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Carl Rakosi: You remember last time we talked about the energy of language 

in the poem "Behold the Rib" and that the source of that dynamic iaheuage? 

language energy (I talk about language as if it were a human being, but as 

a matter of fact, language as a medium for human beings is not a dead thing 

out there somewhere. It really does seem to have, in poetry and in literature, 

an inner vitality of its own, which by the way is one of the reasons why it's 

risky to tamper with language, because that energy, that life, and the source 

of it, has been developed over centuries of use by people, millions of people), 

came from two places: one was the wonderfully imaginative and creative use 

of language which American blacks developed; the other was the passion of 

the author in his own subject matter. I mean he was overwhelmed by it, and 

when it came out, it came out with the energy which his imagination had put 

into it. 

Language energy can come from a different source, too. I'm going to read 

two poems by Jonathan Williams to illustrate this. Williams comes from North 

Carolina, so this is a language of Appalachia, of rural folk. It has a 

strange vitality--I can't put my finger exactly on where it's coming from, 

but when I see it and hear it inwardly, as one can do, I hear its personality 

and the extraordinary energy of that personality. You'll see it in a moment 

when I read it, but when you read it on the page, you will get it too. It 

forces the reader to hear it. So this is white Appalachian idiom. It's 

called (by the way, it's very amusing, the poem itself), "Lee Ogle Ties a 

Broom and Ponders Cures for Arthuritis"--not "arthritis" but "arthuritis." 

Now "arthritis" of course is standard English but when you say, “arthuritis," 

immediately you're alerted; what comes to your mind are certain people who
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hadn't gone to the university but who are talking folk speech. Folk speech has 

a distinctive character of its own. 

LEE OGLE TIES A BROOM & PONDERS CURES FOR ARTHURITIS 

lands them fingers really 
dreadfulled me I 
couldnt tie 
nary broom one 

had to soak em in water 

hot as birds blood 

then I heared this ol man from Kentucky say 

takes a jug of apple juice just juice not cider 

pour the epsum salts to it and 
take as much as you kin 

bein fleshy I kin take 
right smart but : 
boys you know it moves a mans bowels 

somethin terrible 

well boys it just 
naturally killed that arthuritis 

lost me some weight too 
and I 

still tie thesehere brooms 

pretty good 

I'll read the other which is in the same vein: "Ol Man Sam Ward's 

History of the Gee-Haw Whimmy-Diddle." I have no idea what a Gee-Haw Whimmy- 

Diddle is but it doesn't matter. I think you have to be in North Carolina 

to know. 

OLD MAN SAM WARD'S HISTORY OF THE GEE-HAW WHIMMY-DIDDLE 

some folks say 

the injuns made ‘em 
like lie detectors 

called'em 
hoo-doo sticks 

feller 
in Salisbury, North Caylini 

mide the first 
whimmy-diddle I seen
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I whittle seven 

kind:thisuns king 

size, thisuns jumbo, thisuns 

extry large 

here's a single, here's one 

double, here's a triple and why right here 
here's a forked ‘un 

been whittlin" whimmy-diddles come 
ten year, I reckon you'd 

care to see my other toys, 
boys, I got some fine 
flipper-dingers, fly- 

killers and bull-roarers, I can 

kill a big fly at 60 feet 

watch here 

(both from Jonathan Williams AN EAR IN BARTRAM'S TREE, New Directions, 1969.) 

It just bristles with energy. It's electric with it. Where does the 

energy come from? I don't know, it's just there, one has to hear it. 

This happened before with John Synge. Synge heard the remarkable folk 

character of Irish speech, especially in the Aran Islands where he spent 

some time. After which he kind of got lost in Paris for a while, and then 

wrote his plays in which the characters had this speech, this electric energy. 

You know that it's solid. This is the language of a people, not of an indi- 

vidual; no man, no single man, made it. It has a singular beauty, singular 

beauty. It is far more beautiful than anything Yeats fancied up in his poems. 

What happened with Yeats was, he had an idealized image of the Irish, for 

which he wrote in an idealized language, but he was never able to capture 

the actual language of the Irish. It's as if he were writing out of a myth. 

And the language is therefore much softer, it doesn't have the realistic 

brilliance or solid character of the actual speech that Synge heard. Yeats 

himself recognized this and brought Synge back to Ireland, and he was then 

honored for what he had achieved.
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In Williams' poems another thing that gives the language energy is that 

it corresponds to and reveals the individual character of these two people. 

The man who is old Sam Ward is not Lee Ogle. So that in really good human 

speech, you get individual character, which you never get from a more standard- 

ized language. 

I don't know how we, living in big cities, can get this kind of brilliance. 

As I said, language has been deteriorating. Something dreadful has happened 

to it actually, and it's getting worse. It's homogenized, it's reduced 

to a tiny vocabulary, it's unimaginative, and we've gotten into the frame of 

mind of not using our imaginations when we speak. We take the easiest way of 

expressing something, and that's deadly to a language, deadly. But the writer 

must not do this. If he's going to be a writer he must exert himself and 

break loose from that kind of easiness and comfortableness. 

In that connection, one can learn something from Mallarme's definition 

of poetry. His friend, Degas, had been struggling without success to unravel 

the obscurities and grasp the ideas in a Mallarme poem and in vexation had 

complained that he couldn't understand what Mallarme was driving at, to which 

Mallarme, in his very superior, sophisticated manner, responded, "My dear 

Degas, poems are made with words, not ideas." Well, there's an important 

point there, and that is, that it is, in the final analysis, the language 

that you use, your mastery of it, your skill with it, that will determine 

whether a particular poem is good enough to re-read again and again. It's 

the language that counts. As well as, of course, the other things that have 

to do with the spirit of poetry. All that has to be in. But you can have 

marvelous spirit, great imagination, you can have a great human experience 

to express, it will do you no good unless the language that you use is notable. 

Now this is one reason why we must distinguish between writing a human document 

--there's a lot of writing that is serious, that is well-worth reading as a
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human document, that is not poetry at all--and writing a poem, it does 

no good to put the format into poetic lines, that will not make it a poem. 

One of the other characteristics of poetry which I mentioned earlier, was 

music. The music, the cadence of lines. That we see less and less of these 

days. I don't know what is happening, whether people's ears are worse and 

we're actually becoming deafer (it's a possibility) or whether we're just 

oriented in other directions. But surely one of the most beautiful aspects 

of language is the music that's in speech and writing. Here's a piece by 

Joyce in which he forces the reader to listen to the music of his lines, you 

can't avoid it. This is in conventional form with regular rhymes. Now Joyce, 

as you know, had a beautiful tenor voice and almost became a professional 

singer, so he must have had a great ear, one of the greatest ears. In fact, 

the great beauty of Finnegan's Wake is the music there. (By the way, I 

regard that not as a prose piece but as an epic poem. It's been mis-classi- 

fied. That is an epic poem if ever I heard one.) 

This is a poem he wrote as quite a young man. 

All day I hear the noise of waters
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Now Joyce used perfectly standard English in this poem but he heard a 

music as he was conceiving it, in relation to what he perceived; he heard it 

inwardly, and he then transmitted it. Now there's great beauty there. So 

I can suggest that the next step for you to take--at this stage you're naturally 

absorbed in subject matter, in something to write about--but the next stage 

is to be aware of the language for expressing this. After all, millions of 

people have subject matter to write about but millions of people do not have 

this intuitive interest in language. That's a specialized thing. 

Would you like to--anybody--comment on this? May I have some feedback 

from you on this part? 

Q: What's the best way to go about that? Reading other people's poetry? 

CR: I think so, yes. I'm glad you asked the question. Read the good poets, 

and listen. I mean, pick up Finnegan's Wake and listen to that music. It's 

remarkable and it's very clear, very clear. 

Q: I like to walk down the street and listen to what people say...1L lived in 

Ireland and I stayed in the same places as Joyce and the others, but I noticed 

how patronizing people seemed on the street, as if they were talking to little 

children. In America too, it's worth listening...if you really open your ears 

and listen to how people do talk, not only just the dialect but the arrange- 

ment of the conversation. Like this morning I was walking down the street 

and heard a conversation that was like a part ppening to a play, it was 

exactly the same as Malanchtha by Gertrude Stein. It was this emotional 

argument between two lovers and it just repeated each phrase three times and 

I realized that in real emotion, in a really turbulent emotion between two
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people in love, it is exactly the same...people will repeat something exactly 

the same or arrange it to stress what they think because it's almost inarticulate, 

but yet on the outside, just walking down the street hearing this, it's not so 

beautiful-sounding as in a play. So outside of reading words, I'd say to 

hear, to appreciate music, to realize that we all do talk in rhythmic pattern, 

we are our own grammar, and how we produce our meaning systems by the rhythmic 

measure of where we put intonation or stress, or what words we use more than 

others becomes a musical arrangement and that you'll be walking down the street 

and hear some musical arrangements, so keep your ears open. 

CR: Yes, you're making a very good point, David, that is right, it can still 

be heard in some places. I'm not saying ttian epeeeh has become totally 

devoid of imagination and character in this country. You'll still hear it 

among working men, for example. You will hear it in bars, where men are 

relaxed. I don't know about women, I must ask you about that, where you might 

hear it in the conversation or talk of womm. I don't know. What's been your 

experience? 

But you do have to look for it, I mean that's true, so you point is good. 

Q: In churches? 

CR: You hear it in churches? Really? Working wives maybe, working women? 

This is a problem in England too. The curse of contemporary poetry in 

England has been the standard university English, which is perfectly adequate s 

to express ideas, very suitable, but not to express poetry. The young poet 

in England who I think has introduced something new and fresh, a vigorous 

quality, into the language of English poetry, is Roy Fisher. I met him a 

couple of years ago when I was giving readings in England. I said, "How
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come in your poetry I can recognize something authentically British and I can't 

recognize that in the other English poets? Is it because their language is 

too smooth, too stylized, too much alike?" And he said, "The reason is, I 

never went to a British university." He's made his living as a jazz pianist 

in Birmingham. 

So this is a problem. As society becomes more civilized, more centralized 

in big cities, and everybody goes to universities, our speech tends to become 

standard university English. It's a great problem. 

Qi Carl, who was the guy you were trying to remember the other night? 

CR: Roy Fisher. 

Q: Yes, I was trying to get hold of a book of his. I've been reading a 

book called Five Back Country Poets. It's right in that area; the dialect 

and the accents are just incredible. You know, one neighborhood can't under- 

stand another. So when you were talking about where is this--for me, that's 

where it is. 

CR: Yes. Well now, the Scotch poets, that's a different story. They've held 

on to speech idiom. It's wonderful, really wonderful. You know when you 

hear it all right that it’s the real thing. The only point I wanted to make to 

you on this is simply to shift your attention a bit from subject matter to 

language. Mallarme was absolutely right, poems are made with language, not 

ideas.
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OK. I now have something to show in a specific way, what I mean by the 

particular. You remember I was saying that a poem has to be proved, in somewhat 

the same way that a theorem in geometry has to be proved. In a poem it has 

to be proved by the particular. You're making some generalizations, and the 

reader, who is a very sceptical cuss, is not going to believe it unless you 

prove it by the particular, by something that would demonstrate that you must 

in fact have felt the way you did or that what you've concluded rests on 

some particular facts. There is in France a very curious poet, now in his 

70s, called Francis Ponge. He himself doesn't think of himself as a poet, and 

maybe he doesn't write poetry, but the French regard him as a poet. What he 

does, you see, is look at the tiniest object in nature, and as he looks at it 

with more and more concentration, his imagination begins to work on it, and 

something is created as a result. So he actually starts from the other end. 

Where the poet will usually start with the general and then introduce the 

particular, although it doesn't have to be that way of course, he starts from 

the particular, from the smallest possible particular. He is a little 

like the French entomologist Fabre, who looks at a bee, for example, the life 

of the bee, and it goes on and on and on and before you know it, you have an 

epic poem about the bee. Similarly the ant. 

This Ponge piece is called "Notes Toward a Shell." He is looking at 

a shell. "A shell is a little thing but I can make it look bigger by 

replacing it where I found it." 

I'm going to stop for 4 minute. Just think about that. He's introducing 

something highly metaphysical at that point. "A shell is a little thing but 

I can make it look bigger by replacing it where I found it." As a matter : 

of fact, this da aeeunily what happens. Once he's taken it from where it ~ . 

was lying, looked at it and then replaced it, it is not the same object any 

longer. I don't know why, but it does, in fact, look bigger, iff you've ever 

had that experience.
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™, ..by- replacing. it where I found it on the vast expanse of sand. For 

if I take a handful of sand and observe a few grains, then each grain indivi- 

dually, at that moment none of the grains seems small to me any longer. And 

soon the shell itself, this oyster shell or lumpet or razor clam, will appear 

to be an enormous monument, both collosal and intricate..." 

Now, you see, he suddenly leaps into imagination. He's looking at this 

thing running through his fingers aos there are a few grains of sand left and 

at that point the shell will appear different (he's holding the shell in his 

hand apparently), it will appear to be an enormous monument. So you've got 

this transformation--you've got the shell in a different perspective than when 

it's lying in the sand and you're at some distance from it. Now it's very 

close to you, right up to your face, and there it appears "...an enormous 

monument both collosal and intricate like the Temples of Angkor." The poet 

now has moved in on the scene. Now if he had stopped short of that, you know, 

it would have been interesting observation, worthwhile, but no more; but then 

as he's looking (this might be a lesson in writing, the creative process of 

writing), as he's looking and continuing to look, and changes the perspective 

of the thing from where it lay to close up, this way, that way, the poet moves 

in, the poet's imagination moves in. "| Jlike the Temples of Angkor or the 

Church of Saint Maclou or the Pyramids and with a meaning far stranger than 

these unquestioned works of man." And the metaphysician has moved in, the 

philosopher, the thinker. Not simply the imagination of the poet, but now 

the thinking poet, the speculative, philosophical poet. "If I then stop to 

think that this shell, which a tongue of the sea can cover up, is inhabited 

by an animal, and if I add an animal to this shell, if I add an animal to 

this shell by imagining it back under a few inches of water, you can well 

understand how much greater and more intense my impression becomes, and how 

different from the impression that can be produced by even the most remarkable
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of the monuments I have just mentioned." 

Well, Ponge is a very modest man, very unpretentious, you know. He's just 

following his actual observation, and then his poetic imagination moves in 

and the thinking part of him moves in and he lets it go where it will go. 

