bob Dylan, as the citation for his Princeton
hotwourary doctor of music degree atated:

"based his technique in the arts of the common people
of our past and tore his appeals for human compassion
from the experience of the dispoasessed, His music
remains the authentic expression of the diaturbed and
concerned conscience of young America" (TIME, 22 June
1970)

Since Dylan and the West Coast rock groups of the Sixties,
there hag been little development in this field apart from
the extraordinary lyrice of Captain Beefheart, of a vitality
and risk vhich make a good deal of our poetry seem tame and
dull. Rock became big busineas and went into & trough of
imitation and cheap thrills; poetry has never been business
but has been just as oppressed by government agencies as the
rock artists and their festivals, A good example of the
post-Beat generation of poets forced umderground by the hos-
tile illiteracy of the great cities is the writers and little
nagazines associated with D.A, Levy in Cleveland. Poetry was
central to the Civil Rights atruggle in the 1960"s. When
Levy was arrested on spurious charges, a letter to a Cleveland
newspaper said: "Levy is alleged to have read poetry to juve-
niles. That being the case, the police have the Tight to
arrest him," In an editorial for his MARY JANE QUARTERLY
{Vol, 2, Ro. 1, 1966~ather issuee ware entitled THE MARRAR-
WANNAH QUARTERLY and other varients), Levy wrote: "Clevelasnd
died in 1930 / died so quickly & quietly that no one seemed
to notice." He decided to challenge inertia by moving out
from "Cleveland's primitive west side" and in February 1963
began to publish poetry in extremely cheap but finely pro—
duced emall editionse—at first knowm poets like Carol Bergé,
4llan ¥atzman, John Keys and Ed Sanders (with Edwin Morgan
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and Dom Sylvester Houfdard from Britain}, and later hia owm
work and that of local writers: Douglas Blazek, Kent Taylor,
etcetera., James Lowell's Asphodel Eookshop provided an impor—
tant salesr and publicity outlet in Clevaland. The city es-
calated its hostility to both Levy and Lowell, both of whom
finally needed "tribute’ volumes to defray expenses of court
procedures against them, The cause of free literature became
everywhere a common necessity in the States in the period.
Levy, born in 1942, founded the Renegade and 7 Flowers Presaes,
publighed three Jnurnals and a mass of cther poets' work, and
aleo found time to compose and read himself. He was nrrested
twice in 1967 on obscenity charges and was subjected to end=-
legs police harassment. According to an interview published
that year, he had planned to leave Clevelend in despair. As
it turned out, he burned his poetry, sat im his apartment with
a rifle, visited friende he had net seen in years, and finally
cotmi tted puicide on 24 November, 1968, As one columnist in

a local paper observed: "D.A, Levy waa a threat to no one
except those who are afraid of the truth.” ('D.A. Levy:
Cleveland's Survival Artist', Eric Mottram, TEE SERIF, Daccnr
ber, 1971). He had cnme to bellevt that the country was "'pro-
Erammed to fall apart”, and that state of the nation reaches
into his poems, many of which contemplate the poasibility of
suicide a3 the accurate response to the 1960'a, Exile or
outlewry were the only other alternatives and part of a long
American tradition. Levy's THE NORTH AMERICAN BOOK OF THE
DEAD (1966) and SURBURBAN MOMASTERY DEATH POEM (1%68) are

to the 1960's what Ginsberg's HOWL wae to the 1950's: docu—
ments of witness to cultural deterioration. This poetry is
created within the disaater aresa and searches for some kind

of viable private life to retrieve from public catastropbe.
Levy worked in a wide variety of forms, including visual poems,
but his most powerful poems are low-toned, direct and use
prn;ect1v¢ forme. His Buddhism is characteristie of his gener-
ation of poets investigating slternatives to the historic des-
tructivenees of the official Christian state. So that his
poetry stands in direct telationship to Snyder and the Beats,
to later leaders like Timothy Leary, and to the ecolngtcal
investigations in Faul Ehepard and Daniel McKinley'a THE
SUBVERSIVE SCIERCE (1969) in which Lynn White subatantiates
his claim that "Christianity made it possiblie to exploit na-
ture in &4 mood of indifference to the feelings of natural
objects”, Levy stood between Ed Senders' “amer-egyptian
undergrnund“ (it ie Levy's phrase} and the Cleveland poet's
fellow American writer (George Dowder, who works in Britaio and
whose best work, BENEW JERUSALEM (1970}, has Sanders’ ener-

gy end the sad indictment of the Weet exemplified in America
which is characteristic of Cleveland's Renegade Prees poets).

Vi

The effort to resist pessimism by having a visicn of a viable
human city and a human universe repeatedly gaina resource in
William Blake, central to Duncan and Olson, and the inspiring
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voice which Ginsberg heard one day in Harlem, But for Gins-
berg inspiration not only came through Blake's voice snd the
long-breathed linee of his Prophetic Books, but through an
essential sepse of the poet as vigionary bard. That concept
of the poet atill gsina power in the States: it is there in
Duncan, in Senders, in Snyder and Kelly, and in the inherent
policies of Clayton Eshlewan's magazine CATERPILLAR (1967-73).
Gingberg has always been aware of his messianism end deli-
berately checks it in a number of poems. The needa of reais-
tance to the official America of the Tke, Kennedy, Johnaon,
Nixcn era created hiwm as leader, as much as hig early Beat
work. He has had to come to terms with his public function
ag & poetic ahaman for a cultural acene roughly known as the
Movement, a scene which found ite counterpart throughout the
world., Wherever resistance to entrenched power blazed, Gine-
berg's poetry became thersfore internationslly knosm and his
physicel presence internationally felt in the period. Hia
meagsure i3 frequently a large inclusive line, reaching some-
times paragraphic proporticns, a major inventive rhetoric of
the time, and eminently suited to declamation. It incorpor-
ated Melville's sentence structure (especially in PIERRE),
Hebraic scripture, Blake's long lines, and Whitman'e chants,
At the core of Ginsberg's work, poetry for public persuasion
developed a new set of forms, The simple and exhilarating
lament and excoriatior of 'Howl' exemplified and partly crea-
ted the Beat ethos of the 1950's, wich its strategic awoi-
dance of complex information, ite passive protest and its
descent into coneciousness explored to the point of halluci-
nation and madness, 8 Tesponae to and counterpart of the atate
of America. But the inspiration of Artaud and the concept

of the 'podte maudit' receded im Ginsberg's work as it became
increasingly political, The elliptical imagery of Hart Crane,
which provided a vertical take=-off for emotion within the
linear expansiveness of 'Howl', was curtailed and often dis-
carded by 1968 and the poems in PLANET WEWS, He retained his
ewinging, improvisatory paragraphs—learned partly from Fero-
uac’'s prose of the early 1950's {c.f. "The Art of Poetry VIIT',
PARIS REVIEW 37, Spring, 1966). He outgrew Beat publicity
and became a major transmitter of the American anarchist tra-—
dition, His poetic aim ie two-fold: first, to create a
counter-magic of language against the black magic of the
gtate’s electronic commnications networks (TV and neon ad=-
vertising of comsumer capitaliem and the metheds of the
Washington-Pentagon-high finance corporations ageinat the
American pecple)}—1iike Norman Mailer, Ginsberg iz a super—
patrict; and eecond, to provide examples of the expansion and
regeneration of mutual conaciousness, the sense of touch and
“adhesiveness” which he inherits from Whitman, and that pose-
gible mense of unity across the huge landapace and centripetal
forces of America—the gradeur of the epic impulse in THE
FALL OF AMERICA: POEMS OF THESE STATES 1965-1%71 {City Lights
Pocket Poets 30, 1972},

'Kaddish™ (1961), described his response to the manic break-
down of his mother under the pressures of being a socialist
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emigrant in the 1930's; she becomes the type of human being
aacrificed to ideclogical catastrophe in this century. In
"Wichita Vortex Sutra', eand 'Television Was a Baby Crawling
Toward the Death Chasmber' (PLANET REWS), the poet is himself
at the centre of the American vortex which threatens wvisiom
with madneas, These lomg paseionate poems project dense
visionary counter-information againet the System in order to
stit Teaders and hearers towerds revolutionary change. Their
forms are "directed meditations' which move from printed page
into public performance. When they become flaccid, as in
"Hew York to San Fran' (AIRPLANE DREAMS, 1968), and parts of
‘Ankor War' (1968), it is due to excemsive repetitions of
states of vulnerability snd anxiety snd to blasts at obvious
political targets—altheugh, to be fair, Ginsberg does c.ll
gome of these works "compositione from jourmals". In 1967,
he produced 'Wales Visitation'!, a wonderful and meticulously
detailed description of humsn oneness with the Earth, a basis
which he has zlways needed, from which to move out into the
urban and the politfcal. The poem projects a field of physi-
cal "earth relstions”—"one solemn wave' or mandala of ecata-
tic ecological wonder at the particulars of landscape, which
the poet is still able to make even in this dissstrous time.
It is his "Divine Poem on the physical world" (e.f. ALLEN
GINSEERG IN THE SIXTIES, Eric Mottrem, 1972).

Ginaberg shares this feeling for landscape nature, and its
ethical necewsitiea for men with Gary Snyder. They also share
useges of Buddhist and other Asian religious and mythical
writings and devotiomal practices (in particular the modes of
tantric art and the santra in Ginsberg and Zen forma in Soyder).
This is in itself an American comnstant at least from Emersom
and Thoreau onwards, part of the transcendental mode of phi-
losophy and poetic actions since the nineteenth century roman-
tics. Those poems vhich are gradually forming the cpen-ended
MOUNTAINE AND RIVERS series (eix sections were published to-
gether in 1965 snd othere have appeared in magazines), eape~
cially indicate Snyder's cemtrality in the 1960%'s: his usage
of linguietic analyeis, his enquiry into the relevance of
world myths, his use of the page as a fleld for the action of
an experience both eensuwous snd erudite (e.g., 'Lockout’s
Journal’, EARTH HOUSE HBOLD, 196%), His strength lies in
balancing a sense of labour as & means to live, as well ss

a human action in itself, and meditatiom om the human condi-
tion, and in maintaining a light tension between "discipline
of self-restraint" and "discipline of follewing desire”, "a
caraful balance of free action and sense of where cultural
taboos lay". He, too, uses Blake: "if the doors of percep-
tion were cleansed, everything would sppear to men &8 it iws,
infinite", His own cleansing of perception takee place within
the disciplines of Buddhism and the severely beautiful land-
wcepe of porthwestern Americe, between solitary meditatiom

and a fimely articulated pattern of love and friendahip. He
is constantly aware of Robinson Jeffers' example of misan-
thropic retreat into the Pacific seaboard ecology, and moves
avay from the city towards the open air with a sense of non-




attachment to objects snd with telief for its offer of re-
lative freedom (A RANGE OF PCEMS, 1966, and BEGAFDING WAVE,
1970). Snyder's public readings developed esomething of the
leadership following that Ginsberg had esrlier and thie was
partly due to his highly topical incorporation of both Asian
Indian and Japanese procedures and myths with the tribal
jnheritance of North Americap Indians {c.f. 'Passage to More
Than India' and 'Poetry and the Primitive' in EARTH H(WJ/SE HOLD,
and 'Now, India', CATERPILLAR, 1972).