This has charm, therefore, because of his unpretentiousness. He doesn't 

pretend to be a philosopher or a great poet, he doesn't even reagrd himself 

as a poet. The thing to learn from this is that there are great possibilities 

in the particular, limitless possibilities perhaps--well, I don't know about 

limitless, but great. To the person who has imagination, who has an accurate 

eye to start with (Ponge's powers of observation are precise; he also has 

imagination), who's able to have his imagination move in on a particular, and 

then have the thinking part of himself move in on it too, the particular 

becomes a poetic reality. The shell here has become a poetic reality. Abso- 

lutely convincing, nobody could dispute the authenticity of it. What I see 

so much in writing courses, unfortunately, is not this great talent in obser- 

vation, nor the patience to wait for penetrating observation, or the modesty 

to go with it. I find instead very pretentious kinds of generalizations that 

lie out in the atmosphere somewhere unbacked by any actual, particular 

experience. Or the experience may have been there but the author simply 

either didn't feel it necessary to put it in or didn't know how to do it. 

Let me get some feedback from you on this. 

Q: Intellectually I'm very aware of what you're saying, but sometimes when 

I write a poem, I think I've got the particular in and I'm very proud that 

I've got the particular in there, but it may sometimes be remote from really 

what I was writing about. You know, it may be a detail to describe something 

that maybe the reader won't get, yet it is really real... Something that Larry 

Fagin pointed out to me the other day. I mean it's not real for the reader, 

necessarily, even though it may be a detail. It's almost as if you had taken



» t ee 

a detail and plastered it on like stucco or something. 

CR: Well, when I use the term particular, I don't mean just any detail. 

Novels are full of details but they are not essential reality. In poetry the 

particular would be that particular which is the basis from which generaliza- 

tion is made; in other words, there's a functional relationship and dependency 

between the patticular in a poem and its generalization or its overall state- 

ment and feeling. We get into the most difficult problem in poetry when we 

try to particularize feeling, or feelings, because feelings are, in fact, 

kind of free floating, and they don't have a specific shape. Therefore, to 

provide the particular is not so easy. It's much easier to do with an intel- 

lectual generalization. 

Q: Thinking about what you're just saying now, there's a quote by Bertolt 

Brecht about politics, that it's a springboard into creativity but for the 

inadequate, politics are a crutch. In a way, it's sort of what you were just 

talking about, because I think a lot of people are afraid to talk about their 

feelings, because they're afraid of being alienated, that people won't under- 

stand them, that everyone's very cynical, and that if you expose your private 

self, it's dangerous. You know, in today's kind of television mythology 

everyone wants to talk in generalities, so there's mass communication. So 

if you do want to talk about passion, you use politics or you use social 

issues rather than going behind the feelings that have created politics and 

social issues. Everyone is just saying it's all breaking down but no one 

is prepared to go.back in and try and find out the reasons, because that's 

really jeopardizing your own self.
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CR: Yes, yes, that certainly is true. But even in ordinary everyday human 

relationships we have that problem of expressing feelings. I don't have that 

problem myself, maybe because my origins are European, not English. After 

all, a great part of my own professional life as a psychotherapist dealt with 

that precise problem of, say, a man and a wife not ever being able to express 

their actual feelings towards each other. Certainly not negative feelings. 

Scared to death of negative feelings. But surprisingly, almost as frightened 

of positive feelings. I mean, you would not expect people to be afraid of 

positive feelings, of feelings of affection, yet they are almost as afraid 

of them as of hostile feelings. This comes out of the natural life situation 

in American society. And the American poet of course has, then, in writing 

the same problem. After all, he was born into an American family. 

This is worth talking about, -the psychology of self-expression. Let's 

get some feedback on that, because it really could be more helpful to you 

than any comments I could make on the texts of your poems. 

Q: I was thinking of a project that I'm working on in California to do 

poetry with individuals that are recent dischargees from psychiatric institu- 

tions. They're in residential treatment facilities...and that’s one of the 

things that I'm interested in, how to get them to express their feelings, their 

poetic sensibility...in terms of like distancing themselves from it, like say 

OK choose an object of nature or any object to describe their feelings. 

CR: Yes, yes. 

Q: What's been your experience in encouraging that? How does that work? 

Because you can see these people are angry or depressed, but they don't express it.
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CR: It takes a lot of time and a lot of concentrated development of the other 

person's confidence and trust. First of all, he has to begin to understand 

that he will not be destroyed by the expression of his feelings. As a matter 

of fact, far more problems are created in a human relationship by the failure 

to express strong feelings than by the expression of them. This is because 

feelings can't be totally concealed from the other person, and pretending 

that they are not there forces the two people into a pact of dissimulation and 

prevents the situation that is causing the angry feelings from being resolved. 

And a situation that is unresolved, festers and metathesizes. The fact is, 

angry feelings never hurt anybody. The feeling that they do is an illusion 

formed in early childhood. 

Curiously, love too is feared. Now why should the expression of love, 

deep love, feel threatening? This has a curious basis. It has to do with 

perhaps a fear of being hurt, first, of being rejected, that the other person 

may not love so deeply, for we expect reciprocity and assume that the rela- 

tionship can't endure without it--a somewhat illusory game. On the other 

hand, love does demand personal involvement and a person may, therefore, avoid 

expressing his feelings in order to avoid being forced into something in which 

he feels insecure. 

So these are some of the curious grounds for the reluctance, the fear, of 

expressing deep feelings in human relationships. They carry over into writing, 

simply because we live as human beings before we live as poets. And yet what 

do we expect of poetry? We certainly do expect affection in poetry. What would 

it be without it? Pretty cold; just objects of intellect, the things that 

produce so much intellectualism in poetry.
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Q: The thing that I find hard in all this, you know, is that writing 

a poem is pretty much digging deep in and conveying a feeling. The thing I'n 

so pissed off about me is that I'm so dependent upon other people's response. 

So you know, I'll write this thing and I'll say, "Damn, it's good," you know, 

and then I'll read it and maybe I'll get a good response, you know, like, 

"Gee, that really hit the nail on the head," and maybe hit another group and 

they'll say, "Gee, it just doesn't do it for me," and I'll be crushed. And 

I'm really finding that out incredibly--not incredibly, excuse me-— 

CR: (laughter) All right, I can put on my evaluation of you that you've 

learned something. (Note: I laughed because in a previous session I had 

cited the word, incredible, as an example of lazy, sloppy English). 

Q: But I'm finding that out in this class too. It's just that I don't know, 

it's a whole different experience, it's a tender thing, poetry is, especially 

when it's new and I'm so susceptible to whatever people feel. In a way, it 

somehow contradicts the essence of poetry. 

CR: Well, I must say I'm a little uneasy at the tendency of the present 

generation to always stick with one's peers. Uneasy about it because poetry 

is individual, a poet has to be an individualist. Poetry is written in a 

solitary place where there's quiet. It's a private matter and if you're 

always mixing with your peers, if your whole life is with them, and certainly 

if you depend for reassurance or confirmation of your work on the feedback 

of peers, you're going to be in trouble. It'll drive you crazy. Somebody's 

gonna like it and somebody else is not going to care for it. And furthermore, 

are they giving you what they really believe? And is their opinion worth 

a damn to start with? Are they good critics? Why assume that your peers are
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good critics? I wouldn't. I wouldn't. 

My experience in the only writing class that I was ever in was interesting 

; from that point of view. The teacher was William Ellery Leonard, a famous 

poet in his day. He demolished an early poem of mine and made fun of it in 

class. Now I could have stood his criticism but he made fun of it. You would 

have thought that would have destroyed me, but it didn't destroy me at all. 

I thought, "Well, that son of a bitch doesn't know what he's talking about! 

Really, he’s just old-fashioned, he doesn't know." Well, it wasn't a very 

good poem and I didn't keep it, but it doesn't matter, the point is not to 

be dependent on the opinion of others. There are some people of course, 

whose opinion I value highly. For example, when I was in my 30s, I used to 

get feedback from Louis Zukofsky which was useful to me. I could have done 

without it, but it was useful to me and I respected it because he had a great 

critical mind. But there aren't many great critics around. So don't depend 

on your peers' opinion. You may be much better than they are. I'm not saying 

that your work is necessarily going to be good for that reason. But psycho- 

logically there has to be a core of confidence in you. Otherwise you can't 

move ahead. A center, a hard center of confidence. 

Q: ...which comes from peer opinions, and-- 

CR: No! It will never come from peer opinions, never. I don't know, frankly, 

why I had it. Maybe it had something to do with the integration of my personality. 

I knew if I was going to depend on all kinds of other people, it would just 

fragment me. But young people of my generation had a tremendous amount of 

self-confidence. They were individualists. 

Q: Did you find that it built up as you went along, kind of?
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(CR had it right away. Right away, yes. 

Q: I think that's just the essence of maturity for anyone who works a 

profession or job. It's a matter of confidence and inherent strength. And 

the difference, I think, to start, might be that during and after the 50s it 

was a credit system and so people were insulated psychologically much beyond 

other individuals who when they reached around 18 or 17 would either go to the 

university or they'd go out and work. They had to have that innate sense of 

character to realize they were going to do it themselves. They were going to 

have to cough up. So as a masculine trait, you know, the father would take 

the child and throw him out in the water, and make him swim back. So these 

harsh cruel things worked. And the best image that I could say in being strong 

as a person as regards myself personally is that it's like the essence of 

forging. You fire the steel and then you put it in water and temper it. Being 

a creative person is even more delicate because you're on an edge where there's 

an enormous amount of tension, which if you're an artist you create in order to 

develop your subject, whether it's a poem or a piece of sculpture, especially 

in the arts because for the most part, people demand so much in their ignorance 

or out of their slothfulness from the artist that the artists themselves have 

to make even more tension, so what I would say is that 80 per cent of all 

conversation amongst all the writing students has to do with confidence: please 

tell me that I can write. Now let's say that to establish yourself in a field, 

or to appreciate someone's work, means a lot of hard work, but the main thing 

that young people have to realize is that they're going to have to construct 

from their self, they're going to have to be their own critic. Then they'11 

be respected because something will emanate from their own strength; something 

will come out of the poem, once they can do that, but until they can do that, 

I don't think any poems or an art or anything will ever really appear except



Pas 

by accident. Because that emanates from who the person is. And that gets 

all the way into your particular. To me the most particular would be the 

kernel, the essence, and in everything is a diagram, whether it's a shell, 

a blade of grass, a microcosm, and in that diagram, as the philosopher said, 

the smallest point, can tilt the whole universe. That point is probably 

unfathomable, or it's a belief itself, but it holds us--well, it holds my 

self together. That quality, that's what life's all about. When you throw 

that in the fire, what remains is what you really are. And everything else 

will eat at you until you are the person that you truly are. And if you can 

accept that quickly and stop crying about it, and then draw from that each 

day, each moment, where there's a confirmation of that in nature, either 

you see the shell, or you see a snail climbing up Mt. Fuji or something impos- 

sible, something, any confirmation of the life force which is the human spirit, 

then that's all the greatness that one has to be in contact with, and then 

greatness will arise through any kind of articulation of it. 

CR: Yes. Well, to get back to my own case, I think one of the things that 

gave me self-confidence was that I was a good reader of the greatest poetry. 

I read it avidly, it gripped me, and having that in me, I knew when I was 

good and when I wasn't. In other words, the only teachers, the best teachers, 

are the great writers themselves. Everything else comes secondhand. The greatest 

teacher is Shakespeare. The greatest teacher is Blake. The greatest teacher 

is, you name it--Sappho. Now, does every person have the capacity to get 

into great poetry and to learn from it? TI don't know, really. But if you 

can do it, you have the only teacher that you need. Nobody needs to go to 

a writing class in order to learn to be a poet. That's a foolish idea. You 

can learn grammar and punctuation from writing courses and you can get some
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little help, yes, but you will never learn how to be a poet that way. No, 

never. Gee, maybe I shouldn't say that. But this is your problem, relation- 

ship to peers. Maybe you should talk more about it. I'm on the outside 

when it comes to this. I'm merely an observer. 

Q: I think you have to develop a sense of humor, to work with that. I really 

enjoy taking the same poem to several different people and get completely 

different reactions. And, you know, if I've finished a poem, I've finished 

it and I'm not usually going to change it. But it's really interesting to 

see, because, like, what one will hate about it, another will really like. 

It becomes just really funny, because you've expressed yourself. All you're 

ever really expressing some ways is yourself, your own essence, so it's there, 

and what one person likes about me is probably what the other person can't 

stand. And it's in the poem. So that's part of it too. You have to have 

a sense of humor about yourself. 

CR: But would any of your peers be competent to help you with the language 

of a poem? With language as a medium? 

Q: Yes. Then also I can show it to teachers too. However, if you take 

everything that everyone says about you all that serious, you're going to 

be in a lot of trouble. 

CR: Well, you'd be very confused. I can see nothing but confusion ahead for 

somebody who keeps taking his poems out for a reaction from peers. For one 

thing, there's a very great difference in taste among people, let alone 

competence to react to a poem with a good head on one's shoulders.
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Q: Also, what Pound reiterated many times about "making do." I feel that 

at Naropa it's very typical to make do because of the political workings of 

groupings of personalities, whether for money or because this is how artists 

do cohere together in order to make themselves credible. So one has to be 

strong when merging with a group and have a sense of humor, not take himself 

too seriously; otherwise the group becomes arrogant and can't hear its indi- 

vidual members. I feel that it's very healthy for young poets now to leap, 

to listen to the drum of their own heart and to beat their own path because 

I feel that the influence of some of the people who teach here can, you know, 

if one's open, lead to something, to making something totally new. But for 

the most part if one is to interject oneself into a group, he will more or 

less assimilate and be co-opted into changing his sensibilities in order to 

get published or to make money and win acceptance, I notice a lot of artistic 

groupies, and how that changes. Ted Berrigan says the same in Talking Poetics: 

he says, "Watch out." Historically you can check it out. Every group that's 

at the forefront has done that, has listened to the group that came before 

them but they had something a little bit different that they wanted to say ~ 

and they understood how one gets co-opted. Because loneliness, being alone, 

is strength, and then the loneliness of being alone possibly attracts other 

minds and new forms develop, not so much as an antithesis to, but as a reaction 

to the fact that that it's a different feeling, it's a different world. We 

do have change. So on those questions, you know, mostly one has to be his 

own critic and have his own confidence, but not so he can't see or hear 

others, and realize that the masters or the professionals or people who came 

before went through the same trial of endurance, the same situations, and 

merged to become the voice, and that they truly wanted that voice rather than 

any old voices they could draw from and wanted to create their own sensibility 

which would be their own voice which would be new, because everyone is different.
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We're not clones yet. 