The netural landscape, the c¢ity and the world map ia the field
of exploration for the major American poets of the 136CTe as
they move mcrogs large spaces and through violent cities,
aware of their nation's predatory extenaione abroad and into
cosmic mpace, and trying to maintain etill that old sense of
America B8 & hub of world infermation {continuous since the
1840'8), &nd the place where humanity always hae a further
chance. This diagrammatic easay attempts to mep some of this
scene with some of its poets. By wey of tentative conclusion,
it etill needs brief accounts of a few more poets—their range
bears ironic witness to the extracrdinary health of literary
culture within & disastrous social and political period.

Faul Blackburn's poems in THE CITIES {1967), IN.OK.OR ABOUT
THE PREMISES (1968) and EARLY SELECTED ¥ MAS (1972), project
the New York experience with a control of cadence and rhythm
unique in contemporary poetry, combining sardonic criticism
of his time with a gentle passion for love and friendship in
structuras of deceptively lightly-held technique, Philip
Whalen's skills are even less exhibitionistic; he uses tan—
tric and calligraphic forms, and highly developed projective
verse structures, articulating hia belief that "art does

not seek to describe but to enact''. His poema act out sn
exhilarating but wary and non-ideological stream of intel-
ligence and receptivity to ideas and environments, making "a
continuous febric (perve movies)" of "total attentiom &nd
pleasure” (preface to EVERY DAY, 1965), “a picture graph of
a mind moving, which ie & world body being here and now which
is history...and you" (MEMOIRS OF AN INTERGLACIAL AGE, 1960;
his collected poems is ON BEAR'S HEAD, 1%69}. Jonathen Wil-
liams also moves between landscape and city, and with a
technique and wit unique in American poetry. Hias selected
poems, AN EAR IN BARTRAM'S TREE {1969), shows his range—
from what he terms "the garrulous landscape nature that
feeds on Brucknerian lengthe" to "the exactly comtrary na-
ture that yearns to be as laconic as Webern or g pebble'.
Bis drastic political humour ("Lawless Wallace Uber Alles f
all ses, alak, / no aree— / nic, no / lace, / a8 well as no /
solace”; LULLABIES TWISTERS GIBBERS DRAGS, 1963) ie aimed
at the apmihilation of anyone and anything which has no res-
pect for ecology or privacy or vigionary experience, the pri=
mary values which he dramatizes in, for example, "Emblems
for the Little Dells and Nooks, and Corners of Paradise” and
a nuwber of poems infused with Biake, Samuel Paleer, Henry
Vavghan and the Appalachian and English landscapes he knows
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Ferlinghetti's poetry has deepened in tone since hie 1950's
San Francisco Beat days; the light ironical style of his 1955
and 1958 volumes darkened. His vision remained anarchist

and undogmatic in its cutrage at political and aocial victi-
mizacion, but "The Third World' (EL CORNU EMPLUMADO 2%, 1969)
and THE SECRET MEANING OF THINGS (1969) have coneiderably lees
gaiety=—the work of a poet who can barely hope that there may
be "time in some later reincarmation / to lie down in silence,
without cumning" and for whom "every day the news gets more
aurreal” in its abject contingencies, Ferlinghetti retains
his dey humour within satirical response, a cool absence of
bitterness and a cutting edge in hie resistance to resigna-
tion, A more painfully personal involvement ie the action

of John Wieners, America's foremoet poet of the exposed and
utterly vulnerable life, a true 'podte maudit' as Gineberg
called him in 1960 after the publicarion of THE HOTEL WERTLEX
POEMS (1958). ACE OF PENTACLES (1964) and NRRVES (1970),
show how he has developed his abiliey to dramatisze city pres-
gures on the human body overcome with desire for love and
desperately taking refuge in dreams and drugs. The pathoe of
his autobiographical witness is formed inside a highly ekillful
lyric prosody which relates to both Blackburn and Jonathan
Williams, A more extroverted poet is Robert Kelly; his poetry
yearns to digeet any and every kind of intellectual and emo-
tional experience, He ptobably tries for a too rapid trams-
ference of his appetite and enthusiasm to verse forms, but

his recent work is central to the period in ite inclusion of

a wide range of etymological Tesearch and conaiderable usage
of alchemy studies and the nature of the oceult which rein-
force his use of mythology and the surreal image (SONGS I-XXX,
1968; THEE COMMON SHORE, 1969; KALI YUGA, 1970).

A far more emotionally committed and risk-taking poet is Ed
Sanders, an unclaesifiable and powerful figure of the 1960's
and in many ways typical of the bardic artist to whom Ameri-
can audiences responded, as they did to Ginsberg and Dylan.
As organizer of the Fugs pop=group, he bridged the protest
lytic of Bob Dylan and the sardonic humour of the black humo-
riste of the period (THE FUGS SONG BOOK, 1967), and the group
also set to music two of Blake's songs, POEM FROM JAIL (1963)
is the meditational protest of a scholar, poet and ‘peace
freak' jailed for hie pacifist assault on & nuclear submarine
—3 double action which forms his "“ctotal assault on the cul-
ture". Sanders' best poems have an astonishingly direct sen—
guality in forme which combine classical myth and the langu-
age of the Lower East Side {partly invented by the poet hioe—
self). PEACE EYE (1965) uses some of the main poetics of

the 1960's but emerges as an entirely individual expression
of anarchiat rejection of the disastrous American status que
by insisting on the nakedness of the human body and ita vital
sensuality ino a sun-centred cosmoz. 'Song of the Eye-Heart-
Mind' fuses the “clear Evye" of poets like Zukofsky and Williams,
the clear, crystal light which penetrates the CANTOS, the Eye
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of Horus, which Sanders interprets as the Peace Eye (c.f,
TECHNRICIANS OF THE SACRED, p. 461), and the Emersonian eye
of human penetration inte the coswoa., In social terms, it
is sn &11-out attack on hatred and divorced union. Sanders
wag instrumental in forming thea Yippie movement of the later
196078 and recantly exposed the nature of Americap culture
through the case of Charles Manson (THE FAMILY, 1972).

V1l

But no black poet could have afforded such language and re-
ference if he wished to reach hie people in this period.
Their spokesmen were Malculm X and Stokeley Carmichael ra-
ther than the intellectual poet, the rock descendants of

the bluee singers and Tamla Motown rather than black protest
theatre in Off=Broadway playhouses. The problem for the
black poet lies between M.B, Tolson and LeRoi Jones. In an
interview of 1965, Tolson claimed his right to be both black
and complex:

"] am no soothsayer talking to Virgil's dark Aeneas,
before his deacent intc the lower world of the black
ghetto...I, as a black poet, have absorbed the Great
Ideas of the Great White World, and have interpreted
them in the melting=pot idiom of my people. My roota
are in Africa, Europe, and America...My catholicity of
taste and interest takes in the Charleston and the
ballet, Mr. Jelly Roll and Stravinsky, the Congolese
sculptor and Phidias, the ecop and the Classicise.”
(AMGER AND BEYOND, ed. Herbert Hill, 1966)

But it is a fact that most Americamns and certainly most black
Americans do not have access to that tange of cultural re-
sources. Specifically 'black' poetry necessarily includes
built=in reactions for that particular condition of black
Americans which condemns them to second-class citizenship.
Poetry written out of the 350 years of the main American Civil
conflict is bound to reflect what Bob Dylan calls "philosophic
disgrace” as well as the stereotypes of "let my people go".
and the passionate assault on any suggestion of imitating
white American cultural attitudes. Conflict poeryy has to

be an instrument in the immediate cause of liberatiom, to

tell it all exactly aw it is, to change conscioueness from
resignation to action, It is pointless to judge such poetry
in any other way. The exception wouid be poetry containing

a complexity of material and controls of form mot designed

for immediate rhetorical consumption or weaponTy against
ghetto living and Chrigtian capitalist hypocrisy, As Charles
E. Silberman put it im 1964: "part of the price of being a
Negro in America is a degree of parancia" {CRISIS IN BLACK
AND WHITE)}.

No black poetry approached the power of Malcolm 2's autobio-
graphy, end yet any black poet who wished to escape the
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'Negro' label might well have risked missing the point of his
life. LeRai Jomes had been a good poet within the poetics
and concerns of the 1950's, skillfully putting acrose felt
criticiem of white gsociety's limitations and editing one of
the maet significant poetry magazines of the period, YUGEN,
from 1957. The later development of his poerry, plays and
social action, recorded in HOME (1968), moved him towards
increased political involvement and a revolutiomarily des-
tructive literary aim: "the role of the black artiset in
Americy ig to help the destruction of Amarica an it now
exista. Tf what he does—whether it's polemical or lyrical
or however it functiona—if it contributes to that destruetion
it is beauvtiful". It is the black equivalent of John Cage's
forward to A YEAR FROM MONDAY: "our proper work now if we
love mankind and the world we live in ia revolution", Jones'
THE DEAD LECTURER (1965) drematizes distress and desperate
irony as a prelimipary to nop-poetic action} the poems move
from self-hatred, hysteria, the hypoeriay of art in the soci-
ety of "usura' and the injustice of corrupt Hollywood images
of the Negroc ('A Poem for Willie Beat'), to the need to go
beyond self-sacrifice ("Bhythm & Blues', dedicated to Robert
Wiliiame, the revolutionary black leader), and the struggle
for 2 black identity. The shift to vengeance {'Short Speech
to My Friend') concludes in the zlchemy of a transformatiom
into true blackness, "Black Dada Nihilismus', the poetic
equivalent tc Jones' plays, DUTCHMAN and THE SLAVE (1964).
The poet st stop substituting for the dead white lecturer
of his Greenwich Village recent past, and take the Dada tra-
ditien into action for black liberation. His next work was
polemical from within the citadel of "black is beautiful"” and
the meming of those words spoken by the black hero of THE
SLAVE: '"no soclal protest—right in the act!™

The poemws of & first-rate black poet of the next generatiom,
like, for example, those of David Henderson, are more relaxed
and confident, even exuberant, within their free forms, black
Aperican language, mnd social conscicusness. Henderson'e

'Sa We Went to Harlem', "Eoston Rosd Blues' and 'They Are
Killing All the Young Men' (FELIX OF THE SILENT FOREST, 1967},
represent the kind of achievement placing black American poetry
beyond the immediscies and instrumentality of propaganda (see
alsc Henderson's DE MAYOR OF HARLEM, 1970, and two anthologies,
BLACK FIRE, ed, Larry Neal, 1968, and THE NEW BLACK POETRY, ed.
Clarence Major, 1969).

BARLEM GALLERY: BOOK 1, THE CURATOR (1965), the first part of
a long work in progress, by Melvin Beaunoria Tolson, is out-
atanding and excepticnal in black poetry. Tolson is a vete=-
ran of black literature ('Dark Symphomy' dates from 1944 and
part of 'Libretto for the Republic of Liberia®, 1953), was a
comni ssion received as poet laureate of Liberia in 1947): he
writes within the tradition of multiple reference and complex
structures aseociated with Pound and Eliot, and the tight
movement of telescoped metaphors and parataxis found in Hart
Crane. But his argument in HARLEM GALLERY is clear: the na-



ture of Negro art in a white culture, "a people's New World
Odyssey from chattel to Esquire!” Big wit, anaiysis and
sensuousness build towards a major criticism of racial cul-
tures. Tolsen has the courage and confidence to plece hime
self within his own poetic and social structure as a posai-
ble 'Judas' who needs white and European cultures as much

as he needs and understands the need to re-invent black
America. Few of the poeta in NEW NEGRD POETS: USA (1965,
ed. Langston Hughes} reach either the heartfelt anxieties

of LePoi Jones or the complexity of Tolson, They are mostly
toe well-mannered and conventionally black, insufficiently
complex and ipventive, to cerry bleck power into poetry. The
exceptions are A,B. Spellman, Ted Joans, J.C. Oden, and Jomes
himself. The political snd emotional strenpgths of African
poetry in English, or the work of Aimée Césaire, or blues
lyrics, is hardly present. For that we turn to later work,
Jones was right in '"The Myth of a Hegro Literature' (HOME):
Ythere has never been an equivalent to Duke Ellingten or
Louis Armstrong in Negro writing; even the best of contem—
porary literature written by Kegroes carnot yel compare to
the fantastic beauty of Charlie Parker's music". But things
were changing. Calvin Hernton's 'The Coming of Chronos to
the House of Nightaong™ (1964} showed the way towards a
poetry “practically and magically involved in collective ef-
forta to trigger real social change"” in the tradition of
"freedom fighters like the writer Ahmed Baba of Timbuktu, in
the fourth century" and "ugenga (native medicine)...the means
to the structure of black congciocusness” (Clarence Major's
introduction tc THE NEW BLACK POETBY). 1In music, the para-
1llels for black energy were John Coltrane, Sun Ra, Gecil
Tayler and Pharoah Sanders in jazz and Bay Charles and James
Brown in rock. In revolutionary poetry the example was the
work of South American and Caribbesn poets—Guillen, Castille,
Cardenal, Vallejo. Ways in which these examples might be
used can be read in the work of Len Chandler, Sam Cornish,
Al Young, Tom Weatherly, Ishmsel Reed and Wicki Giovanni,
Their kinds of technical skill anod revolutiomary verve is
collected in Neal's major book of "Afro-American writing”
“aimed at the destruction aof the double—consciousness” and
the "consolidating of the Afro—American consciousness" re-
ther than the formetion of a protest poetry. The collection
reflects an inward turning of black Americans towards an
examination of the possibilities of & culture which has sur-
vived slavery and ghetto and of the need for the poet to be
a leader of liberation. The function of the poet in twentieth
century totalitarian societies is to be part of the movement
to regtore the poseibilities of personal and commmal life
against the needs of the reductive and authoritarian, The
record of American poete in this survey—both black and white
—ia honourable, both in inventive form and in imaginative
resistance to the consumer-gpectator society.




These ncies may be of aome bibliographical interest to
the newcomer, They are not intended for the cléhand.

Roger Cuedalla
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ROBERT DUNCAN

Fobert Duncep wag born in Oakland, California im 1919, After
a brief spell in college he left and went to New York in the
late 1930's. TDuring the yeara 1940-41 he co—edited EXPERI-
MENTAL REVIFW with Sanders Russell and published the work of
Lewrence Durrell, Henry Miller, Anats Nin and Kenneth Patchen,
among others. At the end of the war he returned te Califor-
nia and went to live in San Francisco where he still lives.

1t was at this time that he becaeme asasociated with William
Eversan, Philip Lamantia, Kenneth Rexroth and Jack Spicer.

Between 1947 and 1950 he studied mediaseval and renaiseacce
history under Professor Ernst Kantorowicz at the University
of California at Berkeley and published his firat books:
HEAVENLY CITY, EARTHLY CITY {Bern Porter, Berkeley, 1%47;
POEMS 1948-194% (Berkeley Miscellany Editions, 1949); and
MEDIAEVAL SCENES (Centaur, San Francisco, 1950). During
this decade he alsc began ta publish in a wide range of
poetry journala—the bast knesmn being ORIGIN—including

THE ARK, CIRCLE, POETRY, GUARTERLY REVIEW OF LITERATURE,
TIGER'S EYE, PACIFIC SPECTATOR, and THE OCCIDENT, His work
8lso appeared in the FABER BOOE OF MODERN VERSE (ed. W.H.
Auden) and THE NEW AMERICAN POETEY {ed. Donald Allen). He
has remained a highly prolific poet and prose writer and
continues to publisk in & very large number of postry jour—
nals.

In the 1950's he began his association with Charles Olson and
Robert Creeley and Black Mountain College where he taught

in 1956. During this decade his publications imcluded: FRAG-
MENTS OF A DISORDERD DEVOTION (privately published in an
edicion of fifty coplea, December 1952; reprinted Gnomon Prese,
San Francisco, 1966); SONGC OF THE BOARDERGUARD (Black Moun-—
tain College, 1952); PAUST FOUTU; AN ENTERTAINMEKT IN & ACTS
{Black Mountsin Ccllege, 1955); CAERSAR'S GATE (Diwera Press,
Mallorca, 1955; reprinted 5and Dollar, Berkeley, 1972, with
additioms FOETIC DISTURBANCES and APPEARANCES); LETTERS:
POEMS 1953-1956 (Jargon, Highlands, N.C., 1958); and SELEC-
TED POEMS: 1942-1950 (City Lights, San Francisce, 195%9).

Of thie period, he himself has said:

"I have been involved, since the book LETTERS, begun
in 1953, in the imagination of what MAN is—in the
CREATIVE Imagination of what Man ia, that is, in
making up what Man is ag well ag making out what Man
is, a creation in which I work with whatever lovre of
Man I can find, with poetic myth, with the lore of
the English language, with versiona upon versioms of
what ocur history has been, with anthropological specu-
lationm, both rationalizing and phantastic, with bio-—
logical sciences of our species. Where othera strive
to bring "primitive' man or pre-literate or pre-
industrial man into our Western comsciouaness to re—
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form and enlarge that consciousness, I would trams-
late what I am—a creature through and through of
European tribal mysteries and miseries, i.e,,
Judaeo—Christian, Hellenistic Graeco-Roman, Celto-
Iberian=Cermanic weave—into the language nf the
species Man,"

This process continued into the next decade in such books
as: THE QPENINKG OF THE FIELD (Grove Press, 1960); WRITING
WRITING (Sum Books, Albuquerque, 1964); AS TESTIMONY (White
Rabbit Press, San Francisco, 1964; reprinted 1966); ROOTS
AND BRANCHES (Scribners, 1964); THE SWEETNESS AND GREATHESSE
OF DANTE'S DIVINE COMEDY (Cpen Space, S5an Franciece, 1965);
SIX PROSE PIECES (The Perishakle Press, Horah, Wiscoosin,
1965); THE BOOK OF RESEMELANCES: POEMS 1949-1953 (Henry
Wenning, New Haven, 1966); THE YEARS AS CATCHES: FPOEMS
1939-1946 (Cyez, Barkeley, 1966); OF THE WAR: PASSAGES
22-27 {(Oyez, Berkeley, 1966); THE CAT AND THE BLACKBIRD
{White Rabbit Press, San Francisco, 1967); EPILOGOS {Black
Sparrow Press, Los Angeles, 1967); CHRISTMAS PRESENT,
CHRISTHAS FRESENCE {(Black Sparrow Fress, Loe Angeles, 1967);
NAMES OF PEOPLE (Black Sparrow Press, Los Angeles, 1968);
THE FIRST DLCADRE: SELECTED 1940=1950 (Fulcrum Press,
London, 1968); DCRIVATLIONS: SELECTED POEMS 1950-1%56
(Fulcrum Press, London, 1968); BENDING THE BOW (New Direc~
tions, 196B); and THE TRUTH AND LIFE OF MYTH (The Housge of
Baoks, Hew York, 1968; reprinted Sumac Preas, Fremont,
Michigan, 1972}.

In the last few yeats he has published: TRIBUNALS: FPASSAGES
31-35 (Black Sparrow Prese, Los Angeles, 1970); POETIC DIS~-
TURBANCES (Maya Press, Berkeley, 1970; now included in the
1972 Sand Dollar reprint of CAESAR'S GATE); THE H.D, BOOK,
PART I: BEGININGS (Black Sparrow Fress, Loe Angeles, 1971);
and RGBERT DUNCAN: AN INTERVIEW {Coach House Preas, Torooto,
1971).

This is probably not a complete bibliography of books but
besides indicating the preat quantity of his work it does,

1 believe, include almost all his books. Fortunately for
British readers, the main collections have now been published
over here. They are: TEE FIRST DECADE: SELECTED POEMS
1940=1950, and DERIVATI(MS: SELECTED POEMS 1950-1956 (both
published by the Fulcrum Press), and THE OPENING OF THE
FIELD, ROOTS AND BRARCHES (Poems 1559-1%63), and BENDING

THE BOW (Poems 1963-1967), published by Jonathan Cape.

The POETRY MAGAZINE AUDIT (Vol. IV, No. 3, Buffalo, New
York, 1967), waa devoted entitely to Duncan's work and
includes A PLAY WITH MASKS and his correspondence with Robin
Blaser over the latter's translatione of Gérard de Nerval's
LES CHIMERES,

Recent work has appeared in POETRY REVIEW (Vol. 62, No, 3,
Autumn, 1971, and Vol. 63, No. 3, Autumm, 1972). Taken
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together the poems published in these two issuves consti-
tute the complete set of POEMS FROM THE MARGINS OF THOM
GUNN'S MOLY which had previcusly only appeared in a
limited editiem in 1972 in the suthor's typescripr.

It would be neither poesibla nor appropriate to attempt

a8 aummation of Duncan's work in a neat phrase or two, It
is a continvcus life's work which, like PATERSON, A&, THE
CANTDS or THE MAXIMUS POEMS demande to be read as a total
proceas. In this process in which the form of each poem
ie an event, "Al11 felt things are / permitted to speak”, so
that in the crisis of truth and permission there is "a joy
in the strength poetry works in uvs to carry the man in his
work bevond the bounds of truth and permission intec the
autonomous life of the poem~=the music ¢f a consonance
beyond our knowledge of consenance.”
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The Feast PASSAGES 34

Tha butcher had prepared the leg of the laosh
"ite only mouth being spirit" we prepsred richly
clothing its flaver in a coat of many colours

to } cop Dijon mustard

add 1 ths Kikkomsn soy
1 tis Pickapeppa ssuce {Jamaica) wmade from tomatoes onions sugarcans vinagsr
sangoes raisins tmmarinds

mainly that it be Jdark sand redolent of ramarind
but the true wessure is hidden in the fingers' feel for the caste of it

and garlic

rOEEMATY ground in the mortar
salt, pepper wnd drops of oil workt inte the emulsicon...

We heve compe to the Festivities!

The Tecipe mppears
between fond thought
and devout actualities at this rable

we play the bost, the guescas

gather round

pleasures pf the household, the fine
burnt smell of tha meat pleaaing to the postrila  yec

This house is not Jahweh's carrota, celery, onions, guechinl  cookt with yogurt
in the meat's company

for Cain's sacrifice iz likewiza
sacfofying

The sumlth...the single moat important craftsmm
for the Bedouin ritually impure excluded from lotermarrisge and eating in the compeny

blacksmiths & pariah caste only the gods protect thea...
Cain, tribal father of che smith and the musician wich his zitherz,
patzeca of bards, foumder of cities...