CR: No, we will never be clones, no. The human spirit fights against that, 

it doesn't submit entirely. 

Q: Only if the spirit wishes to go along with comfort. That's why the sharpest 

hit of today was when you said the word "comfort." That's the biggest enemy 

for any real sensitive person; not to take the easy way out. 

Q: But forme the easy way out would be to sit up in my cabin and write this 

stuff and just say, "Wow, I'm a poet! You know, here it all is.]') The) hard 

thing is to cone here and to put it in front of you, for example. Not just 

peer groups. I can rationalize peer groups, you know, but I can't rationalize 

someone I respect. When I heard your poetry the other night, I was just taken 

back, so when you say something about a poem, it really penetrates. It really 

hits. Now maybe that's because my core isn't as strong as yours, but that's 

taking chances and I think you have to take some of those chances. 

CR: I can suggest one other thing to you. I don't know whether you're at 

this particular level of critical power but it's helpful to lay a poem aside 

for six months and then come back to it and see what you have, and ask yourself 

the question, "Is this interesting language?" "Is the subject matter inter- 

esting?" Some very unfo itunate conclusions have been drawn from Williams' 

efforts to see how far he could go in making the ordinary events of life 

into poems. This was a necessary direction to go when he began to write, 

in terms of where poetry was then. But there must be a million young people 

in this country today who believe that all they have to do is to put some 

particular observation down on paper and they have a poem. Not so. The
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subject matter also has to be interesting. Now I'm not saying that it has 

to be poetic in the conventional literary sense, just interesting. I remember 

when I was Visiting Poet at Michigan State, a young woman handed in a poem 

that was about her fingernails. Well (laughter), you know, you've got to use 

your intelligence too. You know damn well that you're not going to make any- 

thing interesting out of your fingernails no matter who you are--you could 

be Joyce. There has to be judgment here as to what is going to be interesting 

to other people. By the way, that's another criterion; it's not simply being 

interesting to yourself, because you can be fooled there. If you've gone through 

a certain human experience, sure it's interesting to you. Or if you're writing 

about yourself, of course you're interested in that, it's you. But is somebody 

else going to be interested in that? No, not necessarily, not at all. 

Q: I don't agree with you. I feel that the imagination can make everything 

interesting. And Whitman said the same thing, every part of his body was 

as holy and equal as every other part. 

CR: Well, you can make the fingernail interesting if you can do what Francis 

Ponge did with the shell. But his was not simply a poem about a shell. What 

you're talking about now as a possibility would not be a poem about a finger- 

nail. This girl had written a seven line poem about a fingernail, period. 

No, we must recognize our limitations. Don't take Whitman too seriously 

on this. Or Blake. Blake, you might say, could do all sorts of things that 

the rest of us couldn't do. One must recognize one's own limitations. And 

the limitations of one's imagination. It's not limitless. It's not limitless. 

And if you expect it to be limitless, you'll write a kind of grandiose poetry 

that is not good. You see, Ponge is solid because he doesn't try to go beyond
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his limitations; he doesn't pretend that what he is writing is everything. He ~ 

doesn't go beyond what he knows he can do with his imagination and his ideas. 

Now I love Whitman, but I don't take him seriously when he talks that way. 

You go as far as you can, yes. I do differ with you on this, therefore, David. 

It's very easy to say, "The imagination can make everything interesting," 

but you produce a poem that will do this. If you do it, I'll retract my 

statement. 

But to get back to Dan's point now, the important thing is to develop 

your own critical faculty in this respect. What can I say about that except 

to tell you what questions to ask yourself when you're looking at your own 

poem after you've laid it aside for some time. If you look at it shortly 

after you've written it, you're not going to see very much that's different 

from what you were seeing at the time you were writing it, you're not detached 

enough; you're not seeing it as it is--that is, as an entity outside yourself. 

A poem really doesn't have anything more to do with you once it's written and 

completed. So in a sense, you have to wait until you are removed enough from 

your absorption in it to be able to look at it objectively as a thing outside 

yourself. At that dike! you ask yourself, "Is it interesting enough? Are 

there other things that should be put in to make it interesting? And not 

merely interesting but also significant? Is the language interesting? The 

language must always be interesting no matter what--and the language must have 

energy, enough energy to move you. Has your imagination really done anything 

with your subject matter? Also, are the particulars in there that would bring 

this poem to life? It's always the particulars that bring a thing to life, 

not generalizations. 

Q: Getting back to talking about feelings in poems--it seems like when I try 

to do that, it becomes stale, it's just myself always there and not getting
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away from myself, the "I," expressing the feelings that I'm having, that big 

persona, that big ego... 

CR: Oh, I know. There is behind your question your knowledge, apparently, 

that this is not pleasing to others when they read this. That's true. Who 

wants to read about somebody's I I I all the time? That's just a human char- 

acteristic. Well, why must it always be about the I I I? 

Q: I'm talking about personal feelings that I'm trying to express. 

CR: Well now, personal feelings are not quite the same thing; they're uni- 

versal, They are yours but they are also universal because others also have 

them. I may not understand your question. 

Q: To me the expression of feelings is personal and I'm getting the message 

from various people that there's no room for that in poems. 

CR: Who are these people? 

Q: I guess it was Creeley the other night that pointed out the difference 

between private and personal, that the private is the creative and the personal 

is ‘not, dn writing. 

CR: I fail to get the distinction. 

Q: The private coming from that inner place like you were talking about, 

that center.
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Qe ..-like basically instead of having I I I dealing with personal feeling, 

becoming the private without it, and that is the I without the II lI. 

CR: Somebody is not thinking very clearly here. I don't know. If you're 

talking about feeling, then it's personal, it's in the I. No one objects to 

that. 

Q: I guess the question is how to express that without having the I in 

there. 

CR: Well, you have other options. You can express it fictionally, by changing 

from the first person to the third person, or even to the second person. 

Ashbery's always talking about the I in the second person: "You do this, 

you do that." In other words, you can remove it from yourself a bit. When 

you do that, you do have far more latitude for movement. I don't do it very 

often because I sounds more suitable to my character, my own personality. 

I like the directness of I, but I know nobody wants to have too much of the I, 

no reader, so one has to do it with restraint. But there are these other 

options open to you. Or you can make it completely fictional. Put it into 

an as-if world. 

Q: I guess sometimes that dilutes it so much that I feel I'm really not ex- 

pressing myself. 

CR: It does dilute it a bit, you're right, because it is not direct, that's 

true.
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Q: What I've been hearing is that if the I is in the poem physically, there's 

still a problem. But I agree with you, I would much prefer to say I. 

CR: It's a matter of preference too. And also a matter of one's ability 

to carry it out as I. The psychology of the I poem is really quite different 

from the psychology of the You poem and the He poem because you detach yourself 

from responsibility for what you've said when you fictionalize it in He or You. 

Q: You can also use One if you've got a bunch of complicated information to 

get over succinctly. 

CR: Yes, but not in poetry. I can't remember a poem that expresses feeling that 

can get by with the use of "one." 

Q: Anyway, these arguments about keeping I I I out of the poem, just keeping 

the word "I" out, sound really ridiculous to me. 

Q: I think what you're saying is the essence of what he's saying, to keep 

that gushiness, the self, out of it. 

CR: Also, one of the considerations is, how big is that I that's speaking 

here? The reader will tolerate a small I but not a big one. Unless it really 

is a big I. 

Q: It's actually more presumptuous to use you for something like that. When 

peoms say, "you," it's implied that, well, everybody does this. You walk out 

on the street, and you pick your nose... I walk out on the street,I pick my 

nose, is what they really want to say.
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CR: That's true. It's an evasion, yes. And You is much more of an evasion 

than He or She, because the real person in it hides in a universal. 

Well, this has been great fun. Our last session is over, and the time 

has come to give you back your manuscripts. OK.
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TO CERTAEN LANGUAGE POETS, NOT TO TAKE ee oe SO SERIOUSLY 

To the tune and words \ 
of The Willow Song in THE MIKADO 

By a tree and a river an exiguous linguist 

sat singing, “"Zukofsky} Zukofsky} Zukofsky!" : 

And I said to him, "Superbird, why do you sit, ae 

singing, 'Zukofsky! Zukofsky! Zukofsky?'! Lc 

"Ts at Jyzicvasthenia, birdie, 1 exried, 

"or a eatery too big for your little inside?" 

With a shake of ntight little head, he replied, ‘ 

"Oh Zukofsky, Zukofsky, Zukofsky." od a ae 
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TO CERTAIN LANGUAGE POETS, NOT TO TAKE THEIR IDEAS SOQ SERIOUSLY 

To the tune and words 
of TheWillow Song 

By a tree and a river an exiguous linguist 

sat singing, "Zukofsky, Zukofsky, Zukofsky!" 

And I said to him, "Super-bird, why do you sit, 

singing, 'Zukofsky, Zukofsky, Zukofsky? 

Is it lyric asthenia, birdie,' I cried, 

or a concept too big for your little inside?" 

With a shake of his tight little head, he replied, 

"Oh Zukofsky, Zukofsky, Zukofsky." 
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so on through to the climax. The second character, the female, is a 

romantic virgin: 

Speaking of beaus sartorial, 
perplexed young girl hands laugh to love-wise. 

I ama lovely, irresistible girl 

of seventeen, with wonderous witching orbs. 

Why do I blaze'in my intangibles 

like any mandolin romantic, 

you, stable as the sterling? 

Her subtle, mysterious charm contrasts with the overt showiness of 

the male. She is perplexed; ‘her power’is'a covert magic which neither 

she nor those she impresses can resist. Rakosi ridicules these roles 

by the manner in which he exaggerates them. The “millions” are 

“gaping”; his “entertainment” is a “miracle.” Her “orbs” are “won- 

derous” and "witching"; and she blazes in her “intangibles.” 

"Wanted" is a preposterous advertisement for writers: 

WANTED 

Expert experiences black on white 

by men who are all white from the midriff 4 

to the arches through the lowest joints 

Their required whiteness seems an ironic indication of their accept— 

ability to the American public, a superficial innocence. 

We train you in accepted imagery, 

the sights of love, and other popular sports, 

and keep your eyes pealed for the gems of gab. 

So far, this seems to reveal the young Rakosi'’s scorn for the popu- 

lar, accepted poet, but the next two lines suggest, that he's also 

talking. about himself, as a Jewish poet whose “larnyx” is “without 

gentile deformations.” 7 

: Diction or fact, it's all one to the larnyx, : 

“that is, one without gentile deformations. ; = : : 
ae a = ; i — 

: ——— : akan 4 =



WRITTEN IN EXASPERATION OVER SOME PREPOSTEROUS STATEMENTS 

BY A LANGUAGE POET 

With apologies to The Willow Song 

in The Mikado 

By a tree and a river an exiguous linguist 

sat singing, "Zukofsky! Zukofsky! Zukofsky!" 

And I said to him, "Wittgenstein, why do you sit, 

singing, 'Zukofsky! Zukofsky! Zukofsky!' 

Is it lyric asbhenia, Wittgie," I cried, 

"or a concept too big for your little inside?” \ 

With a shake of his tight little heed, he replied, \ 

"Oh Zukofsky, Zukofsky, Zukofsky." 

4



ON TOM-TIT, A LANGUAGE POET 

By a tree and a river an exiguous linguist 

sat singing, "Zukofsky! Zukofsky! Zukofsky!" 
4 ittheenstein, 

And I said to him, tagaserney why do you sit, 
singing, peuketeky) Zuvor= yt Zukofsky! ' 

"Is it lyric asthenia, Cofix," I cried, 

"or a concept too big for your little inside?" 

With a shake of his tight little head, he replied, 

"Oh Zukofsky, Zukofsky, Zukofsky." 

Note: To the tune and words of The Willow Song in The Mikado. 

Carl Rakosi



ON TOM-TIT, A LANGUAGE POET 

By a tree and a river an exiguous linguist 

sat singing, "Zukofsky! Zukofsky! Zukofsky!” 

And I said to him, "Superbird, why do you sit, 

singing, 'Zukofsky! Zukofsky! Zukofsky!' 

"Is °it lyric asthenia, birdie," I cried, 

"or a concept tho big for your little inside?" 

With a shake of his tight little head, he replied, 

"Oh Zukofsky, Zukofsky, Zukofsky." 

Note: To the tune and words of The Willow Song in The Mikado. 

Carl Rakosi
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A grouping of poets under a name is always misleading because it 

implies an entity that is not there and characteristics that apply to some 
ee wget Seg soled, ; } 

members and not to others. A poet is/ an entity. It is not safe or wise to say 

more. Nevertheless, it does happen. Take the Objectivists. When Harriet 

~ Monroe, the, editor, of POETRY ielded to pressure from Pound to let Zukofsk 
aM wg ere. ae Cee Ap Cree Peel 4: Wt veo t€saety Me stank . 

edit a special das » she insisted/ on a,.name for the posts he had selected 
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for inclusion, and he had to make one up, but he didn't want, t9 hame them 
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anything because all he had done pee tne out the /besit young talent in 
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America at that time and select their best work. The only name that would 

have suited all of us , therefore, and been accurate. was one that denoted 

Z's critical standards, which he had derived from Pound, and his personal 

taste. Of course once the name was used, it made us a group, but in reality 

we were not and never thought we were. The same sort of thing must be true 

of the Language Poets, and I am not willing toggo down that path andgtry to 

respond to them as if they were an amxkyx entit . i



Carl Rakosi 

SEES 

The emotions and the intellect mix very poorly. In fact, they don't 

mix at all. They exist on different planes, and when they do meet, their 

tones clash. No sooner does a person feel something, then the mind butts in: 

looks, describes, interprets, denatures, absorbs, controls, encapsulates. 

Its wit and precision make it so complacent that it assumes it has improved 

on the original, or at the very least, made an even exchange. The trouble 

is that when it's through, the emotion is no longer there, only an ectoplasm. 

This is a fundamental problem in writing. 