Waavers, pottars and carpenters appear to be tribal forsigners...
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The Bethlehem Stasl Company now ln the place of the Moravian smithy at Bethlehen...

this turmoil of pecplsa in the place where the City waa!

wilk of the mother, w»eed of the father cream, barley and wheatgerm
Carl Sauer In LAND AND LIFE: "We have neplected the natural history of man"

"Inetiturione and outlooke have their origin in time and place;
they spread from one group to ancther™

W .origins, derivations and survival ... the besic detarminations™

Pye know even the Logos" —tsking meaning snd sound in our language as Eia

attributes— "only a4 a term in culture hiatory"
in the Orphic rite: the suckling lamk or kid

in the dream {though I was awake cor my mind
wat wimdering for & moment) it came

it anothet spelling:
is

in the cauldrom of regenerations: fallen
feeding on milk as though we wers born again

on THIS side Han's fortunate feast,

Harvent of his growing Mastery ovet his Nature

"intiphonal to thix .., the revenge of an cutraged nature on mam"

The shit of the sheap doss Dot Tedeem the shifting sands the stript rock surfaces
wastes left after ancient over-graring devourd lendscapes

“Lapse of tima haw brought no repeir” tha dirty streams
The hoste have gone dowm to the edge of the sen,
Tioe han swept their tents sway.-

Tha air we bresthe grows dark with the dabris of burning fate
and depse with animel smoke. Al day




43.

exhaunts pour forth into the slues of night their centuries,
the black so0il scums the putrid bay,

the light ia mcrid to our &yes, and all the old runes
thicker in cur ninds—

Ce stipks to Heaven from the dumps of Sleep.

And where her children dream of Chaos come agnin,

mdaing the knots and twiats of Han we Toast the Lawh,
Flegh a1z we are flesh burgundy wine ag our blood is wine
the red glow in the ctystcal the fire in the depth of her
remembaring

hunger taking over the taste of things
the sun"a raye curdle in the pot
ax in tha first 2ays
the kid or lamb  see¢thed in the wother's milk

tha thirst in the desert the hot meat

ready 1o our need for it.

{The Feast PASSAGES 34, TRIBUNALS, PASSAGES 31-35, by
Robert Duncan, Black Sparrow Press, Los Angeles, 1970)
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ACHILLES

I do oot know more than the sea tells e,

told me long ago, or I overheard her
telling distant roar upon the sands,

waves of meaping in the cradle of whoae
sounding and resounding power I
slept. Manchild, she sang,

or was it a storm uplifting the night
into a moving wall in which

I was carried as if a mothering nest had
been made in dread,

the wave of a life darker than my
life before me sped, and I,

larger than I wam, growm dark as
the ghorelese depth,

arpse from myself shaking the laat
light of the Sun

from me. Manchild, she said:

Come back to the ahorea of what you are.
Come back to the crumbling shores,
All night
the mothering tides in which your
life first formd in the brooding light
bhave quencht the bloody aplenders of the sun,
and under the triumphant processions
aof the moon lay dowm
thunder uwpon thunder of an old
longing, the heat

of whose repeated spell
CONBUMES YOU.
Thetig then,
gy mother, bas promised me
the mirage of a boat, 2 vehicle
of water within the water,
and my soul would Teturn [rom
the trials of its human state,
from the long siege, from the
struggling companions upom the plainm,
from the burning towers and deeds
of honor and dishonor,
the deeper unsatisfisd war beneath
and behind the declared war,
and the rubble of beautiful, patiently
workt meoonstones, agates, jades,
obaidians,
turnd and returnd in the wash of
the tides, the gleaming waste,
the pathetic wonder,
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words turnd in the phrasee of song
before our song, or are they...?

beautiful
patiently workt remembrances of those
long gone from me,
returnd anew, ghostly in the light
of the moon, old faces,
For Thetis, my mother, has promised
me a bast,
a lover, an up-lifter of my spirit
into the rage of my first element
tiging, a Princedom
in the Unreal, a share in Death.

Time, time, 1t's time.
The business of Troy has lomg been done.

Achilles in Leuke has come home,
And soon you too
will ba alone.

{Achilles, "Three Pcems', by Robert Duncan, NEW DIRECTIONS
IN PROSE AND POETRY 23, New Directions Publishing Corporatiom,
1971)

ANCTENT (UESTIONE

Art thou brooding, 0ld Man, upon they workas?
staring in gloomy depths where
incubate thy deeds?

Hot with these aeeds of diecontent began

the cursme that Earth's dark agents

sow in the dreams of Man,
Not with these Cantos first we heard

where the ancient contest twixt

good and evil consequences ran.

And who has loosend the bonds of that anare?

Our spirits strive against whose toile?

In the firet light after dawm, whose
Boys, crying loud to one another,

entangle the little birds in nets of
cunning Art? whose messengers

bring, already, news, alasz, that
moves the heart against its wili?

What instigator hid among these notes
peinful harmonies in the song we sing?

What adversary brings our words to harry us,
ringing in our ears when we'd be still?
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*

Job, Iyydb, the enemy, enmity and righteousness in ome,
8yeb, inveterate foe of Him he cbeys, cries out: "Yahwe
gave and took away. Blessed be His Neme in what He does."
He tore his robe and shaved his head. The starry legicons
groand in hia shame,

You think I have but read thie story? Or that T have
put sside from my rhought the despairing Poet'a face? FHie
eyes stare into the shadows where the hostile flight of
demonic wings shows and vanishes, a flicker cut of fire
returning like rime the ominous after-intentions cf the Word
gshows Father to the thought. "I alone eacaped to tell you,"
each messenger relates: "The rest are dead or dying. The
walls of your story have falln sway."”

The name may be explaind by the Arabic root?wh, "return,
repent.” Rome ip all ite rimes remains, advances into ruin;
and the scholar explains that, back of Iyy8b, the prince of
Ashtaroth in Bashan bears the name Ayyab, an older form of
the same, from the Akkadian Ayya- abu{m), "Where iz (My)
Father?"

The Elohim brooding upon these Waters are appalld.

And you could recant, 0ld Man, recall?
Look deep into your sight and you will find
a deeper blindness where you were
stricken blind,
our own, revidion of the Truth we see
the Poet etumbles upen. Beauty
alone eriumphant in the light of noon
turns back the Day upon itself
embittered, and Wight bereft of dreams
ig like a deserted railway station
after hours or in an age of inanition.
Will the last train never come? Come?
Or has it gone and left ua? 0Old...

And you do not think the Day and the Night
can speak?
He overhears their curses and embittering words.

The Silence does not put my heart to rest
but worke me up, works me up.
As if in Emptineas there were infant echoes
crying, =and Death '
refuses me. Whom God has fenced sbout
Whose Way is hidden from him.




47.

He yearns:

"Now a word came to me quietly,

"Juit & whisper caught my ear.

"In a nightmare, in a trance,

"When other men are eleeping,

"A& breath passt over my face,

"The hair of my body bristled,

"I was transfixt, held dowm where I was,
"wy heart beating under the weight of it,"

"Paused, but T could not see who it was.

"Just a shadow before my eves.

"A& hush, then I hearé a voice saying!

" "Twixt morning and evening they are shattered.
'"They perish forever nameless...' "

The scholar comments: "Zophar is sure that God must have
scmething against Job and could make it known if he
cared to speak of ft.”

And didet thou ride the Wind, 0ld Man?
high in the roar of the promised year?
And in your verses scan immortal voices
thundering certainties? Love and Light
rain down
from clouds in which the spirit ran?
The wind dies snd moans samong ita leavings,
waya of degolation workt
among the works of men.

(Ancient Questions, 'Three Poems', by Robert Duncan, NEW DIRECTIONS
TN PROSE AND POETRY 23, Mew Directions Publishing Corporation, 1971}
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GEQORGE OPPEN

George Oppen was born in New Rochelle, New York in 1908.

He has spent woet of his writing life in Brooklyn, New York,
but recently moved to San Francisco where he now lives. He
had previously spent part of his childhood in San Francisco
from about 1918 to about 1925 when he left for the University
of Oregon where he met Mary Colby, now his wife., Together
they went to New York in about 1927 and wet Louis Zukofsky
that year. In 1329, they moved to Paris and founded To
Fublishers which later became The Objectivist Press and
published AN YORJECTIVISTS' ANTHOLOGY and Pound's ABC OF
READING, topether with a number of other books including
works by Charles Reznikoff (who was connected with the press
along with William Carlos Williams, Leuis Zukofeky, Ezra
Pound and others), In 1934, The Objectivist Press published
Oppen's first book, DISCRETE SERIES, with a preface by Ezra
Pound (reprinted by Ron Caplan in 1966 and distributed by
Asphodel Bookshop, Cleveland, Ohie). The 1972 COLLECTED
POEMS includes almost all of this first book except for 'Tug
Againet the River—', 'As I Saw', 'Boit', 'From This Dis-
tance Thinking Toward You' and 'Town, a Town'. Oppen
himself, spesking of this first book, says:

"a digscrete series is a series of terms each of which
ig empirically derived, each of which is espirically
true. And this 15 the reason for the fragmentary
character of those poems. 1 was attempting to cons-
truct a meaning by empirical statements, by imagist
statements, It is still & prinrciple with me, of more
than poetry, to notice, to state, to lay down the
substantive for its own sake.”

The Oppen's became involved in political activities during
the 1930"s helping te organise the unemployed and to lessen
the numbers suffering from starvation., For alwmoat twenty-
five years no poetry was written, 'During those years T
wag perfectly aware of a latc of time before me and I at no
time thought I wasn't & poet,” is how Oppen describes that
period of his life. He does not believe in 'politrical
poetry' in the sense of writing & poem about a political
situation because oo poem is politically efficaciocus: a
dilemms of the thirties not unknown in our own time.

In 1950 they fled the U.S. to Mexico to eecape from the
¥cCarthy witch hunts and remained there, making furniture,
until 1958, Parts of his next book THE MATERIALS (New
Directions, 1962) were written while still in Mexico, in
particular 'Blood From a Sctone’. In the thirties Oppen had
published in POETRY and HOUND AND HORK as well as in Zukof-
sky's AN "ORIECTIVISTS' ANTHOLOGY and Pound's ACTIVE ANTHO-
1LOCY. On his return he began publishing again in POETRY and
in the SAN FRANCISCO REVIEW and the MASSACHUSETTS REVIEW. -
William Carios Williams said of the poems in this new book:




"they fulfill what he has promised to do with the
poetic line, to keep it clean and succinct. He has
never varied in his direct approach te the word as
the supreme burden of the final poetic image."

The phrase "the word as the burden" echoes lines in his

next beok THIS IN WHICH (New Directions, 1965): "Poasible /
To use / Words provided one rreats them / As enemies." Pub-
lighing in the REW YORKER, THE NATION, PARIS REVIEW as well
as continuing tc appear in POETRY, Oppen wae by now being
widely read first by other poets, and increasingly by
ordinary members of the poetry reading public., Official
recognition was bestowed uponm him when in 1969 he was awar—
ded the Pulitzer Prize for Poetry after the publication of
OF BEING NUMEROUS {New Directions, 1968). More recently he
has published ALPINE (Perishable Press, 1969), and SEASCAPE:
NEEPLE'S EYE {Sumac Press, Fremont, Michigan, 1972). 1In
1972, Fulcrum Preas {London) published his COLLECTED FOEMS.

Oppen is & profound student of philosophy and psychology and

his world has been described as one "in which the peet phenomeno-
logically definee objects by defining his experience of them,
and his poetry is the tigorous definition of feelings that exist
after the failure of discursive knowledge and the evaporation

of sentiment.” Within the limitations of this context it is

not possible to give more than the slightast cluss to the
profundity of his struggles with the object—word. Words are
objects with the "same qualities—discreteness—impenetrabie
clarity—as things." "Words are not like things; they are
things." The fact that they also describe ideas provides the
pituation for the battle, As Oppen himself says:

"The little words that I like so smuch, like 'tree',
"Thill' and s¢ on, are I suppose just as much a
taxonomy a& the more elaborate words; they're cate=-
gories, claases, concepts, things we invent for
outselves. WNeverthelesa, there are certain ones
without which we are really unable to exist, inclu=-
ding the concept of humanity."

The test is sincerity, the poet is the maker—artisan, and the
meaning lies in the cadences, the shape of the lines.

Oppen has published two prose statemente of great value: the
firset in KULCHUR 10 separating poetry and politics and the
gsecond in CONTEMPORARY LITERATURE {Vol. 10, No. 2, Spring,
1969}, This latter piece iz an interview with L.5., Demboa,
the editor, and has recently been reprinted in a later issue
devoted entirely te collecting the interviews that Dembo hase
published over the last few years.
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27

It is difficult now to speak of poetry—

ghout those who have recognized the range of choice or those
who have lived within the life they were born to—. It is oot
precisely a question of profundity but a different order of
experience. One would have to tell what happens in a life,
what choices present themselves, what the world is for us,
whet happens in time, what thought is in the course of g life
and therefore what art is, and the isolation of the actual

I would want to telk of reoms and of what they lock cut on
and of basements, the rough walls bearing the markes of the
forms, the old marks of wood in the concrete, such solitude
&6 we know—

and the swept floors. Someone, a workwman bearing sbout
him, feeling about him that peculiar word like a dishonored
fatherhood has swept this solitary floor, this profoundly
hidden floor=—auch solitude as we know,

One pust Dot come to feel that he has & thousand threasds
in his hands,

He must scmehow see the one thing;

Thie is the lsvel of art

There ars other levels

But there is no other level of art

{aection 27, "Of Being Numerous', OF BEING NUMEROUS, by
GCecrge Oppen, New Directions Publishing Corporatiom,
19658, and in COLLECTED POEMS, Fulcrum Presa, London, 1972)

Some S5#n Fraocisco Poems

1

Moving over the hille, croesing the irrigation
canals perfect and profuse in the mountaina the
ptreams of women and men walking under the high~-
tension wires over the brown hills

in the mltiple world of the fly's
multiple eye the songs they go to hear on
this occasion are no one's own
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Heedle's eye 1eedle's eye but in the ravine
again and again on the masgive epike the song
clangs

as the tremendous volume of the music takes

over obscured by their long hair they weem
to he mourning

A Morality Play: Preface

Lying full length
On the bed in the white room

Turne her eyes to e

Again,

Naked. .

Never to forget her naked eyes

Beautiful and brave
Her neked eyes

Turn inward

Feminine light

The mimagined
Feminine light

Feminine ardor

Pierced and touched

Tho all say
Huddled among each other




"Love'

The play begins with the world

A city street
Leads to the bay

Tamalpais in cloud

Hist over farmlands

Lecal knowledge
In the heavy hille

The great locee waves move landward
Heavysided in the wind

Grass and trees bent

Along the length of ccoast in the continual wind

The ocean pounds in her mind

Kot the harbor leading inward

To the back bay and the slow Tiver
Recalling flimay Western ranches
The beautiful hilla shine outward

Sunrise the raw fierce fire
Coming up past the sharp edge

And the hoof marks on the mountain

Shipes in the white room

Provinecial city
Mot alien enough

To naked eyes

This city died young

53.
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You too will be shown this

You will see the young couples

Leaving again in rags

3

"So with artists, How pleasurable
to imagine that, if only they gave
up their art, the children would be
healed, would live.,"

Irving Younger in THE NATION

*And Their Winter And Night In Disguige’

The sea and a crescent atrip of beach
Show between the sgervice station and a desercted shack

A creek drains thru the beach

Forming a ditch .
There iz a discarded super-mavket cert in the ditch
That beach is the edge of a natien

There is something like shouting along the highway
A California shouting
On the long fast highway over the California mountains

Point Padro
Its distant 1ife

It iz impossible the world should be sither geod or bad
If ita colors are beautiful or if they are not beautiful
If parts of it taste good or if no parts of it tasts good
It ie as remarkable in one case as the other

As against this
We have suffered fear, we know something of fear
And of humiliation mounting to horror

The world above the edge of the foxhole belongs to the
flying bullets, leaden superbeings

For the men grovelling in the foxhole danger, danger in
being drawvm to them

'Thege little dumpa'
The poem is ghout them



Qur hearte are twisted
In dead men's pride

Dead men crowd us
Lean over us

In the emplacemente

The skull spins
Eopty of subject

The hollow ego

Flinching from the war's huge air

Tho we are delivery boys and bartenders
We will choke on each other

Minds may crack

But not for what ie diecovered

Unless that everyone knew
And kept silent

Our minds are split
To seek the danger sut

From among the miserable scldiers

Anniversary Poen

"the picturesque
common lot' the unwarranted light

Where evervone has been

The very ground of the path
And the litter grow ancient

A ahovel's acratched edge
So like any other man's
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We are troubled by incredulity
We are troubled by scratched things

Becoming familiar
Becoming extreme

Let grief
Be
8p it be curs

Nor hide one's eyes
Ag tides drop elong the beaches in the thin wash of
breakers

And so desert each other
—-lest there be nothing

the Indian girl walking across the desert, the
gunfish under the boat

How shall we may how this happensd, these stories, our
storiee

Scope, mere size, a kind of redemption
Exposed still and jagged on the San Francisco hills

Time and depth before us, paradise of the real, we
know what it is

To find now depth, not time, since we camnot, but depth
To come out safe, to end well

We have begun to smay good bye
To each cther
And cannot say it



The Traznsiucent Mechanice

Combed thru the piers the wind

Moves in the clever city

ot in the doors but the hinges

Finds the secret of motion

As tho the hollew ships moved ip their voices,
Flaws

In the wind

Fear fear

At the lumber mastheads

And fetched a memeage out of the sea again

Say angel 58y POWETH

Obscurely "thinga
And the self’

Prosody
Sings
In the etones

to entrust
To a poetry of atatemant

At close quarters

A living mind
'and that one's own'

vhat then what epirit
0f the bent seas
Archangel

of the tide
brimming

in the moon=gtreak

comes in whose absence
earth crumbles

MUTTIUrs

57.
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{1-5, 'Some San Francisco Poema', SEASCAPE: NKEEDLE'S EYE,
by George Oppen, The Sumac Press, Fremont, Michigan, 1972)
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JEROME ROTHENBERG

Jerome Rothenberg was born in New York City in 1931. Besides
publishing many books of poetry he hae also edited a number
of anthologies and three magazines and he has produced a
lerge bedy of translations from European end American Indian
languages. He founded the Hawk's Well Press and edited

POEMS FROM THE FLOATING WORLD and SOME/THING in New York
betwaen 1958 and 1964, Among his own books of poetry are the
following: WHITE SUN BLACK SUN (Hawk's Well Press, 1960);
THE SEVEN HELLS OF JIGOEU 20SBI (Trobar Books, 1962); SIGHT-
INGS 1=-IX (Hawk's Well Press, 1964); THE GORKI PQEMS (E. Cerno
Emplumade, Mexico, 1966); BETWEEN: POEMS 1960-1%63 (Fulcrum
Press, London, 1967, this volume includes THE SEVEN HELLS OF
JIGORD ZOSHI); CONVERSATIONS (Black Sparrow Press, Los Ange—
les, 1968); POEMS 1964~1967 (Black Sparrow Press, Loa Angeles,
1968, this volume contains SIGHTINGS I-IX, THE GORKI POEM3
and CONVERSATIONS); SIGHTINGS I-IX & FED EASY & COLOUR {with
ten prints by Ian Tyson, Circle Prese, London, 1968); POLAND/
1931 (Unicorn Press, Santa Barbara, Californiam, 1969); THE
FLIGHT OF QUETZALCOATL (Unicorn Bookshop, Brightom, 1967,
limited edition, included in TECHNICIANS OF THE SACRED); A
BOOK OF TESTIMONY {(Tree Books, Califormia, 1971}; POEMS FOR
THE GAME OF SILENCE 1960-1970 (The Dial Prees, New York,
1971).

His anthologies include: POEMS FROM THE FLOATIRG WORLD
(Hawk's Well Preas, 1944); RITUAL: A BOOK OF FRIMITIVE RITES
AND EVENTS (Something Else Press, 1966); TECHNICIANS OF THE
SACRED: A RANGE OF POETRIES PROM AFRICA, AMERICA, ASTA &
OCEANA {Doubleday, 1968); ALCHERINGA: A FIRST MAGAZINE OF
THE WOMLD'S TRIBAL POETRIES {ed. with Demnnis Tedlock, 1970
onwards); SHAKING THE PUMPKIN: TRADITIONAL PCOETRY OF THE
INDIAN NORTH AMERICAS (Doubleday, 1972); and AMERICA: A
PROPHECY (due to be published later this year).

His books of translations inelude: NEW YOUNG GERMAN POETS
{City Lights, Sen Prancisco, 1959); THE DEPUTY by Bochhuth
{Sammsl French, 1965); POEMS FOR PEOPLE WHO DON'T READ POEMS
by Enzensberger (translation with Michael Hamburger, 1965);
THE BOGE OF HOURS & CONSTELLATIONS, OR GOMRINGER BY ROTHEMBERG
(1968); THE 17 HORSE SONGS OF FRANK MITCHELL, X-XITT (i970);
and POEMS FROM THE SOCIETY OF THE MYSTIC ANIMALS (with Richard
Johnny Johm, 1971).

He founded ALCHERINGA, him magazine of ethmopoetice, in the
hope that:

"hy exploring the full range of man's poetries, to
enlarge our understanding of what a poem may be,..to
provide a ground for experiments in the translations
of tribal/foral poetry A& a forum to discuss the possi-
bilities & problems of tramslation from widely diver-
gent cultures...to encourage ethnologiste & linguiets



to do work increasingly ignored by academic publi-
cations in their fields, namely to present the tri-
hal poetries as values in themselves rather thasn as
ethnographic data...tec return to complex/'primitive’
syst>mn of paetry as {intermedia) performance, etc.,
& te explore wavs of presenting these in translation
...in Gary Snyder's words, 'to master the archaic &
the primitive a5 models of basic nature-related cul-
tures...knowing that we are the first human beings
in history to have all of man's culture available to
our study, & being free emough of the weight of
traditional cul rures to seek out & larger identity...
to combat cultural genccide in all its manifestations.'"
It is an extracrdinary and wonderful magazine presenting, in
part, a completely new tradition of Awmerican poetry. HRothen-
berpg's new anthology AMERTICA: A PROPHECY promises to extend
this side of his work providing for Americane an ancient

but continuous craditicon that has been submerged under what
may appesr to be a more limited and even simpler Western
Futopean, predominantly Anglo—Saxon tradition. HNot a total
rejection of the already known hut a revision of what was
thought to be known, intermingled with what has been ignored.
We could use such ap anthology in England.

Including 'The 13th Horse Song of Frank Mitchell' has to be
risky for those wbo cannot get to hear Rothenberg reading it
in ALCHERINGA No. 2. In a note for 'The Secand Horse Somg
of Frank Mitchell', Rothenberg wrote:

"with the help of ethnomueicologist David McAllester,
I've been attempting 'total translation’ of all 17
Forse Songs, accounting not only for meaning but for
word discortions, meaningleas syllables, music, stylea
of performance, etc.; and since translation at no
point is mere reproduction, even the wusic isn't free
from changes. The idea never was to set English words
to Kavajo muaic but to let a whole work emerge newly
in the process of considering what kinds of statement
there were to begin with, As far as I could I alse
wanted to aveid 'wriring' the poem in English, since
this seemed irrelevant to a poetry that reached a
high development outside of any written system.”

Of his own work Rothenberg has written:

"] think of myself as making poems that cther poets
haven't provided for me and for the existemce of which
1 feel a deep need.