Ah, youth! With what condescension and disdain it spurns all poetry 

med ft do when cite a lyrical impulse,
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One by onex then. I won't use names. A, for example, has an amazing 

talentfor akwkiskxmgx extinguishing poetry. How he does it, I don't know, 

and I'm not interested .in<fimderg=ert, but I heard him give a reading once 

and I sat there, dumbfounded, trapped, the minutes creeping mercilessly as 

he read what sounded like a treatise, and.I cursed him for it. I.didn't think 

anything outside an engineering meseeat/handbook could be that dreary. Talk 

about dead! Yet A has a strong, lively intellect. He is the only language 

poet I have heard read. 

I have, however, read a=few poems by others. These poems deserve high 

marks fee-mental—beldnesssand—nsmbteness, for a very refined sensibility in 

language and ingenuity in managing it, one poem by Bernstein, in fact 5 
i. : oye Benne Sou wt Tn gave . i nite ham precccetal 

reminding me of Zukofsky, ee for a (th+ek) impasto of rich wor@-sounds and 
salen an Cornsee tree ist cb Opto ies hae spurning 

imagery and metaphofsi They deserve credit too for,the watered-down Wms. 
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type of poem andthe products of the Iowa § School andthe trumped up "tragedy" 

of the confessional poen | Nevershelens, these poems are not where I want to 
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yr George Oppen and I have been friends for over sixty years although 

we did not meet or correspond with each other until 1971. This is under- 

standable only if you know George. The way it happened was that we sat 

around his kitchen table in San Francisco and talked and ate cheese and 

bread, and the more we talked and the more I looked into his steady eyes, 

the deeper down we got to something solid and brotherly between us, older 

than he or I. That is how we became old, old friends in one night. 

George is a tough old bird. He's the only man I know who can get away 

with the curious notion that feelings don't have to be expressed in poetry; 

they can be assumed from the situation. He gets away with it because he's 

patient and his eye will not let itself be distracted from its object. 

George has a great eye, precise and irreducible. If you sit still and 

look hard enough, you can see what it sees. What it sees feels like the 

gnarled bark of an oak tree. The tree is there too. You can put your weight



A / 
They are hermetic not because the author's nature was hermetic or 

because the nature of reality seemed hermetic to him or because his exps. 

have been hermetic but by linguistic ain ion and fiat. As a result the hi ‘d 
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poems are artifacts devoid of the human qualities in, hermetid poetry of the ( 
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past, their mystery and unregsdlved yearning. ese poems are sealed casks 

with no air moving in or out of them and I find myself unable to relate, to 
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them in a human way. All I can do is recognize their lin Mistie excellence. / j~ 
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We use.so.little of our imagination that when we create the unexpected, 

it looks as if we have transcended even ourselves. i 

Left alone, the imagination confounds more than.it clarifies. This 

shows that it was not meant to be utilitarian and belongs to a different 

faculty, the aesthetic. 

Thoughts and emotions are attracted to a work of art but when you 

talk about its meaning or the emotion it evokes, you are not talking 

about its essential character. 

Now that philosophers have entered the modern world and turned their 

attention to utilitarian subjects, the field has been left to the poets. 

Does our ancient interest mean that there is some correspondence 

between our quest for form and the impulse to discover the nature of being? 

If one is not really turned on by poetry, he has no pefeuce i 

mistaking facility for the real thing.
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poetic impulse; who professes to have feelings which the poem shows he 

Joesn't have; who does not write out of his own experience; who uses 

ords deceptively to give the appearance of substance; ......1I could 

go on. The interesting thing to note is that sincerity in all this, in 

the sense of honesty and truth, exists as a product of the poet's relation 

to his medium and that the test of it lies, therefore, in the writing, 

not km anywhere el 2 23 

gi j j
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. mained a hero for Rochberg. In the 1972 
i “Reflections on Schoenberg,” he accu- 

| rately describes Schoenberg as a man 
1 | who “lost touch with the primitive in- 

stinct of the musician’s ear,” who “suc-— 
cumbed to abstraction and rationaliza- 
tion,” and who sought “salvation in 

Schoenberg’s career is that “miraculous- 
ly he succeeded more than he failed.” 
The loyalty is touching, but the logic is 
baffling. Rochberg seems finally unwill- 

berg’s perverse granting of priority to the 
mind over the ear brought about the fail- 
‘ire cmnisomnicmeer andmnaaien 
Schoenberg who is directly responsible 
for much that is wrong with twentieth- 
century music. This is one of the two 
grave faults of this extraordinary book. 

The other is Rochberg’s failure to un- 
derstand that what he now sees as the 

‘great disaster that has overtaken all the 
arts in the twentieth century—a kind of 
“rational madness . . . which delights in 
SSCS ENS : . aaa) 

manipulation for its own sake” and has 
produced “forms of art totally devoid of



Benereeer ete eer Some form : 

of tonal implication seems almost to be ) 

“necessary if music is to satisfy the ear as Q 

© “well as the mind. Finally, a reading of 
Cw OF CO le wf 

k cited the McCarran-Walter Act— 
dangerous subversives—in refusing 

it enter this country. 

he Baltimore Sun points out, is that 
pro-wolf and, worse, pro-seal and 

. Small wonder the Immigration and 

Line 

“What Mowat has done,” observes 
lobe, “is write a book called Sea of 

b feeling and sound documentation, 
lof species of animal life.” 

r asks The Globe. “It could be, in the 
leaucratic guardians of our borders.” 

ht has been banned. But Sea of 
ich The Seattle Times describes as 

ust’ reading that Rachel Carson’s 
pee was” refuses to be silenced. As 

in vo Oca
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U the time stated above. 

This is apparently how they first meet. Williams will remember 

in his Autobiography: "one day I met Louis Zukofsky in the city 

after I had been sketched for a caracature by a person named 

Hoffman. Louis and I became good fricnics! This friendship 

brings Zukofsky to Rutherford by April, and repeatedly thereafter, 

affording, as Pound will write, "some pleasure and consolation" 

to them oe 

Williams at the time feels that he's been working in isolation. 

Attention from other writers does more than flatter him; it 

provides the "natural friendly stimuli on which we rest, at least, 

in our lesser moments." 

William Carlos Williams was born in Rutherford on Constitution 

Day, 1883. Mike Weaver writes: °° 

His father was an Englishman, said to have been born 

in Birmingham; his mother in Mayagttez, Puerto Rico, 

to a basque mother and a Jewish father. His middle 

name was taken from his mother's brother who practiced 

medicine in Panama City. If his ancestry was in any 

way Spanish it was more by cultural adoption than by 

blood. He was half English, one-quarter Basque, and 

one-auarter Jewish. 

The facts of Williams' life are well-known. His Autobiography 

can be supplemented by Reed Whittemore's bioeracky 2” The facts 

bie in medical



there ca a Charen beer y mel W , syptei Tees 

platen Ae thee. nag) ee Coe PARSE alls ciel ae AN 

ce bab ota the 3 2qclefpre pf We di Cercen., Atala 
rae i fie Ales : 

iS eee he hae epee af | — a 

chek) CLE Qe ee ¢ i aepestey) fe lege. A 2A ef A oi 

5 ; AY => : ea ae Neh fe = f 

Ate pr AlewoietlGrene&e Horo tiem & =e oe ope Ez Sacer 

is es < es Set EO emerge he ye 2 Pee 

one aes 3 a 
— irae ass oo J : i ye 2 & 2 2 pe eA Sb OT 

¢ Weat or ee Wher ie ii : ye c z ath ee oe ps Sara 

< ] i s } AL, 4G A Nite + et & 

Sew splot Hage OEY nL ea mypery asf gE Ae orl 
ttt? A+ 2D Meo Ae * 79 SA ~ SF Peay ae / Ce beose 1 iS ; gentle 

K CLL nytt“ ¢ f rte ae asl vecediob Caper tfeecey a4 
; f Le : ean oe E A44 Peete er ifs a OL, a hae f 2 ee a ae 

te tn OE Pore yet Apne OG (SA neo 
aco Y ie: oe Sais Ce Re em Te \ FAS. e | 

JO rey J ie a os / Rares 7 

/pre WAre area AION Le 
Seek, thew 

eee of 

a 4) fo DAD Og af eae ee ee 
1 [Axe ee at ¢ M1 1 Abe ae ee yo: Pie ; sf. 7 

Coe cme ee ly Siete W , 4 lt. Cofpwtas 
soa Se el “22 es DKA gt TOT e+ gy 7 af end 1 < = Un te 

oe OF, on bela UY bter pee Wires a <a ae i z 

a el neta pr.fr vf Vere oe I 
€ / 7, fr a a le . 

(| La os sah : Coe Were | : 

Che Heng Lit Hig OR fhe caret hege 
ie . es SC D a 7 ee ed LAH Cpe AL a fe yok Ke oY 26 °G reed (bse ye 

lt pe len ee ee a WM 
Be te ee ay ee Le 

Tet eG Vane L > woalicine Merk Khe rele 7 pS, Hobe 

Py ees Keefe Pere — fs U ee beh ee otis (55 
| | Der Coe foe hp i es ee, begend. harap oe Ah, Weed fr FIER 

‘ ; c.f lb Dee, i 7 e& Le4 MES LOE 

OG TPO TLD MEY 2a, ae at Saath EE has CA fe eee ee 
Woe wv she ae Y ee wAYy ( /ttée Lpetle - 

alge 20) Cred & l) € ae < ) Z IZ = ay 

ea ee. a i ae mevel peach WOE Big er 0 
a \ 0 opt L Coe ie ZS t ; , ) yp ally Chee / a Pncctzcona kp 

tote CLES gel AE an Kid cart Gene Ce. fay Cenc



- "the reeonatiag work gee? (& ao) 

vert will Be esr - SOD Coli fh ow Cong 

aoyerets 2 
(122k oe eS x 

_ boon tee imocle, awhile’ EE a ie 

A" farnttécn | oe pyar Te 

CERO (preoce Ae wet Uh acpoce. ables a 

polecde pp Lads a z owe Hed tly foe 2 
i — au wee) : i pene 7%, 

" eps ncteor! on LOC ore Lit Mest de atvsy G/T 9 es, be EG 4 

—ai Bee Sa Eee a Z ‘beg 
of tip hoe Yr] L tf wee, <C, tae & “OI CT Ornentd, Y2e ue Exe Geen 

ies elle pe ee Ee 
a pig ph bie ek OY ers TZ 
ene ip ee LU pe tect Lap otit wtb he wrt ne Age oy 

ee uo . ed Se 
ht Cena hoe 

Ge 

Ten Oot é very eyed 
be ea aye pole ie 

— a 

ogee eS ee sdte pet WEL, 
— 

ee 
ea 

ee, ar a 
i ee 

Ae ee ah y17? j. Ad Ca Gi fe See | ie 

So sp Ap fronts Ge Raat Once Gnd 

f- oe Mince LN 7 atth Cece tL D [3° . 

ep rele We 
Hie Le Latte, (oL0 i best we 

ees 

— sf cA 
co loth 

ae As Peete Foodies i Bat 

Z LT i fA Se ~%; 5 : Lal GCE,



< ee 

QLeote Cyonr Yooh tet OK Bod foray ee 

aS os Arrvaclarflolas plot Of Plek 

(J . ee ( i W) Re 

: el eo ope fans bar oe Krow deem ar 
or ee ae o{|poeer () 

| Beg f- ye ef lEne? . 

: ‘ ey Ls te of ote | ee ae 

4 c ace “log ) Lone . rues, & 

fool = ee
 Ae lC E 

oo J So/- Y; ( 

co gee fae ee ee 

F —F : ; z ce fpor bs s 

Bt j a ¢ ter Fy 

st fen eft PED fon vom fer



« “ Y iy ‘ hbo 

en eg Le? 
s Conzreds Se pee Jaa > 

C A CI! “sp fpyewafee a 

Ay pV ty Sf ptecn ee a ae fee as 

The linguistic approach: |like a surgeon dissecting a body and examinin g | g g y g 
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Ordinarily it's not worth while (for a poet to spend time stewing over 

somebody else's reasons for writing the way he does. In the last analysis 
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I can understand how they might have become what they are. A young poet 

starting out, feeling the continual presence of poetry of the past and present, 

feeling its power and influence, knows in his bones, and he is not wrong, 

that to get anywhere he has to do something different, be his own man somethow. 

The force of his own creative impulse also brings_him to this conviction. 
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M But Doh Ae can't dof it by drawing on his life experiences; he hasn't had 

enough yet. And the chances are that he's not going to be able to do it by 

drawing on the distinetness of his personality, his individuality, for that 
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may not be there xkkex yet, either because it's not developed enough to make 

itself known strongly or because, for one reason or another, he represses it 

from expression, justifying the rejection by protective rationalizations. 

In this situation there is one thing he can draw on, the seemingly boundless 

potentialities of language as it interacts with his imagination and intelligence 

Note, I did not say, the boundless potentialities of his imagination and 

intelligence as it interacts with language,because with them, language comes 

first. 
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TWO POEMS 
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MEN=ON. YACHTS 

3 After the bath she touched her hair 

with Orange Leaf and smiled. 

\ I lenry is gone. Who are you? 

Fumous ashwood stationary violins 

all night made bright da capo 

constant as specific gravity. { 

So. the umbrellas were put away. 

= We were together on yachts and beaches, j 

3 breakfasts on the ocean, { 

taxis through the Brandenburger Tor. q 

E : Along the Danube i 

onion stew and cart hack, 

sheep under the Carpathians, 

| the cheese upon the rack. 

\ The heifers licked their noses. 

\ 
| Along the Boston limited 

= commercial service. 

The table in the boarding house 

was cleared, the cloth folded. 

¢ : The rooms contained a few flowers, 

chocolate boxes, women, 

ical a laundry bag, 

| the lipstick on the dresser. 

e The men fled military service in the Empire. 

j 
{



Series ie@ Botte : 

to WV. Carlos Williams 

Eastern Sea. 100 fathoms, 

green sand, pebbles, 

broken shells. 

Off Suno Saki, 60 fathoms, 

gray sand, pebbles, 

bubbles rising 

plasma-bearer 

and slow- 

; motion benthos! 

| The fishery vessel Ion drops 

anchor here collecting z 

i plankton smears and fauna. 

: Plasma-bearer, visible sea 

purge. sponge and helpleaf, 

Hhalicystus the Sea Bottle 

resembles emeralds 

-and is the largest 

cell in the world. 