1 look for new forms and possibilities, but also for
ways of presenting in xy own language the oldest possi-
bilities of poetry going back to the primitive and
archaie cultures that have been ¢pening up to us over
the last hundred years.
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1 have most recently been translating American Indian
poetry (including the 'meaningless' ayllsbles, word
distortions and music) and have been exploring ances—
Fral sources of oy own in the world of Jewish myetics,
thieves and madmen.

] believe that averthing is possible in poetry, and
that wur ecarlier 'western' attempts at definition
represent & failure of perception we no longer have ta
endure,

My rersonal manifesto reads:

(1) 1 will ¢bhange your mind;

(2} apy means (= methods) to that end;

(3) to oppose the 'devourers' = bureaucrats, system-
makers, priests, etc. (W, Blake);

{4) 's& if thou wdst understand that wch is me, know
this: all that I have sd I have uttered playfully
—& I wag by no means ashamed of it.' (J.C. to his
disciples, THE ACTS OF ST. JOHN}

('A Statement', POETRY REVIEW, Vol. 63, Ro. 1, Spring,
1973)







"from The Apothecsis of Mister California part ome The Cokboy

saddlesore I came

a jew smong

the indians

vot em I doink in dis atrange place
mit deez pipple mit strange eyes
could be it's trouble

could be  could be

{he sayse} a shadow

ariseth from his buckwheat

has tomahawk in hand

shadow of an axe inaide his right eye
of a fountainpen Inside his left

vot em ! doink here

bow vass 1 lost tzu get here

am a bundred men

a hundred fifcy differept shadows
jews & gentilea

whe bring the Law to Wilderness

(be says) this man

is me my grandfather

& other men-of-lettera

men with letters carrying the mail
lithuanian pony—express riders

the fivnancially crazed Buffalo Bill
still riding in the lead

houras before avenging the death of Custer
making the first 3=-D movie of those wars
or vears befpre it

the numbers vaniahing in kebbaliatic time
that brings all men together

& the lonely rider

saddlesore

it me my grandfather

& other men of letters

jews & gentiles entering

the domain of Indian

who bring the Law to Wilderneas
in gold mines & ghakey stores
the fur trade heavy agriculture
ballote hullete barbers

vho threaten my bheard your hair
but patronize me

&8 will make our kind the Senator from Arizoma

the champion of their Law

whe hates us both

but dreases as a jew one day an Indian
the next a little christian shm:ck

vor em I doink here

dis place iz maybe crazy

has all the letters going backwarda

(he saya) so who can read the signboards

61.
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to the desert

who can shake his way out of the woods

ford streams the grandmothers

were living mear

with snakea inside their cunta

teeth maybe

maybe chainsaws

when the Baal Shem visited America

he wore a shtreiml

the locals all thought he was a cowboy

maybe from Mexico

'a cokboy?'

no a cowboy

I will be more than a credit to my community
& race

but will sesrch for my brother Esau among these redmen
their nocturnal fires I will share

piss strained from my holy cock

will hear seed of Adonoi

4 feed them visions

I will £ill full a clamahell

will pass it arcund from mouth to mouth
we will watch the moonrise

through each other's eyes

the diastances vanighing in kabbalistic time
{(he saya) the old man watches

from the cliffs a city

overcome with light

the man & the city disappear

he looks & sees snother city

this one is made of glass

inside the buildings stand

imr bile atatues

brown-skinned faces

catch the lighe

an elevator

moving up & down

in the vision of the Cuna 'nele’

the vision of my grandfather

vigion of the Baal Shem in America
the slaves in steerage

what have they seen in common

by what light their eyes

have opened into eEtars

I wouldn't know

what I was doing here

thia place has all the letters going
backwards a reverse in time

towards wilderness

the old jew strains at his gaberdine
it parts for him

his spirit tushes up the mountainaide
& mests an eagle

no an iggle
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captains commanders dollinks delicious madmen
murderers opening the continent up to exploitatico
cease & desist (he says)

let's speak (he says)

1 feel like a little gas down here (he says)
(can't face the mirror without crying)

5 the iggle lifts him

like an elevator

tc a safe place above the aunrise

there gives a song to him

the Raal Shem's song

repeated without words for centuries

'hey heya heya' but translates it

as 1yub~buh-buh-buh-buh-buh=bum'

when the Baal Shem {yuh-buh)} learns to do a bundle
what does the Baal Shem (buh-buh} put inte the bundle?
gilk of his prayershawl-bag beneath

cover of beaverskin above

gsaver of esrog fruit within

horn of a moumtain goat between

feather of dove around the sides

clove of a Polish garlic at its heart

he wears when traveling

in journeya through kabbalistirc [orests

cavalry of the Tsars on every side

men with fat moustaches yellew eyes & sabers

who stalk the gentle soul

at night through the Wyoming steppes

(he says) vot em 1 doink here

1 could not find mine het

would mesrch the countryside on hands & knees
until behind a rock in Cody

old Indian steps ferth

the prophecies of beth join at thieg point

like smcke & pipe is held

between them dribbles through theixr lips
the keen tobacco

'cowboy?'

cokboy (says the Baal Shewm)

places a walput in his handkerchief & cracks it
on a boulder each one eats

the Indian draws forth a deck of carda

& shuffles

'lgm-r'l‘

they play at wolves & lanbs

the fire crackles in the pripitchok

in a large tent somewhere in America

the stery of the coming-forth begins

Glogsary: Baal Shem: {= Master of the Name): founder in 1Bth
century of Hasidic sect of ecstatic Judaism. Shtreiml: broad-
brimmed Hamidic headgear. Shmuck: prick, cock, etc. (tid.)
Nele: Shaman among the Cune Indians of Panama, Pripitchok:
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old fashioned Slavic oven, as I understand it, though I have
never sat by same., For the famous ¥iddish lullaby in which
it is mentioned, ¢.f. Zukofsky's 'the:' & fragment thereof.

(' from The Apotheosis of Mister California part one The Cokboy',
by Jerome Rothenberg, POETRY REVIEW, Vol. 63, No. 1, Spring,
19723

1The L3th Horse-Song of Frank Mitchell!
{Navajo}

Key: nnon K N gahn

Some 've lovely H nawu nnnn but some ‘re & are at my hawuz
nawu wnn N wmn baheegwing

Some ‘re lovely W hawu nnnn but some 're & are at ty howinow
N wun baheegwing

Some ‘re lovely N nawu nunm but some are & are at m¥ howees
pawu nahht bahyeenwing but bahyeesum nahtgwing

NNKODOOW because I was (N gahn) I was the boy ingside the
dawn but some ‘'re at my house¢ oow wnn N wnn baheegwing

3 by going from the house the wwwideshell howancme but some
at my howinow N wannom baheegwing

& by going from the house the darkned hogsnome but some "re at
my house N wvnn baheegwing

& by going from the swollen hoganouse my breath has blown but
some ‘re at my house N wno baheegwing

& by going from the house the hleoly hoganome but some 're at my
house N wnn N smn baheegwingnnng

4 from the playe of jewels we walk (naht gahn) (p)pon but some
at my howinew N wmo baheegwing

with prayersticks that are white {nnuhgohn) but some ‘re at mwy
house N wnn baheegwing

with my feathers that are white (mmm gahn) but some 're at oy
house N wnn baheegwing

with my spirit horaes that are white (oubgohn) but some 're at my
house N smn baheegwing

with my apirit horses that are white & dawn (nuhgohn} but some
at my house N wnnn baheegwing

with those spirit horses that are whiteshell nawuNgnomn but some
Tre at wy house N wnn baheegwing

with those howancrses that are whiteshell nawu but some 're at my
howinouse wnnn baheegwingunnng

wiiiingth jewels of every kind d{go)ul draw them on nahtnnn but

some 're at my howinow N won baheegwing

Mre

Tre

're
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with eloth of every kind d{go)oN draw them on nahtnon but some
're at oy howinow N wnn baheegwing

with sheep of every kind d{go)oN draw them on nahtnmm but some
're et my house N wnn baheegwing

with horses of evree{ee) (ee) kind d{go)nN draw them on nahtnnn
but some 're at my howinow N wnn baheegwing

wich cattle of every kind d(go)nN draw them on nahtnnn but some
're at my howinow ¥ wnno baheegwing

with men of every kind d(go)nN draw them on nahtnnn but some
're at my house N wnn bsheegwing

in my house of precious jewels in my back{acka)rcom (N gahn)
where nnnn but some ‘'re at my howinow K wnn baheegwing

in this house of precious jewels we walk (p)pon (N gahn) where
noon but some 're at my house N won baheegwing

& everything that's g(h)one before mmmmore we walk (p)pon but
some 're at my howinow N wnn baheegwing

& everything that's more ( ) won'f be (bel} be poor bur some Tre
at my house N wnn bsaheegwing

& everything that's now & living to be old & blesst nhawu but some
're at my howinow N wonn babeegwing ’

because I am the boy who blesses/blismes to be old but some 're
at my house K wnn baheegwing

Z:mmmm 're lovely N nawu nnnn but eome 're & are at my
howinouse N wnn baheegwing

Zzmmmm 'te lovely nawu N nomn but some 're & are at my house
N smn bsheegwing

Zzmomm ‘re lovely N nawu nonn but some are & are at my howzes
nabht bahyeenshtowing but nmwu nohwun baheegwing

{"The 13th Horse=Song of Frank Mitchell (Navajo)}', SHAKING THE
PUMPKIN Traditional Poetry of the Indien North Americas, by
Jerome Rothenberg, Doubleday & Company, 1972, available on record
in ALCHERIRGA MO, 2, Summer, 1971)

'Portrait of a Jew 0ld Country Style’

visitor to warsaw

old man with open fly
flesh girls could suck
mothers would die to catch sight of
some times would pass your doovr
hie song was
a generation is a day, time floweth
coldly he blew his nose
reached a hand around his high round waist
money was pinned to caftan
aches & pains
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a jew's a jew he says
love brings him to the words he needs
hut sadly

ne

I cannot stay

for breskfast loving

the taste of duck eggs loving
little rolls & bButter

loving cereals in metal pans

he tells them

gll we touch is love

& feeds us
this is a portrait of a jew old country style
the gentile will fail to understand
the jew come on better days will run from it
how real

the grandfathers become

my grandfather the baker aon of bakers
YOSEL DOVID ben SHMIEL

who wae a hasid at the court in Rizhym
came to U,S.A. circa 1913

but found the country godless

the he worked in laathey

shoes were the craft all our friends
got into firse

£.g. his brother-in-law we called

THE UNRCLE

I remember in a basement shop
somevhere 'downtown'

bent over shoea he atitched

bow many years would pass

till ninetemen-fifty maybe

when I gaw him last

his lungs gone in east bronx temement
he slept behind a curtain

mecing me he thought

I was my brother old & crazy

he was the oldest jew I knew

my grandfather had died

in nineteen-twenty

on the night my parents

ran to WArSAW

to get married my father

left for U.5.A. the next day

no one told him of his father'a death
he would never be a talmudiat

would go from shoes

to insurance

from insurance back to shoes

later an entrepreneur & buat

he wae always clean

shaven my grandmother
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the religious cne I mean
saw the first beard

I'd ever grown g0t angry
"jews don't wear beards"
{she said) neo '

not in golden U.S5.A.

the old man had Eled from
to his Pelish death

for which reascn I deny aurobicgraphy
or that the life of a man
matters more or less
"We are all ore ran'
Cezanne said
I count the faiflures of these jews
ax preoof of their election
they are divine bocause they all die
Brreaming
like the first
universal jew
the gentilea
will tell vyou had some special deal

{'Portrait of a Jew 0Old Country Style', Propram Three, 1968,
from POLAND/1931, POEMS FOR THE GAME OF SILENCE 1960-1970,
by Jerome Rothenberg, The Dial Press, New York, 1971)
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JONATHAN WILLIAMS

Jonathen Williams was born in Ashville, North Carolina
(birthplace of Thomas Wolfe), in 1929, Buckminster Fuller
has calied him "our Johnny Appleseed——we need him more than
we know". He has been described as & man who "publishes
poets, introduces poets to poeta, poets to readers, pro-
fessors to poeta, poets to profeasors and he photographs
poets...he ie an embassador for an enterprise that bas nei-
ther centre nor hierarchy...he is also a traveller, hiker,
botanist, antiquarian, epicure and much elge". He begen
his career at Black Mountain College in 1951 where he was

a atudent of Charles Olaon. It was in that same year that
he founded the Jargon Society in Penland, North Csrclina,
perhape the fineet and certainly the most anergetic of:
poetry publiahers in America. Before we came to know them,
he had published Charles 0lson, Bobert Duncan, Louis Zukefsky,
Denise Levertov and Kenneth Patchen.

Williama has some 18 books of his own in print including:

THE EMPIRE FIMALS AT VERONA (Jargon 13, 1959); AMER/HUZIZA/
SELAH (Jargon 13a, 1961); ELEGIES AND CELEBRATIONS (Jargon
13b, 1962); IN ERCLAND'S GREEN & (Auerhahn, San Francisce,
1962); LULLABIES TWISTERS GIBBERS DRAGS (Jargon 61, 1963);
LINES ABOUT HILLS ABOVE LAFES {Roman Books, Fort Lauderdale,
Floridm, 1964); MARLER (Malborough Fine Art, London, 1967,
limited adition with silk-screen prints by R.B. Kitzj, re-
printed by Cape Goliard, 1969); 50 EPIPHYTES (Poet & Printer,
London, 1967); TEE LUCCIDITIES (Turret Bocks, Lomdon, 1967);
STRUNG OUT WITH ELGAR ON A HILL (Finial Preas, Illineis, 1970);
BLUES & ROOTS/RUES & BLUETS: A GARLAND FOR AFPALACHIANS (Gross-
oan, New York, 1971); THE LOCO LOGODAEDALIST IN SITU: SELEC-
TED POEMS 1968~1970 (Cape Goliard, 1972); and AN BAR IN
BARTRAM'S TREE: SELECTED POEMS 1957-1967 (University of North
Carolina Press, 1969, reprinted New Directions, 1972). This
laxt book ipcludes poems from JAMMIK' THE GREEE SCENE, 1959,
a collection which was in procfs but never got published.
Williams also interviewed Basil Bunting for the book, “DES-
CANT CN RAWTHEY'S MADRIGAL" (Cnomon Press, Lexingten, Ken—
tucky, 1968), and edited the tri-quarterly issue, EDWAFD
DAMLEERG: A TRIBUTE, 1970.

Williams has been referred to as "America'e largest open air
museum”; “our Nicholas Pevaner of Appalachia”; and "a kind
of polytechnic institute”. The size, scope mnd wit of

his energising will exhauet the weak, His mentors range
from William Carlos Williams to Charles Ives, from Blake to
Mahler and include Samuel Palmer, Edward Dahlberg, Thomas
Jefferson, William Bartram, Anton Bruckner, Basho, Satie and
Frederick Delius. He is & humen energy source recharging
the batteries of all who comnect with him zeal and stamina.
He builds communities of the mind wherever he goes—and he
goes everywhere, crisscrossing America not just from San
Francisce to New York but from Rollinsville, Colorado, to
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Highlands, North Carclina. He now hae a house in Dentdale,
¥oprkshire,

The Jargon Society continuee—it has rescued Mipa Loy and
has insiasted that we never forget Paul Metcalfe's GENOA—and
the motte is 'Onward’.

Writing of his own work he has said:

"I like to catch people speaking *poems' who never
heard the word POET..,to try to raise the common
to grace, to pay very close attention to the
earthy."

His method is 'peripatetic', always on the go, always on the
lookout, He quotes John Clare saying, in 1848, "I found the
poems in the fields and only wrote them down", end Frederick
Sommer, the photographer, said:

"What differance is there between what you find and
what you make? You have to make it to find it. You
have to find it to make it. You only find thinga you
already have in your mind."

If you meet Williame half-way with your facultiee alert, he
will prove an eye-opening, ear-opening guide necessitating s
revision of all you have long seen but have never knowao.



73.

's For a Muse of Fire!'

Date: Tuesday, May 13, 1938—
a date previously memorable in history for the birth of
Joe Lewis (1914), '
the Empress Maria Theresa (1717),
and the beheading of
Johan Van Olden Barpwveldt (1619}

Place: Wrigley Field, Chicago, Illinecis
Time: 3:06 p.r.; warm and sunny: breeze steady, right to left
Attendance: 5,692 {(paid}

Situation: top of the sixthk; Cavdinals trailipg the Cuba, 3-1;
one cut; Gene Creen on 2nd

Public Address: "Batting for Jones, #6, Stan Muysiall"

The Muse muscles up; Stan the Man stands in.,.and
0, Hosanna, Hoganna, Ozanna's boy, Hoe Drabowsky comes in

2 and 2

"a curve ball, ocutside corner, higher
than intended—

I figured he'd hit it in the ground"
{"it Eelt finel™)

2 line shot to left, down the lipe,
tolling deep for a double...

("it felt fine!)
Say, Stan, baby, how's it feel to hit 30007

"Oh, it feels fine"

Only six major—Ileague players in baseball history had hir safely
3000 times prior to this occasion, The density of the informa-
tion surrounding the event continues to surprise me, rather belies
Tocqueville's assertion that Americans cannot concentrate,

("0 For a Muse of Fire!', THE EMPIRE FINALS AT VERONA, by Jona=
than Willisms, Jargon 13, 193%)
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1.

II.

'Symphony No. &, in ¢ Major'

", . .inter urinas et faesces nascimur." 5t. Augustine

SEREKE—WARY, NOT HUBRRIED

"Happinesses have winge and wheels;
migeries are leaden legged;

and their whole employment is to clip
the wings and take off the wheels

of our chariota,

We determine, therefore, to be happy
and do all that we can, tho' not

all that we would,”

said William Blake in Felpham, Sussex

And B0 thete aAre

myaterious chariots chanting
charivaris and planting
"Tharicokts vertg'

in the air

over Thomas Hariot's Cheviot
potato patch

Everything should be

s pimple as

it is,

but ROT

mimpler,

agreed Prafessor
Einstein, a stone's throw
away in Chariot

Eight

IN A COMFORTAELE MOTICN

"1ike & fiend in a cloud,"

Death calls the tune,

plays out of tune and arrives

in a cloud

heard only by the catbird,

who sits in Death's June sunshine
and singe the tune again

and again
and simply continues singing:

*black eye/blue skyl'
'black eye/blue sky!'
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IIT. BESTFUL

"I live in a hole here,

but God has a beautiful mansion for me elsewhere."
0 grow

a Mountain in Fountain

Court

Sundowvm over
London

Kate Blake
in black

IV, VERY COMPORTABLY

5t. Peter looks o in Heaven,
6 0'clock, Sunday, the 12th of August 1827:

"Lest you should not have heard
of the Death of Mr, Blake
I have written thia to inform you...

—Just before he died His Countenance became fair—
His eyes Brighten'd and He buret out in Singiog

of the things he Saw in Heaven. In truth He Died
like & Saint as a Person who was standing by Him
Observed,,."

No mupic on earth

in there

that might ever compare
with ours

{'Symphony Heo. 4, in G. Major', MAHLER, by Jonathan Willisms,
Cape Goliard, 1969, slso in AN EAR IN BARTRAM'S TREE: SELEC-
TED POEMS 1957=-1967, by Jonathan Williamx, New Directions,

1972)
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I,

II.

II1.

'Symphony Re. 5, in C Sharp Minor'

"How bleased, how bleesed a tailot to bel
Oh that I had been born a commercial traveller
and engaged as baritone at the Opera! Oh that
I might give my Symphony its first performance
fifty years after my death!"™ Mahler, 1904

FUNERAL HMARCH

Mahler, from hie studic on the 1lth floor of the
Hotel Majestic, Mew York City, heara the cortege of a
fireman moving up Central Park Wesk:

gne roll of the drum

one road where the wind storms, where
Cherubim sing birds™ scnga

with human faces and hold the wotld
in byman hands and

drift on the gold road

where black wheels smash

all

cne roll of the drum

STORMILY AGITATED

to be a block of flowera
in a woad

to be mindlesaly in flower
past understanding

to be shone on
endlessly

to be THERE, there
and blessed
SCHERZO

one two three
one two three

little birds waltz to and fro
in the piano

at Maiernigg on the
Worthersee
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and up the tree:
cacopbony

one two three

ADAGLIETTN

one feels
one clematis petal
fell

its circle
is all

glimmer on this pale
river

RONDO-TINALE

Schoenberg: "I should

ever: have liked to observe
how Mahler

knotted his tie,

and should have found that

more interesting and instructive
than learning how

one of our musical bigwigs composes
on a quote sacred subject

unquote

veahn apostle
vho does not glow
preaches heresy."

his tie was knotted
with £clac

on

the dead run!

(*Symphony No. 5, in € Sharp Minor', MAHLER, by Jonathan
Williams, Cape Goliard, 1969, also in AN BAR IN BARTRAM'S
TREE: SELECTED POEMS 1957=1967, by Jonathan Williams, New
Directions, 1972)
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'Bea Hensley Hammers an Iton Chinquapin Leaf
On His Aavil Near Spruce Pine
& Cogitates on the Nature of Two Beauty Spots'

in the Linville Gorge I
know this place

now it’s a rock wall

you look up

it's covered in punktatum all
the way to Heaven

that'e a
sight!
[ ]

up on Smoky

you ease up at daybust

and see the first

light in the tops of the tulip trees

now boys that just naturally
grinde and polishes
the soul

makee it
normal

again

I mean it's really
pretty!

{('BEca Henaley Hammers an Iron Chinquapin Leaf Or His Anvil
Hear Spruce FPine & Cogitates on the Nature of Two Beauty
Spots', BLUES & ROOTS/RUE & BLUETS: A GARLAND FOR
APPALACHIANS, Grossman, New York, 1971, also in AN EAR
IN BARTRAM'S TREE: SELECTED POEMS 1957-1967, by Jonathan
Williams, Weaw Directions, 1972)
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*The Hermit Cackleberry Brown, Om Human Vanity:'

caint call your name
but your face is easy

come sit

now some folke figure theyre
bettern

rowflep they

aint

not a bit

just good to bold the world together
like haoved up ground

thats what

'"The Mostrume of the Black Mountain Publican'

best thing
for roomatiz,
Homer, is

a great big ol messe
Woolly=Booger

if God

wade anything betcey
he kep it

for Hissef

but, hnyﬁ, lemme
tell you:

DON'T EAT WO
HAIRPIE
ON FRIDAY!

{'The Hermit Cackleberry Brown, On Human Vanity:” and 'The
Bostrums of the Black Mountain Publican', BLUES & ROOTS/
RUE & BLUETS: A CARLAND FOR APPALACHIANS, by Jonathan
Willisms, Grossman, New York, 1971, also in AN EAR IN
BARTRAM'S TREE: SELECTED POEMS 1957-1967, by Jonathan
Williams, New Direccions, 1972)
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Yol BERERIGAN

SUPPLELENT POR LOUSRN
AAERICAN POETRY CONPLRENCE LAY 25=27
POLYTECHNIC OF CBNTRAL LONDON.