Young sea-horse 

t lippocampus twenty 

minutes old --



nobody has ever 

i seen this marine 

freak blink. é 

It radiates on 

terminal vertebra 

a comb of twenty 

upright spines 

and curls 

its rocky tail. : 

Saltflush lobster 

bull encrusted swims 6 

backwards from the rock. 

; :
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THE ENGLISH IN VIRGINIA, APRIL. 1607. (based upon the works of Captain John 
Smith) 

They landed and could / see nothing but/ meadows and tall/ trees....cypress, 

nearly three/ fathoms about at the/ roots,/ rising straight: for/ sixty or 

eighty feet/without’ a branch/. In the»woods were/ cedars, oaks, and/ walnut 

trees;/ Some beech, some elm,/ black walnut, ash,/ and sassafras/ mulberry 

trees in/ groves;/ honey-suckle;and/ other vines hanging/ in clusters on/ 

many trees./ They stepped on/ violets and other/ sweet flowers,/ many kinds 

in many/ colors; strawberries-and raspberries were on the ground./Blackbirds 

with ted shoulders were flying about/ and many small birds, some red, some 

blue; /The woods were full of.,deer;/ and running everywhere fresh water..... 

brooks, rundles, springs and créeks./ In the twilight, through the thickets 

and tall grass, creeping upon all fours....the savages, their bows in their 

mouths. 

a REZNIKOFF 

[ 
Obys: principle: let things speak for themselves. id Sa 

Seve se eta 1d (1) net hpiihiccs |Ceetene y (24 pz # Te 

D oe peed Lime vn tere! (3) of Sittaro ft reg, 
CadT AATOUD ak ee she ef beef ; / a) rae x 

So ee Aa Pigs 

blag = Sat Greg / | ae 

FIC Oe ren [ecto tens OO 
Oe Us : ; 4 Aifore oe 

( ‘ ee Vy ~My see CA ee 
‘Hh ee pettonte (Nila He eee a 2 et ie ecg) mecbee Mattaf tern) - Was os a . 

ASYLUM PRODUCT 

Brown and black felt, unevenly stitched with purple thread; what unhappiness 

is perpetuated in the brown and black of this. pincushion, lunatic? 

Obj. principle: be simple, direct; get to the heart of a thing immediately.
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- Disasters --- 
of wars o western Ub ot X- 2 MW 

windjand storm ) 

by KI 
of ae am sick with a poet’s, 

vanity | legislators 

of the unacknowledged 

world it is dreary 

to descend 

and bea stranger how 

shall we descend 

who have become strangers in this wind that 

rises like a gift 

in the disorder{the gales 

of a poet’s vanity) it our story shall end 

untoldto whom and 
t 

to what are we ancestral we wanted to know 
( 

if we were any good 

out 7 the song 

changed he wind has blown the sand about / 
{ 

and we are alone the sea dawns 

in the sunrise verse with its rough 

beach-light crystal pxtreme 

sands dazzling under the near 

and not less brutal foot journey 

in light : 

and wind 
and fire and water and air the five 

bright elements / 

the marvel 

of the obvious and the marvel 

of the hidden is there i 

in facta distinction dance 

of the wasp/wings dance as 

of the mother-tongues fe they 

with all their meanings 

dance? O 

OI see my love I see her go 

over the ice alone Isee -~ 

} 
myself Sarah/Sarah I see the tent 

in the desert tiny life



narrows) my life ay 
. } 2S 

2 is another|I see 

him in the desert/I watch 

him he is clumsy 

and alone Imy young 

brothef he is my lost 

sitet her small 

voice among the people|the salt 
1 

and terrible hills whose armies 

have marchedfand the caves 

of the hidden 

people 

once once only in the deluge 

of minutes a tree 

acity 

a stone in the road waiting 

stones eagles seagulls sliding 

sideways down the wind I cannot find 

a way to speak 

of this the source 

the image the space 

of the poem our 

space too great 

or too small where the world rides the words 

speak of too little 

time remaining 

fearful : 

- of sorrow in this once once only : 

among atomis, eagles, and alone 

: The American Poetry Review
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FOR MY MOTHER Creeley 

Ténder/ semi-/ articulate flickers/ of your// presence, all/ those years/ 

past// now, "Be. / five, impossible to/. count them// one by one, like// 

addition, substraction,,missing// not one. The last/ curled up, in/ on yourself,/ 

position you take/ in the bed, hair/ wisped up// on your head, a/ top knot, body/ 

skeletal, eyes// closed against,/ it must be,/.further disturbance-// breathing 

a skim/ of time, lightly/ kicks the intervals....// days, days and/ yeats of 

kinksexkhexkmkexwaks it,/ work, changes,// sweet.flesh caught/ at the edges,/ 

dignity's faded// dilemna..1t/ is your life, oh/ no one's// forgotten anything/ 

ever.// They want/ to make you// happy when/ they remember.’ Walk/.a little, get// 

up now, die/ safely,easily, into singleness, too tired with it to keep on and 

on. Waves break at the ‘darkness under the :road, sounds in) the. faint night's 

softness. Look at. them, catching the light, white edge as they turn.... 

always againvand again. Dead one, two, three hours. ...all these minutes pass. 

Is it, was it, ever you alone again. How long you a at ato (Woum prs de eyo UT 

lovely, confusing discretion..Mother, “I loveyou.s..for whatever that means, 

meant...more than I) know, body gave me my own, generous, inexorable place.of 

you. I feel the mouth"s sluggishness, slips on turns of things said, to you, 

too soon, too late, wants. to go back to beginning. Smells of the hospital 

room, the doctor she responds to now, the orders...get me there. “Death's 

Tet, you oube. 4! comes! true, this, that, endlessly circular. life,” and we came 

back to see you one last time,/ this time? Your head shuddered, it seemed, 

your eyes wanted, I thought, to see who it was. 1] am here,/ and will follow. 

¢ pppenaia! PEG i AUN eo a of 

Kia ok ey aN Ig Z on Og Kakdieh 

! Dseabkra sg keddich 
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foreshadowed ; hae 

: in surrealist : ; 

night speech ; 

, : on the media, 

its first robot. : i" 
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When I\ started writing ‘poetry, efter total innqersion_in_theRomantic 

Bd bien, Ke : rw + —tihiaith Shel ORM, >, 
poets, eee to me”that metepher Woe the ged in a_paemy}+the—body in which 

he showSd)his\splendor and transcendence he motivating force behind writin 
a e Pp ' G 

itself. This belief led me t@ write some dreadful poems, which in time led 

we to my re-education. Lut the feeling that there \is en affinity between 

sone deep part of my nature end the metaphor never \left me, ond I remained 

loyal to it at heart and sontinued to wee this invisible bearer of bountiful 

gifts, too rich at times fex—my—stomech, who seemad to, appeaer on call from 

: spt ae ; Q ‘ T Oe S reeehel tLe Le of Chart’ 
some higher power in the imaginstion.| 1% time I learned to hogse only hose 

= ; 3 ee, d STON Qe 
metaphors that would stand behind their promises and be\aceountable for ¢ a 

oe and accuracy. Mataphors with a conscience, in other words. —— 

oe. "Metaphors with a canscyence!" G hear someane screoming.) "Are you out 
pt 

Soyer your mind? How can a metaphor havea conscience? pete you trying oe 
C > ~ af) ee 7 a S 

i, tLeun® i Ze a Zi Ee K CD We LGoL| 4 
do, Judeize @éstheties?” | —) <% SO : , $7 72 
ie pe bineemenle gad 1 Steel Clif Heeet (| IY Opeth 1 4 Ore. ettyceh|] CN 

l can make my point by examining a stanza fron poem by Delmore Schwartz, 

THE MIND IS AN ANCIENT \AND FAMOUS CAPITAL: 

"The mind is a city like Lendan, 

Smoky and POpUlLOUS panama” 
A Fwand : 3 . f : 

@B™ ap opening! A grand view. Large meanings resonate from it, 

imminent. Yet the metaphor \fits. op emma The reader is content to be 

carried along at this great height wherever this Frospero has a mind to 

ae « i i 

taka him, Then fallows: 

"ig dis\a capital 

Like,fQome, ruined and eterkeal,” 

The field now is in danger of becoming averpopulated. Is it possible 

thatk the author did not realize what he had in the first metaphor? Or is 

this a case of pushing an in gread for still mare effect, insensitive to the 

thickening of the atmosphere and the confusing side-effects? Whichever, the 

possibilities are still thare but they are ne longer charismatic. And the 

wk serpent whispers, "Art thou really Prospero?” 

Nevertheless, the grand view conticues in the second modifier, eternal, 

It goes with Rome and what we feel is true\of its referent, the mind. But 

actual ruin steres the poem in the face and ‘disbelief rushes in at the word, 

ruined. Why “xuined?" This term for the mind is no product of thought or 

soul-searching. It is the oldest and most hackneyed conceit in Romantic



3 
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y 

Be The fellow has made me forget that the metaphor has a referent, subject, 
zn a Oe ns ee os 

matter, and that the best argument for the metaphor is that it endows the 

referent with Poese ae We expect mare of a metaphor, therefore, than 

elyragce Cot ecto, 
of a flowkt. As long as - has a referent, we must expect it to be for the 

wen a . f pt ~ eee To , S aM ece ART eeh Ty EST 

ae dae Q LAVC pd (ia ceed 

PAF not entirely. Entirely would make it a dull fellow, @@mRmMlp A certain 

(Eve k HSC &, es Z f : 
engart nust be allowed for sn 4Axistence in Language, (an existence alwnys there 

and \never identical to subject matter. The question 16, how much? And the j 

) / 5 AD mice 2a Wret Ft 

answer comes from man's copfnection to sarth: it dogén't matter how'much so 
f 

long as it doesn't detragt/ fram subject matter. For why should ona Ae willing 
he io 

to give up one jot of shat: Il see no need to. One can have both, / 
Som Y 

But this now pre (ges us outside literary gonsiderections, fdr frre amount 
- LP Row Wwe ay Seek cates ‘ ‘ A a . bof wero 

of subject matter thét « post As willing ae or compyomis jeenen ae 
— Soe Ofezzp2e, YR & bextZ, ; ; A ; 

on his fadividual sychology./ If he’ ifs “tyned primarily inwafd, there is ' 

nothing to restrgin hin from, 3 ying at the/way to EUPHUES. Mut if his feelings 
Z a Se aA . 

for the cuter whrid Se solid G3 groundgd in character, He'll] keep his heed 

against the cfarisma of meta s, He will not settie fox charisma alone 
Been ee pers sue Tue eee " i sme_elones __ 

But ien/t it)grand that we can have both the eagth and metaphor? i 

Pou ees crete oe fe eS j 

Next ragsesl is metaphor for the post's own aggrandizement which turns 

attention away from the poem to beam in on hig powers of imagination and I 

with in thig fictional world but ngt at the expense of the poem. This is a mots ~ 

form of integrity. V pid ie 

Then come metaphors which gag and perpetuete writing for the seke of Ui ees 
\ | 

writinges...48e9., writing 8 an egox need, as against writing out of lyric ' 

impulse. Seme ego need is algways in a person but if sheets the driving force, | 
: 

S f 

2 - . ey aieens | 

it leads to poetry withaut an inherent reason for being, the ultimate contami~ 

nation, and to a mindless overpopulation of writing in which no\ene's indivie= 

duality can survive, A plague of locusts would be preferable. 
. 

Then there are metaphors in place of think subject matter and thought, — \ 
eee else ence ee } 

and metaphors in which the post can escape from personality, and metephors 

by which he can slip ints a drugged state, anc metaphors that tske over and | 
ee 2 One n eee e Re ree Dee ane ae epee ees as 

lead him by the nose, and sa er. i 

But I have run ahead of myself. \Lenking back to my beginnings, I see now 

that there wes only one kind of peetry which moved me then, the lyrical, With 

what condeseension and disdain I expelled everything else! Out! Outside the f 

pkexi pala! The memory is embarrassing. 

Then one day I myself transgressed, It happened after reading Cumming's 

poem, Buffalo Bill, I think in The Dial, What delight! Gee: | | 
i 

ee Se eu ee. It touched s nerve in me f



that I didn't know I hed, and 3 poem came to me es a counterpoint, a take-off 

on ezrly Westerns. It was the opposite of lyricsl, of romantic, of mystical, 

the opposite of everything |] had done up to then; end it was without metaphor. 

I didn't have to "compose® it . The poem practically wrote itself. Form didn't 

seem to matter to it. It was fun writing, but I] dismissed it as negligible. 

Some time later, on another binge, I wrote THE EXPCRIMENT WITH A RAT. 

This poem tock more composing, more form, but again no metaphors, and the 

Opposite of lyrical, etc. This poem I took more seriously. |W: th the writing 

| of my ARERTCANA suite, mostly done without metaphor, it became appsrent that 

|) a different pe part of my neture hed broken out.....humor, satire, my bond 

,/ te the everyday world.XAxum tae These poems had certain things in common: they 

*| all had a point to make, @ realistic matter to reproduce, for which they 

Fay needed no essistance from metaphor. It would have been extre baggage, a 

| distraction, an enemy to the simple state in which #11 wental points have to 

| be made. 

“( Narrative poetry, too, ee who weyts to be stopped in the 

flow of a stary a ambiguities \and inner richess of metaphor’ Similarly, 

in poetry in which) the action fae a larger meaning, the metaphor 

etree sine ne setter matter, the ‘metaphor still haunts me. 

“T know that bhat\I was at my beginnings.....romantic, lyrical, idealistic.... 

had to have metaphors. In addition, I was possessed by the music of poetry; 

‘by overpowering, inchoate feelings.....elegiac, rhapsodic, mystical; by a 

sense of supernatural presences close by ‘who would move out of their shadowy 

limbo and make themselves “known to me Aft allowed myself to go to them and 

"listen, qT stood at the edge, waiting. Would you try to express these things 

in literal language? Would you even be willing to admit ta them as non=metapho= 

vical states? . hes 

In this duress, metaphor came to my aid.....as it comes\to everybody's, 

for it is 4 primary tool invented early in our evolution to eche /vith imper- 
penta anat both ends of the eonpuntcatienteeaeeeanni th Sone defect or 

“Inadequacy in the cognitive faculty, ‘Shes epiigeity, jto ‘know exactly and in | 

full what we re ae and what ts before us, — 

and with imperfection in language, in its capacity to reproduce exactly and 

“fully. Thus the metaphor is staple in evarydsy talk, The moment we bre stuck 

for perception or words, we eee an @rOTSAs This x net dhor Hh Hts 

‘simplest functional f rm, rea, \ ie Sata aus 

If we are meditating, ‘the cognitive and lingual imperfectinns are far 

more complex, If, for example, 1 ‘am loo! ing at.a tree@ what am I experiencing? 
Pore —_ $$ ee”
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There’s no point in asking that question eh ETO: denands ere made on me to 

reproduce the experience. [n that cese, experience is knowing. Dut if I have 

‘to reproduce it, neither ny self-observetion nor the language of direct _ t 

U statement is equal to the task. 

a if iT “further ask the question, what is before me?, I run into a maze 

just trying to understand my ow: question. And if J can get pasts that, 7 | 

run into a woll, for the real tree is not penetrable to my inquiry. Uf course, 

if 1 assume that the tree is what 1 see, there's no problem. i wind up with 

a physical description. Tut if 1 sense, as i do, that there's something more , 

\there, something sui generis thet is not Pe Oe eectae Guracence rant ence ee ' 

ats own purpose and destiny that is eat chee the scientist knows of its | 

\etructure or its composition and function, then }'m in trouble beceuse | do | 

not have access to these things. 1 must invent something tu represent then. 