"Ann Arbor Song"and "People Who Died" from

Il THE EARLY MORNING RAIN (Cape Goliard, 1970).
"Things to do in Providence” and "Prank

0' Hara" from ALL STARS {ed, Tom Clark,
foliard and rossman, 1972).

"Many Happy ideturna™ from WANY HAPPY

RETURKS (Corinth, 1968).

Copyright ¢ by Ted Berrigan, 1973.
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TEL BERRIGAN

red Berrigan was born in Providence, Rhode Island
in 1934. He served for three years in the U.S.
army, including 18 months in Korea., He studied
at the University of Tulsa from 1955-1960 when
he moved to New York, In 1963 he founded C
press and nmagazine with Lorenz Gude. It was

the thirteen issues of "C" together with the

C publications of books by Ron Padgett, Dick
Gallup, %om Veitch, Kenward Zlmslie, Jcee
Ceravole, Liichael Brownsitein and cthers that
provided the focal point for a group of poets,
including John Ashberry and Kenneth Xoch, that
soon became refered to as The New York Poets.
The shared a close association with a number of
New York painters, an association that was
deeply reinforced by the poet Frank O'Hara who
was alse a curator of the kuseum of hedern Art,
Derrigan himself worked as @ reviewer for ART
LEWS from 1966-1967. He has aleso taught at Yale,
Iowa, and now teaches at the Universiiy of
Chicago.

His first major work was THE SONNETS (C Press
1964; reprinted Grove Press, 1567)., His other
books include: SEVENTEEN (plays with Ron Padgett,
¢ Press, 1964); LIVING WITH CHRIS (illustrated
Joe Brainard, Boke Press, 1965); NOH {(with Ron
Padgett, Lines Broadsheet No,1, 1965); MANY
HATPY RETURNS (Angel Hair Broadsheet, 1967};
EEAN SPASMS (with Ron Padgett and Joe Brainard,
Kulchur Press, 1967); 3 Silkscreens with George
Sehneeman in an edition of 20 (1968); MANY HAPPY
RETURNS (Corinth Press, 1968); Assorted collages
with words, with Joe Brainard (1961-1968); IN
THE BARLY MORNING RAIN (Cape Goliard, 1970);
GUILLAUME APOLLIRAIRE IST TOT {Marz Books,
Cologne, 197C); and AN INTERVIEW WITH TED
BERRIGAN {Ignu Publications, 1971). IN THE

EARLY MORNING RAIN and AN INTERVIEW were both
published in England.

Besides publishing in a large number of poeiry
magazines, including ANGEL HAIR, THE PARIS
REVIEW, THE PARK REVIEW, and LINBS, Berrigan's
woTk has also appeared in three very important
anthologieg: AN ANTHOLOGY OF NEJ YORK PORTS, ed,
Ron Padgett and David Shapiro (Vintage Books,
Random House, 1970); THE YOUNG AMERICAN POETS,
ed, Paul Carroll (Foliett Preas, 1968); and
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ALL 5vARS, ed, Ton Clark (Goliard and Grossman,
1977). A selection of his latest work will shortly
appesr in an issue of POUTRY REVILW.

wHl 3OHEWGES was a formidable first book, consisting
as it does oFf a nunber of intricate and interacting
poems with 2 distinet narrative created by the
repetition of lines and the threading motifs.
Berrigen has described the composition of this

book in AN INTHAVILY where he says:

"I had bcen writing for four, maybe five
years, and the rhetoriec, the turns at the
ends ¢f the lines, the places where one
feels one is most one=zelf, one makes those
little movements thai are your own
movements...they weren't mine, they didn'y
feel enough mine.™

lie continues:

“I'd written a series, finally, of six
poems.,.As I finished each one it wasn't

by me, not in the way that usually happensS...
it was something that I'd made but I'd only
been able to make it because of what 1'd
read,.. In sheer deaperation one night, in
delirium too I suppose, having been given
permission to do this by my readings in
Duchamp, John Cage, Bill Burroughs, and

John Ashberry and people like that, T took
these six poems and put them next to the
typewriter and started typing up one line
from the first one, one line from the second
one and so on until I had six lines. Then I
went backwards doing the same thing, through
the six again until T had twelve lines, By
+then I ¥new what the last two lines would be,
I was going after the sonnet, as you can BeEe,
and I picked up the lines by guick choicea.

I mean, I knew the poems thoroughly, I'd
written them, I'd worked on them, I knew
them through, I picked them by very quick
choice, almpost random chance., Not really
though, I mean there's no such thing, and
from those six poems I managed to make

seven sonnets, and it scared me, I mean they
came so easily and they seemed uyuite good.
ihey were like nothing I'd seson before, but
the rewness and rouguness of thern seemed to
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me to be just like me,®

This excerpt illustrates Berrigan's concern
with procedures, the pettiing of a task and
its fulfilment. It can also be seen in his
intereat in numbers and in alliteration, asm
well a3 in his use of found material, cut up
and rearranged. ilthough, unlike mome poets,
what Berrigan has found zre his own words and
it is these that he cuts up and rearranges
visuslly off the page.

Hio more recent work shows a tendancy towards
more open forms which, he says, best befit a
city poet. He deseribes himself sa aecking a
polarity "between the naiural elegance of Frank
O'Hara and the naturalism of Paul Blackburn.




b




87.

AbH ARBOR S0ONG

I won't be at this boring poetry reading
again!
I'1ll never have to hear
0 many boring poems sgain!
+ I'm sure I'1]l never read them again:
In faet, I haven't read them yet!

Amme won't c¢uall me here again,
To tell me that Jeck is dead.
I'm glad wou &id, Anne, though
It made me be rude 1o friends.

I won't cry for Jack here mgain,

+ Larry + Joan won't visit me here

again.
Joan won't cook us beautiful dinners,

grange + green + yellow + brown

here sgain.
+ Thom Gunn + Carol + Don + I won't gei high

with Larry + Joan here zgain
Though we may do somewhers else again,

Harris + John + kerrill won't read
in my claas, again.
hiaybe there'll never be sue¢h 8 class
again:
I think there probably will, though
+ I ¥now Allen will follow me round the world
with his terrible singing voice:
But it will never make us laugh here again,

You Can't Go Home Again is a terrific book:
T doubt if 1'11 ever read that ngain.

(I reed it first in Tulsa, in 1958)

+ I'1l never go there again,

vhere does one ¢o0 from here? Becouse
I'11 ro somewhere again. I1'11l come somewhere again, too,
+ You'll be therc, + toyether we can have a good time.
lieanwhile, you'll find me right here, when you

come through, araln.

('ann arbor Jongt, S UHh LDY 1 OHNING RAIN by
Ted Serrigon , Jepe Golicrd, 1970).
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PEOPLE wHO DIED

Pat Dugan......ny grandfather......throat CERCer.ese+ 1947,
Ed Berrigan......my dad,.....heart attack..,....1958.

Dickie Budlong,.,....my best friend Brucie's big brother, when
we were five to eighti.svs.killed in Xorea, 1953.

Red OQ'Sullivan.,.....hockey star + cross=country runner
who sat &t my lunch table
in High School......car cash......1954.

Jimmy "Wah Tiernen,.....my frieand, in High School,
Football + Hockey All-State..ev..car cramh,,....1953,

Uisco HoustoNe.....3ied of cancer......l961,

Freddy Herko, dancer,..jumped out of a Greenwhich Yillage
window in 1963.

Anne Kepler.,.ny girl...killed by smoke-poisoning while playing
the flute at the Yonxer's Children's Hospitul
during a fire set Ly a 16 year old arsonisct,..lu65.

Frank....Frank 0'Hara,,..hit by a car on Fire Island, 1966.
wWoody Guthrie....dead of Huntingdon's Chorea in 1968,

Heal....Neal Cassidy....died of exposure, sle¢eping all night
in the rain by the RR tracks of Wexico...l969.

Franny Winston....just a girl..totalied her car on the
Detroit—AnnArbor Freeway, returning from the dentist,.
3ept. 1969,

Jack....Jack Kerouac....died of drink + angry siekness...in 1969,

My friends whose deaths have slowed my heart stay with me now.

{ 'People Who Died', IL TH:x ZARLY HORWING RAIN by Ted
Berrigan, Cape Goliard, 1970).
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LHINGS 10 06 IN rROVIV-HECE

Crash
Take Valjum Sleep
- Dream +,
forget it.
WiLleoun o new 4 gtroag -
ttoslaced,
at home.

[tead dhe Frovidence EBvening Bulletin

No one you knew

Fot married
had children
gat divorced

died
got born
tho many familiar noames flicker
+ disappear,
3it
watch 1V
draw blanks
gwallow
pepsi
meatballs

canecefive yourscelf the needle:

"5hit! There's gotia be something
to do
here!™

(*Things 1o do in Proviience', b wed Berrigan, ALL S%4l5, ed.
vom Glork, Golicrd ond Grossman, 1972).
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FRANK O'*HARA

Winter in the couniry, Southampton, pale horae

as the soot rises, then settlea, over the pictures

"he birds that were signing this morning have shut up

I thought I saw a couple,kissing, but Larry said no

It's a strange bird, He should know. + I think now
»Grandmother divided by monkea equals outer space," Ron
put me in that picture, In another picture, a goed-
looking poet is thinking it over; nevertheless, he will
never speak of that it. But, his face is open, his eyea
are clear, and, leaning lightly on an elbow, fist below
his ear, he will never be less than perfectly freuk,
lictening, completely interested in whatever there may
be to hear. Attentive to me alone here. Between frienda,
nothing would seem siranger to me than true intimacy.
What seems genuine, truly real, is thinking of you, how
that makes me feel. You are dead. And you'll never
write again about the country, thai's true.

But the people in the sky really love

to have dinner + to take a walk with you.

{ "Frank C'Hara' by Ted Berrigan, ALL STARS ed. Tom
C¢lark, Goliard and Groasman, 1972}.

HANY HAFPEY RETURNIG
1o Dick Gallup

It's & great pleasure 1o
walke "up"®

mid=-afternoon
2 oteclock
and if thy stomach think not

no matier...

because
the living
"itts eaay"

you splaash the face +
back of the neck
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swig Pepai

+ drape the bent frame in something
"blue for going out”

yeu might smoke a little pot, even
or take a pill
or itwo pilla

{the pleasures of prosperity
the they are only bonuses
realiy
and neither necessary nor not}

+ then:
POOP!

Puerto=-Rican girls are terrific!
you have to smile but you don't
touch, you haven't eaten
yet, and you're too young
to die...

No, I'm only kidding!
who on earth would kill
for love? (Who wouldn't?)

Joanne + Jack
will feed you
today
beczuse
Anme + Lewis are
"on the wing" as
but not like
a.lﬂﬂ.:,l"s e

Michmael iz driving a hard bargain
himgelf
to San Francisto...

" L]

&+
Pete + Linda
+ Katie and George,
Emilio, Elio and Paul
have gone to Waine...
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Bveryone, it seems, is somewhere else,
None are lost, the. At least,

we aren't!
{GEL'S SPA: corner of 2nd Avenue +
Seint Mark's Place)

I'm right here

sunlight opening up the sidewalk,
opening up teday's first black+swhite,
+ I'm about to be

born again thinking of you

{*Many Happy Returns', by Ted Berrigan, WANY HAPPY RETURNS,
Corinth, 1969}.
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