The chances are, I'11 start with a metaphor, ' 

And if I want to reproduce the tree's xexte aesthetic effect on me, its | 

particular beauty and grace, or my connection to it when { think of its durant 

heart, its destiny relative to man, the mystery of its great presence..... : 

the enuneration{ however true, is never complete ond) does pet bging me ony _ i 

closer to the integrel that is so moving about a trees;tbst {son a different | 
ce : : Uae : ee eee es { | 

plane from its parts ond attributes.....if, as I said, 1 want to reproduce | 

“all that, direct statement and descriptive words are of no use. If, in addition, 

J want to express my feelings about all this, for sure I Dee help and must 

invent the metaphorical tuols for it.| 1 see that, almost without thinking, | 

I have already done, syne of this in the words ? ueeds) 

(1t is possibte that) 1 have sas entree to a tree than a spider has 

to the wall on which it sits and spins, bet does that matter? Metaphysical 

is riddles never svobmee orgones not the solipsist himself, from following his 

natural bent and intuition. 

Pierre Reverdy plays this theme to death. "Poetry," he writes, "Is not : 

in the datum but in the observant mind," ] see no basis for such a dichotomy \ 

except in Reverdy's own natural bent towards solipsism, for if it held, gm 

Ey @ilty & or any gop oo aie ED ar amp OY Gp Ay, aud? 

2 wat nant ow gia) OO? tame OOO quomey SO ep WD A @ 0: 
wag follow that ica cee subject of @Monoatry is the mind itself, the 

poet/solipsist himself. We know that heavy presence, that long, millenial ; 

dream from which one can not awakellbecausea outside stimulus has been removed. | 

We know its working principle, that subject matter is not the important thing, 

only. the art of expressing it; that poetry has no responsibility to anything 

outside the poet himself, the man of uv vending surrealist excess and 
t
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nature, 
| extravaganze. Unfortunetely for him, sqm, the neture of the reader, has 

| the last word#/ whatever exercises in sollipsism may be [ta the poet, they are 

tl boring to others. 

Leaving the metaphor for a moment for a larger field, I have to add 

that it is a fundamental problem in writing thatilene emotions and the intellect 
eee oie Bice ee Se re | eee ta eee RN 

mix vary poorly. In fact, they don't mix at all, not only because their tones ae ane nade a cers ky oe ae eee Te ae FF aetna 
lash and they exist on different planes, but no Sates sacs tae Fea something, 

then the mind butts in: i&% jooks, describes, interprets, denatures, absorbs, ———e Be gee eee age then a z at : 
controls, encapsulates, It imagines that it hes made an even exchange becfuse 

it does this with great wit, precigion and eclat. The fact is that it Has no 

choice. If it did not move in on the emotion, it would have nothing to do 

and no reason for being. The trouble is that when it's through, the emotion 

is no longer there, only £5 mental ectopleamy/Yet emotion without intellect 

is slob. Only the mind can give it form and make it look and act the way it_ 

; ‘ a s Sew Anorae hey “Ke L eee et eee S Lecebeents 7 Sain 35 = nen, slheee”* 7 ee acnee 
How to do this, then, with as little loss to the emotion ag possible. s 

By confining the intellect to suggestion, and by expressing the emotion in 

the medium in which it is most directly expressed, music; in a poem, the 

music of the lines. Or in a medium which uses the associations that go with 

certain images and configurations.. This excerpt from Denise Levertov's poem, 

ILLUSTRIOUS ANCESTORS, is an example. 

"Well, I would like to make 

poems direct ss what the birds said, 
hard as a floor, sound as a bench, 

: mysterious as the silence when the tailor 
“jy would pause with his needle in the air." 

“The first three similes here need no comment; they are definitive. But 
who is this tailor in the 4th simile? Well, from the context, 

"TheXBax Rav.” 
of Northern White Russia declined 
in his youth to learn the 
language of birds because 
the extraneous did not interest him; nevertheless 
when he grew old it was found 
he understood them anyway, having 
listened well, and as it is said, ‘prayed 

with the bench and the floor.'" 
he is that slightly mystical charecter out of Yiddish literature and folk-
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lore, the ubiquitaus Jewish tailor, lowly, obscure, philosophical, which 

God had mads him for ressens known only to Him, He and the Rav evoke the 

shtetl atmesphere, as we know ity from this literature, in Czarist Russia, 

from wheres Levertov's father came. As such, the poem is a figuretion of 

nestalgia. This much is on a single plane. The words, mysterious end silence 

and "vould peuse with his needie in the siz, however,transporty us to another 

plane. This sinile is so much richer then its referent, so much more profound 

and rasonant, that it displaces it at once. One no longer remembers thet the 

port was saying that she wishad her poems ta be like that. The wish seems 

unimportanh onvw. 

Thie tailor is 2 far more hyonotic character, in a poetic sense, than 

the historical tailor or the tailor aut of nostsigia. The myx simile has made 

him a figure of mystery wherein the euthor has a heraldic existence...e6. 

heraldic, st first glence, of a Jewish past unknown te her: on a deeper plone 

heraldic of the mystery of silence, of the mystery of our inward state where 

meditation site timelessly on the question, What is Reing? 

GEES Flat ds Sn needy git Foley et johabitants gre not subfect 

to mortality, "t is as if the rind ee \cencu Medi aad & that effects) 

“nes its word, its metaphor,“is on the page, at Bhi hive in perpetuity, 

| independent of its referent and its author. The gandigions in this habitat, 
Po etonids, ON ose Ad 

the @@imiagfm the associotisns, the voice, the thing thot is matter there, 

vere not set by referent or auther, When they enter it, therefore, they have 

to undergo a transformation and abide by these cenditions. Belzccian reality 

is taken in by them end ceases to exist as such, It becomes depersoanalized, 

Ite life spece becomes aesthetic epnce. Abave all, it becomes enhanced, a 

distertion net tolerable in the real world, in this enhancement &uke lies — 

the pcet's field Tor expressing his decpest longings for $ranscencuncesr...c. 

_is this not the very air af the soul?es.eeto go beyond the ordinary, and 

beyond the axcellent too, beyond vhat his mind con know and his eyes con see 

“and his herd cen write, (to settic for nothing less than magic in Language, ) 

to have uo limits, an impossibility brren when the werd es symbol and metaphor 

transforms ite xeferent into a hersidie thing erd ite auther into « heraldic _ 

being. rede fon sibte 

ns Are these rspirations rot romantic? As Gm emiegem Gh writing itself. 

Ard also lyrical? ....ethe romantic sings. Where else can ene's lyrical 

impulses and rhapsodie feelings ga but in this anhancement? Or all thea 

these vague, slegise feelings ond prasantimants of the mystical that dog 

the poet. Or the grandiose impulses of his ego, and his need for immortality 

eee--his double.
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the So wht y 

Enter(this metaphor and you take off ina self-contained, timeless Space 

capsule, where William James once sat when he wrote, "Immortality is one of 

the great spiritual needs of mans" and Lev Lunts when he wrote in the Serapion 

Manifesto, “Art is as real as life itself, and, like life, has no goal or 

meaning. It exists because it must." J — : aie 

: “From matter to trope, into imago.....the image ac oye way of knowing, 

afer making matter confarm a mode of ce well I know this | 

i divine trangmutation!4 Yet TI am pulled equally towards e other pole, ane L216 

| | yeasete=—dommhet ie designer, Nicolai Akimov, lenged=fex. Writing during 

the early, sanguine period of Russian Communism, he said, "My fondest dream 

is to develop the expressiveness of things to s point where I need not be 

ashamed to put them on the stage beside the best of actors. As yet, this ] 

waits in Utopia, but if I should ever swemenad succeed in bringing upon the ye 

stage a chair, the sight of which would make the audience, to a man, sob, ae 

| would die in peace. | [Listes | Sxadity pee | che! 
Exactly how I feel! So I stand by what ces wrote: : 

with this look 

I wed thee 

and become 

thy very 

attribute. 

1 shall 

be thy faithful 

spouse, 

true 

to thy nature, 

for I love 

thee 

more than Durer 

loved a seaweed."
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Mi ee, 6 (2 
0 great Psychology, you are everywhere. I found you even in ancient 

Babylon, in Gilgamesh. 

"This epic," you cried, in your sure, tutorial voice, "Is a story of 

man's boundless potentialities, but it was too early in history to dare to 

avow them, so the authors made a hero whom no one on earth could stand up to 

but not so daring and mighty as to provoke the gods and bring destruction 

down on the people. In fact, to make sure that no one could mistake their 

intentions, they kept some things out of his grasp, proof that they were not 

setting up a man to rival the gods. And they left certain things unclear, 

such as his origins and the circumstances of his birth, while other things 

were unmistakably definite: viz., that this was a lone case and only Gilgamesh 

could have done what he did; that the events in the story happened long before 

memory and.there were no survivors to hold responsible; that it was, after all, 

only a story. We're not going to be held xespmmsexhie accountable and punished 

every time our mind plays at make-bélieve, are we? 

Then for good measure, they slipped in a Serpent. Here was our hero, 

celebrating the greatest event in his life, the possession of the plant of 

eternal youth. You can imagine the collossal shindig that was! In the midst 

of it, he could not resist taking his eyes off Weer a ate deceetalate 

pee ee c: the prantacefy [the "kind of humag failing hat would put 
during the hubbub and stolen it. Manpeee tan: ease and incline them towards 

Thus, as far back as Babylon, Psychology was already on the side of the 

gods and disclaimed any intention except to entertain. 

"Very astute," I thought to myself. "Psychology must be the prototype 

of the proverbial cat that always falls on its feet. But tell me, Puss, 

aren't there powers higher than Gilgamesh? And if so, where does that leave 

your analyzing?" 

In any case, it is clear that behind Gilgamesh were sensible men who 

liked to tell earthy jokes. How else account for making the gods themselves 

favor Gilgamesh, as if the very heavens had to admire so much daring? And 

why else would the goddess Aruru, in order to save the people from being 

destroyed by Gilgamesh's violence, make a counter-force out of the raw stuff 

of animal life and then tame it by mating it with a knowing woman? I can hear 

men laughing in their beer at that. 

And if the gods were listening, they must have chuckled when Gilgamesh, 

after much danger and travail, crossed the waters of death and made contact 

at last with Utnapishtim, who possessed the secret of eternal youth, and



discovered to his amazement that this hero par excellence, this savior of 

mankind, was doing nothing in his everlasting existence but sit quietly in 

the shade with his wife. 

Carl Rakosi



old country ballad 

God, 

"if I had known 

I was going 

to live to 97 

I would have 

took better 

care of myself." 

Carl Rakosi



Minneapolis, Minn. 5509 
4h51 S. Colfax Ave. 
Feb. 5, 1969 

Dear Frau Hesse: 

Mr. James Laughlin has asked that I trace my connection with the 

Objectivist movement for you,to go along with the mimecgraphed blography you already 

have. 

My connection with Objectivism began with a letter from Louis zZukofeky, 

then unknown to me, in 1930, inviting me to contribute to a apecial number of the 

magazine Poetrywhich he was going to put together and edit himself under the banner 

of Objectiviem. He was a great admirer of Ezra Pound's, of both hig critical ideas 

and his poetry, and had seen my work in Pound's magazine The Exile, and wrote, “Permit 

me to say that your poems are the best in America~--these U.S.A.~--that T have seen 

since, well 1926. * My poems led off that issue of Poetry and a considerable number 

appeared in 1932 in The Objectivists Anthology, which Zukofsky alse put together and 

edited with infinite care. From that time on, gukofeky, George Oppen, Charles Reanikoff 

and I became known as The Objectivists. In fact,this is how we are known to this day. 

This 1s interesting because fzra Found, T.S.Bliot, Kenneth Rexroth, Besil Punting, 

William Carlos Williams and Robert McAlmon were also in the Anthelogy, ck Foote the 

only ones to get stuck with the name. 

Since I lived in New Yor* for only a short perlod, I did mk not get 

to meet Oppen and Reanikoff, but Zukofsky and I hed o long, intensive correspondence 

on questions of poetics, mostly having te do with my own work, and we used to get 

together when TJ was in New York. Ne had quite a few critical ideas in common but our 

poetry was as unlike as two poets could be. This was true of all the work in the 

Anthology. Only Reznikoff and I ean be said to have had some affinities. Tn spite of 

the diversity, however, all of the pieces in the Anthology did live up to a very 

rigorous standard of what a good poem must be. Ld sone Tey i i f egy 

What was that? Zukofsky tried to define it but ae net really guuicevehia./ iy 

at sien tee my satisfaction. He was better at saying what it was nots "Fake, mere word 

mongering, the lack of a process of words acting on m particulars show up as rot in 

all times."



For myself, I found the term Objectivist useful. It conveyed a meaning which was, 

in fact, my goal: to present objects in their most essential reality and to make of 

each poem anpbject.....meaning by this, obviously, the opposite of a subject; the 

opposite, in other words, of all forms of personal vagueness; of loose howels and 

streaming, sometimes screaming, consciousness. And how does one make, the subjective 

experience from which a poem issues into an(Sbject? By f polite 4ile wipbrlévcs 

sincerely, by discriminating particularity, by honesty and intelligence, by immrkekinn 

imagination and crafstmanship......equalities not belonging to Objectivists alone, 

obviously. ¥ 

Let's see how this eystem works when applied to a few contemporaries. Take A.S.,) 

a American poetess Line has just wou the Pulitzer prize. Her experiencé eel wieely 

felt but not objectified. The result is dull, pretty awful. Which proves again that 

it is not the experience which provides the basic interest (experiences are not tha€ 

different from each other) but the nature of the objectification. An example of i 
j 

different kind is ae His experiences are thoroughly and ingeniously objectified, 

but the experience conveyed in the "object" moves very weakly. The impression is 

that the experience was not thoroughly felt, whether sincere or not, and that the 

whole person was not involved. Therefore not all of the reader is involved. Rut We 

have to settle here for bins intelligence and skill, which are sufficient ko be, oe 

interesting and oes in themselves. wedge” < i { ert ih 

0 hey aa, pete den y lovib heathy Fo 1 x 4 

Going back now to the making of an “objectivist" poem, as the basic form for a 

particular expbviuice is fowe and the poem begins to g take shape and fill in, all 

the insatiable tyrannies of language, which we only borrow.....the form, the cadence, 

the associations, etc.....set up requirements of their own which must be followed in 

order to complete the writing. In this sense the author experiences the poem as ar 

object; a real thing outside himself which works on him; an organism, as it were, 

with distinct characteristics. Once the poem is completed, the author becomes like 

everybouy else, a reader, mi and it is no longer possible to experience the poem as 

anything but an object, which is there now to reenter the poet's subjective if it can.



“A el 

Well, I hope this will do for the time being. And thank you and Uagmar Henne 

for your great help. 

Cordially 

ee = ey NE 

Carl Rekosi ~ ee



vr npr neers U owiw (re r rae re ) 

as eee 
gociety which Marxists, ever intent on aemmmmamiaiengd people, proposed, writers, 

as communication experts, including poets, had an honored place, and if one 

gould get to the center of the action, whigh was the magazine, The New Masses, 

a place of power, But the honor was paid only to sagiel reelism or to exalta= 

ion of the working mans| If you didn't write,...and 1 didn't, I wrote lyrical 

| poetys.s+yau were flayed and hod@ed alive for pandering to the decadent 

testes af the bourgeoisie by the editar, Mike Gold,and his editorial assassins 

| This happened te Reznikoft, for example. It made me feel there was something 

\wrang with me (and of course with lyric postry) for net being able to write | 

/ VSS ea ARRON AT oad: BAIL pans Soups auEERGMOUR-MpY. dosen't it? but _ / 
(tte eddy legen then.) This had something to do with my stopping to write 

“but the weap hing was Bhat T douldnlt work all day eae 2 social worker and 

paychotherapiet, @pend time with my wife and children, socialize with our 

friends, do the chores eround the house and write. T would have had to be up 

all day apd ell maghte (ok ad Nae 
Your M.M, Times empayi@at didn't get it right, The problem after World 

War’? mas nots presure’ to conform. The problem was the Cold War mentality , 
‘us" egeinet the Commupiene: (ag 4 shill ia), mach puept orgies and the 

President (Truman $hand tike the Bleck Death, The difference then was that 

you sould Loge your meang of livelihood and even wind up in prison if you 

were found ite Heve eseacgiated with a Communist (and MeCarthy labeled any 

diagident s Communist) of with someone who had ever baen seen with someone 

who as paid ta have been seen with an alleged Communist or fellow traveller. 

Yous ¥ gat the picture, | Mie, 
About your book of poems; I was struck by its great variety and honest 

observations and found a true poetic sensibility in it. . 

ON ON a i oat With best wishes, 
a LRA Baas bs a 

Pa Ne dae EAT ; Th
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/ I should marry & have a family. & altho my wife never stood in 
7 my way, it became more & more impossible.... there were too 

/ Many things I had to give my time to, My profession absorbed me 
/ completely during the day, & no way was possible, in that pro- 

: fession. & at night, I had to Spend time with my wife, my child, 
& then, when I tried to write at night, my mind would be jumping 
all over the Place & I'd be awake all night. It was impossible, 
it couldn't continue. Another fact » I was a Marxist.- nak 

W during this period, & the communi st oaaMeR as & magazines Wats 
pa aE ust annihilating the poetry unless it had some social purpose 

| : + hee. "So that thet had a great influence on me. So Teel 
Inger Mad to Stop, & I stopped reading al] Poetry too. I couldn't 

Fron, Later ieee pee try without being tempted, For either a year or two, 
Tae s ye almost died, I thought I really was going to get physically 

| Kenn. Cool Rakes |) Share got all sorts of Symptoms, but I finally stopped. Now, 
: wel he. postic impulse however does not die. That isn't something 
Uma cH that ean aie an you, if you have it, ‘Tou can stop the expreaesion 

OA Ott, Out TE won't die. I wrote many articles in my professional 
| a) Bled’ which, when It¥eaa them now, are meally very good liter. 
\ (2 May (BBY Prose: = in almost any aspect of spcial work that I wrote 

fe (2). hb casework, ‘eases, -Supervison™t eotldn't not use my literary 
7 Powers, “go. they: were coming out there ~'but I never thought ce 
Hea a i Would Write poetry again. What started it, but most people ct. Biv 
fate GC) know tte etronay ~ a letter from Andrew Crozier, just a year (v@ 
(Ue Before Tinetined’ trom social work, in which he expressed 
(UES Date ies ttn! ny: york & said he had first come across it at the 
ote UB versi ty 9f Burfalo when he'd come here as a student. under 
1 \ Okgon, 2 read everything he could find in the Magazines & copied 
(| MARR Gos, @ he wonderrea wnoanes tohad any new work or what 
Vet Vo Wae Happening.” That's: what Started me off again. As a matter 

OR Paces Sonenths before I decided to retire, I started to 
He (le (4 Meee Reet Ne phe) a oo writing ever since... this was in late 

ie jo) NG But your! question, about the poetic impulse - [ wanted 
hay \ W@ emphasize, that does not die.’ You express it even in your 
ee nay | P@latiqnship to people. The other social workers didn't know , 
MCU Weigh ey writer, but they did know my pen name, Carl Rakosi, & 

they admired these prose writings of mine,... T wrote over 60 
.) @rtieles Qn different things... so it comes out in some way... JG'= When’ did you'begin work on the Collected Prose? How far back does 

i OMe WOME: goo 5: 
OR = Not very far. 1 can't give you a date,.. Bk Je'~ 1 find the. book most fascinating... of utmost relevance... the 

fa | POtenance. |... what it says about criticism, the critic - what 
iat #6 Reckons for..,, we're experimentalist, we're not supposed = 
1 tO overtly show our brains, & yet*You have shown, with a sense 

. Of honesty in your book, there's a need for a reader, a need for 
@ critical response, an undeniable, basic need for recognition... 

oN. 

<> FINIS tape runs out Ciera ent



20 March 1988 : 

Dear Andy: e 

So much time hes elepsed since the 

interview that I was unable to fill in the 

obvious lacunae and the missing lest portion, 

Will you please mention this in the oe," 

as well as the fact that. the. interview took 

place late at night, long,after my bedtime, and 

thet my brain felt as if. it were wrapped in 

wool. 

With best wishes,



ea 

Carl Rakosi 126 Irving St. San Francisco, CA 94122 

a0 ets: 1987 

Cote 
Dear Jim: 

A thousand apologies for taking so long to answer your letter. 

Perhaps “taking so long" is not the right way to put it, What happended was 

that Leah (my wife) got cancer about a year ago and I became completely 

absorbed in its practical and psychological consequences. She's now in re- 

mission, and my bondage to it is too, for the time being. 

In your letter you said you had unanswered questions in your mind about 

what force in Marxist thinking would make one stop writing and “not knowing 

precisely what was behind that force, what underpinnings in this country so 

work against the poet, continue to work against him." Two different matters. 

I'll take up the second first. It's not that structural forces are working 

against us, it's that they're working outside us, we have no place in them, 

are not a part of them, meaning by that that American society from the very 

beginning has been and is materialistic, practical, commercial and has never 

had a national culture to counteract that, a national culture like the national 

cultures of & eastern Europe or Persia or the Middle East in which poetry has 

Sehoncsed place. Here poetry is just not a part of things. That's bad enough 

but our macho-esque mores make it seem rather mmmankxkax unmanly for a man 

to be doing. We can write or not write, of course, as we please. Nobody is 

going to stop us; that's our private affair. But nobody bot other poets and 

critics are going to be paying any attention. Which doesn't keep us from 

writing, of course; what it does do is deprive us of social backing and respect 

for our work, To fill tbe void, we make frantic efforts to win respectability 

and admiration from people in the business, critics and other poets, but this 

doesn't work because that's not where the void is. We pay a heavy emotional 

price for this omission. I have no doubt that it distorts our work, and es= 

pecially what we write about it.....we constantly overplay our hand. But we 

go on writing anyhow, as I would have too if two other things had not happened 

along the way. 

One was the Great Depression of the 1930's when I became convinced 

along with millions of others that Capitalism had failed, was finished, that 

the only rememdy was some form of socialism. The suffering of people was so 

great that we were all swept,.along in a mass movement of such extraordinarily 

imperative moral urgency that it subsumed our critical faculties. In the ideal



Seas 

persvad tu 

society which Marxists, ever intent on ait people, proposed, writers, 

as communication experts, including poets, had an honored place, and if one 

could get to the center of the action, which was the magazine, The New Masses, 

a place of power. But the honor "Ci Re ES fa social realism or to exalta- 

tion of the working man. If you didn writ Fees ean I didn't, I wrote lyrical 

poetry....you were flayed and boiled alive for pandering to the decadent 

tastes of the bourgeoisie by the editor, Mike Gold,and his editorial assassins. 

This happened to Reznikoff, for example. It made me feel there was something 

wrong with me (and of course with lyric poetry) for not being able to write 

what was expected of all good men. Sounds outrageous now, doesn't it? but 

it was deadly real then. This had something to do with my stopping to write 

but the main thing was that I couldn't work all day as a social worker and 

psychotherapist, spend time with my wife and children, socialize with our 

friends, do the chores around the house and write. I would have had to be up 

all day and all night. 

Your N.Y. Times essayifst didn't get it right. The problem after World 

War 2 was not a pressure to conform. The problem was the Cold War mentality ; 

"us" against the Communists (as it still is), which swept Congress and ;the 

President (Truman then) like the Black Death. The ditteretee then ee 
AS 

you could lose your means of livelihood and even wind up in prison if you 

were found to have associated with a Communist (and McCarthy labeled any 

dissident a Communist) or with someone who had ever been seen with someone 

who was said to have been seen with an alleged Communist or fellow traveller. 

Gabe. the picture. 

iv AWout your book of poems: I was struck by its great variety and honest 

observations and found a true poetic sensibility in it. 

With best wishes,
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THE NAROPA INSTITUTE 

EMPLOYMENT AGREEMENT - SUMMER 1987 : 

Employment agreement between The Naropa Institute and Carl 

Rakosi , a faculty member for summer 1987. 

Faculty member agrees to teach # Classes (0/2967 / 1) py etue i 
Poetry reading (6/29) and interview a select # of students (6) ei 

Dates §& Times ‘ : : 

Honorarium $500. ; 

Travel 1 Rount Trip supersaver San Fransisco/Denver é 

; Wager : } 

Housing Apartment at Varsity Townhouse Apartments ‘ 

_ The Naropa Institute reserves the right to caneél the class, intensive 

or workshop if by Vie oe tataledst te fujl paying 

participants have not registered. In the case of cancellation, The 

Naropa Instituteshall immediately notify the faculty member by 

telephone and follow-up letter. No compensation shall be payable in 

the event of a timely cancellation. 

All salaries are subject to with holding deduction unless other 

: arrangements have been made. Salaries will be paid upon completion 

of class, intensive or workshop. 

S oe Jas ga eet 
Director, The Naropa Summér Institute é Date 

Faculty member Date 

Social Security # 

Address 2130 ARAPAHOE AVENUE + BOULDER, COLORADO 80302 + 303-444-0202 
ih Ni es MC EA A AE aM PRENSA 

A NON-PROFIT EDUCATIONAL CORPORATION
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22 April 2287 qed 

Dear Jacqueline Gens: 

The time schedule looks 

fines No need to change the Wednesday evening 

class to Wednesday afternoon, I'11 be leaving 

Thursdey morning, as I had planned, However, 

itm thinking of coming in to Boulder on Mondey 

morning instead of Sunday. Any problem with that? 

Since there's going to be a class on me on 

Mondey afternoon, 1'11 add to it by filling up 

my evening class that day with reflections on 

my development as a poet and with xeXkkmetxunsx 

@ recollections of the other Objectivists. Then 

for my second session on Wednesday evening, I'd xxke t 

like to take up student work. So would you please 

ask each student to submit one poem on which 

he/she would like feed-back? 

| Cordielly, aes te 

fi , 

C 

a
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Editorial Note 

Now in his eighties, Carl Rakosi continues to 

search for clarity and honesty in his poetry. The 

directness of his poetry illuminates the world of con- 

crete objects while it explores the ground between 

desire and fulfillment. 

Michael Heller writes concerning Rakosi's poetry: 

"This poetry, then, is concerned not only with 

rendering the concreteness and feel of an actual 

world but also with accurately depicting the life of 

emotions as they swarm between object and person. . ." 

Carl Rakosi inspires a movement of poetry begun 

in the 1930's called the Objectivist Movement. Other 

recognized leaders are Louis Zukofsky, George Oppen 

and Charles Reznikoff, all with concerns of clarity 

| and honesty of expression. 

In the following introduction, Rakosi not only 

explores the connection between his poetry and his 

Jewish experiences, but also tackles the question of 

a Jewish aesthetic and the Objectivist Movement. 

Why were so many of the Objectivist poets Jewish 

and is there something in the movement that struck 

a cord in their Jewish experience? 

The following poetry can be found in Carl 

Rakosi's recently published book, The Collected Poems | 

of Carl Rakosi. : 

| 

| 

} Z



FOREWORD BY CARL RAKOSI 

| In my youth, in the 1920's, I would have scorned 

| appearing in a Jewish poetry magazine. It would have 
| meant that I didn't have enough talent to be published 

anywhere else. The last thing I would have wanted was 

to be pigeonholed as a Jewish writer. That was too 
parochial and, in addition, would have put the kiss of 

death on what I was trying to be, an American poet... 
or, more accurately, an international-style poet, since 

Pound and Eliot, the poets that mattered then, were 
showing strong French influence. Another deterring in- 

| fluence to Jewish subject matter was the strong secular, 
Marxist atmosphere of the period. I was caught up in 
that. So were my contemporaries. 

| 

As a consequence my literary self connected in 
only a weak, nebulous way with my Jewishness despite 
the fact that my step-mother kept a kosher house and 
my father was president of his shul. At heart, how- 

| ever, he was an agnostic...and a Socialist and had 
been chosen because the congregation admired his 
integrity and fairness. In the end, my parents' 

| strong Hungarian identification and interests (they 
| spoke Hungarian to each other and to me, and knew no 

Yiddish) affected me more than their Jewish ones, 

which they carried faithfully as an obligation. In 
any event, I was not having Jewish experiencés, as 
such, which could move me to want to write about 
them, and I was not about to go looking for them out 

| of a sense of obligation. As a result, only a small 

| portion of my work is about anything Jewish, and when 
Rabbi Dworkin asked me for poems for a small collection 

\ in.SHIRIM, I was afraid there would not be enough even 
for a small collection. There's more than I thought, 
and I'm glad, for although my literary self still 

; maintains its independence, my personal self has had 
a solid, unambivalent connection to my Jewishness. 

| 

| 
3



Looking over what there is of mine in this 
| collection, I see that I have been moved by the great 

lyrical passages in the Old Testament, by the 
medieval Sephardic poets, by the spiritual power of 
synagogue music, by the experience of anti-Semitism, 

| and by Jewish humor. What is not there is Jewish 
| mysticism. Alas, I was not aware of its existence 

] until late in life. I regret that because there is 
] in me a deep, mysterious affinity for the mystical, 
| and had I encountered it sooner, I would have 

responded from a part of my nature which has not 
| been tapped. 

1 Is there something Jewish in my overall work 
i despite my usual independence from Jewish subject 

matter? I suppose so, since there is no way to 
| escape one's identity, but I don't know. I may have 
| a clue, however. In the 1930's a new movement 

appeared in poetry. Its members were called the 
Objectivists. What characterized them was their 

extraordinary clarity and objectivity, their con- 

ciseness, and the unwavering honesty of their sub- 

ject matter. The leading members were four Jews: 
Louis Zukofsky, Charles Reznikoff, George Oppen 

and I. We were all very different from one another. 
No one could mistake a poem by Reznikoff for one 
by Zukofsky, or one by Oppen for one by me. At 
the same time, our work was very different from 
the work of our non-Jewish contemporaries. One 
could tell an Objectivist poem not only by its 
greater clarity and objectivity and honesty but by 

| some other qualities in the writing, and it is 
| these that may be Jewish, not exclusively, but 

recognizably Jewish in its mix, a mix of utter 

seriousness and earnestness and a great candor 

and responsibility, and a great compassion. This i 
mix seems to me to characterize modern Hebrew and 

| Yiddish poetry too. 

4 
|
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Carl Rakosi } 

SERVICES 

| 
There was a man in the land of Uz. | 

Who's that at my coattails? 
A pale cocksman. : 

i 

Hush! | 
The rabbi walks in thought | 

as in an ordained measure 
to the Ark 

and slowly opens its great doors. 
The congregation rises | 

and faces the six torahs | 
and the covenant, 

and all beyond. | 
The Ark glows. 

Hear, O Israel! 

| The rabbi stands before the light 
inside, alone, and prays. 

It is a modest prayer 
for the responsibilities of his office. 
The congregation is silent. 

I too pray: 
Let Leah my wife be recompensed for her sweet smile | 
and our many years of companionship, 

| and not stick me when she cuts my hair. } 
And let her stay at my side at large gatherings. 
And let my son George and his wife Leanna 

) any my daughter Barbara be close, 
and let their children, Jennifer, Julie and Joanna 

be my sheep 
; and I their old shepherd. 

Let them remain as they are. 

| And let not my white hair frighten me. 

| The tiger leaps, j 
the baboon cries, 
PiCy  prtys | 

: |



Carl Rakosi 

The rabbi prays. 

There was a man in the land of Uz. 

I, son of Leopold and Flora, 

also pray: 
I pray for meaning. 
I pray for the physical 
for my soul needs no suppliant. 
I pray for man. 

And may a special providence look out 
for those who feel deeply. 

MEDITATION 

After Moses Ibn Ezra 

Men are children of this world, 

yet God has set eternity in my heart. 

All my life I have been in the desert 
but the world is a fresh stream. 

I drink from it. How potent this water is! 
How deeply I crave it! 

An ocean rushes into my throat 
but my thirst remains unquenched. 

MEDITATION 

After Solomon Ibn Gabirol 

Three things remind me of You, ; 
the heavens 

who are a witness to Your name 
the earth 

which expands my thought 
and is the thing on which I stand 

and the musing of my heart 

when I look within. 

6



Carl Rakosi 

POETICS FROM CHELM 

In Yiddish folk humor Chelm 

| was a city of half-wits 
whose absurdities were so 
preposterous that the lis- 
tener laughed and instantly 
felt more kindly toward his 

; own. 

We are the unacknowledged legislators of the world 
...-but we mustn't let it go to our heads. 

There is no higher authority than theory. 

| Substance is no longer decisive. For every poem 
| now there are a dozen exegetes to supply it. 

In today's world the only viable reality is to 

pretend to be playing a game. 

On the other hand, the world we live in is so mon- 

strous that genius now must be measured by its 

\ capacity to create commensurate monsters. 

You can disarm criticism by writing surrealist as if 

| it might be a comedy. 

| It takes great discipline to be spontaneous. 

My poems keep getting smaller and smaller not be- 

} cause I have less to say but because I have become 

more rigorous. 

\ 
| 

j On the other hand, the more impenetrable a poem 

is, the greater. | 
| 
| q 

|



Carl Rakosi 

NO ONE TALKS ABOUT THIS 

They go in different ways. 

One hog is stationed at the far end 
of the pen to decoy the others, j 

the hammer knocks the cow 
to his knees, 

the sheep goes gentle q 

and unsuspecting. 
Then the chain is locked 
around the hind leg 

and the floor descends 
from under them. 

Head down they hang. 

The great drum turns 

the helpless objects 
and conveys them slowly 
to the butcher waiting 
at his station 
for their jugular. 

The sheep is stabbed 
behind the ear. 

Gentle sheep, I am powerless 
to mitigate your sorrow. 
Men no longer weep 

by the rivers of Babylon, 

but I will speak for you. 
If I forget you, may my eyes 
lose their Jerusalem. 

8



Carl Rakosi 

ASSOCIATIONS WITH A VIEW FROM THE HOUSE 

What can be compared to 
the living eye? 

\ its East 
is flowering 

honeysuckle 
1 and its North 

dogwood bushes. 

What can be compared 
to light 

in which leaves darken 
after rain, 

fierce green? 

like Rousseau's jungle: | 
any minute i 

the tiger head 

will poke through 
the foliage 

peering 
at experience. 

Who is like man 
Sitting an the cell 

of referents, 
whose eye 

has never seen 
a jungle, 

yet looks in? 

+ It is the great eye, 

source of security. 

Praised be thou, | 

? as the Jews say, 
who have engraved clarity 
and delivered us to the mind 

where you must | 

reign severe as quiddity of bone 
forever and ever 

without bias or mercy, 

without attrition or mystery. 

|



Carl Rakosi 

L'CHAYIM 

I felt 

the foetus stir 
a foot ' 
below my wife's 
breast 

and woke 
the neighbours 

with my shouting 
(a day 
for silly asses) 

and greeted 

my first-born: 
"Listen, I am 

your provider. 
Let us get to know 
each other." 

TO AN ANTI-SEMITE 

So you fought for the Jews 
in the last war 
and have become a patriot again! 

Why you thick-skulled liar, 

as impossible to offend 
as to trust with an order, 4 

you were never within 

three thousand miles j 
of the front. 

You fought the war 

in Camp McKinley, 

cleaning stables 

and stealing out 

into the moonlight 
with the kitchen maids. 

10
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EXERCISES 

IN SCRIPTURAL 

WRITING 
iL } 

i 
; The 

king 

shall 

understand 

| 
that 

Yahweh 

is 
Lord 

of 
four 

kingdoms. 

. There 

is 
the 

kingdom 

of 
fire that 

is the 
compend 

of 
His 

word. And 
the 

kingdom 

of 
the 

earth 

| 
of 

which 

men 
say 

that 

it was 
Eden (now 

but 
merchants). 

And 
the 

kingdom 

of 
the 

air 
| 

where 

birds 

make 

offering 

to 
our 

Lord for 
His 

benevolent 

attitude. 

And 
finally 

there 

is the 
kingdom 

of 
water, 

history 

of many 
winds and 

sailors 

in 
their 

salty 

coffins. 

Certainly 

our 
Lord 

is like 
the 

apex 

in 
the 

south and 
like 

the 
scepter 

of 
the 

north. 2 | 
i 

Sandalwood 

comes 

to 
my 

mind 

| 
when 

I think 

of 
you 

| 
and 

the 
triumph 

of 
your 

shoulders. 

Greek 

chorus 

girls 

came 

to 
me 

| 
in 

the 
course 

of 
the 

day and 
from 

a distance 

| 
Celtic 

vestals 

too, 
| 

5 but 
you 

bring 

me 
the 

Holy 

Land and 
the 

sound 

of 
deep 

themes 

| 
in 

the 
inner 

chamber. 

| 

| 

if |



I give you praise 

in the language 

of wells and vineyards. 

Your hand recalls | 
the salty heat of barbarism. 

Your mouth is a pouch 
for the accents of queens. 

Your eyes flow over 
with a gentle psalm 
like the fawn eyes 
of the woodland. 

Your black hair 
plucks my strings. 

In the foggy wilderness 
is not your heart 
a hermit thrush? 

You are timeless 
as the mirrors, 

Jewess of the palm country, 
isolate as the frost 
on the queen of swans. 
Now that I have seen 
the royal stones and fountains 

and the tetrarch's lovely swans, 
I am satisfied that you are 
a mindful of white birds q 
in the folly of an old Jew. 

Because of the coral 4 

of your two breasts 

12



are the prophets angry, 

but I have my lips upon them 
and the song shall go on. 

5. | 
At Stagira lies Saint Belle, 

and there lies also the body of Aristotle. 

And you shall understand 
that her bones are anointed 
with the gum of plum trees i 
and that all men are used 
to attend her grave on Lent. 

And men say that in her youth 
she was led into a garden of Caiaphas 
and there she was crowned 
with the sweet thorn called barbariens. 

But now this is no more 
but a tablet seven cubits long 
above her head 
on which the title is written 
in Hebrew, Greek and Latin 

and the date 

when it was laid in the earth. 

And the body of Aristotle | 
stinks too in a casket 

at Stagira, but the eyes 

are in Paris in the king's chapel. | 

4 Yet the emperor of Almayne | 
claims he has them, 

and I have oftentime seen them, | 

be but they are greater | 

than those in Paris. | 

: 

13



Carl Rakosi 

FOUR CHARACTERS AND A PLACE 

IN THE MERCHANT OF VENICE 

1. Four Characters 

Antonio, a special breed of existential cat: 
a Christian, merchant, friend, 

yet suffers from an enigmatic melancholy. ‘ 
Spits on the Jew. 

Nerissa, a gnat who'd make an outstanding critic. 
Pricks a literary convention before the bubble 
has a chance to be launched. 
A Sancho in Quixotic clothes. 

Gratiano, a hot head. 

if there are Jews in Venice, 
let them lock their doors. 
This man will hate them 
and be itching for a fight. 
Prick him in his little finger 
and he becomes the very foreskin of an anti-Jew. 

Shylock. Is it possible a man can be so real 
in the conventions of a tale of love, 

he has the smell of boiled beef on his breath? 

"The Jew," says Gobbo, "is the very devil 
incarnation" 

and fun to taunt and defy. 

Therefore after Shylock lost his child ; 
and fortune, "all the boys in Venice follow him, 
Crying his stones, his daughter, and his ducats," 
for did not Shakespeare give the signal 7 
of impending villainy himself 
by calling Shylock sixty times "the Jew''? 

14



What should one say? That the age | 
had not heard of the man of Sinai yet 
who baked compassion into moral order? 
Should one not say, this family man | 
had tenderness and ancient humor 
built in like the glow-worm's light? | 

| That it appears that Shylock is an afterbirth 
left by the monk's dame that begat the Devil, 

i the one who wrote the special dossier on the Jew 
| which split the Middle Ages like a lightning 

bolt with this syllogism: 
Man was born in sin. Only Christ can save. 
Christ is spurned by Jews. Therefore Jews 
are sinister or perhaps not really men. 

So when Antonio's bond was forfeited 
and the gracious duke said 

in his best melodious voice: 
"We all expect a gentle answer, Jew!" i 

Shylock rode implacability to the end. | 

But so did Lear | 
and there were tears for Lear! 

But we forget this is an early play, 

a midsummer night's dream stabbed 
by the long black caftan'd quiddity | 

of an earlier Italian villain, | 
before Barabbas! | 

that England had not seen a real 
unbaptized Jew in three hundred years, 
having banished these proto-bankers | 

L (not before reneging on the notes due.) | 

Yet Shylock is a stronger brew than dreams | 
are made of, straightforward as his ducats, 

f yet not so real as flesh and blood. 

| 
| 

| 

| 

15 
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Doggett, a famous low comedian of his day, if 
played him as a sharper. ii 

F 
"But suppose," as one apologist for Shylock wrote, " 
"that Shylock had subjected Antonio ii 
to the same indignities, what would be thought?" ‘¢b 

ip 
"Our sympathies are with him," Hazlitt wrote. " 
"He is honest in his vices" ‘ys 
and the only way to play him # 
is as Kean did with a "terrible energy" i 

or with scorn for Gratiano, as Irving did, a 
hurling a thunderbolt of understatement ih 
when the trial was over and he said, ” 
"I pray you give me leave to go from hence, a 
I am not well," and "walked away Be 
to die in silence and alone'' ue 
or like Mansfield on "I am not well" 
to gut himself ‘ 

itl 

or chuck it all a 
and outfit Shylock as a low comedian j 
in pants pouched like a kangaroo ay 
with gravel voice and sad, repeated 
pratfalls on enormous pancake shoes, th 
but keep the poetry in Venice it 
in a cubist blue-and-white stage. tt 

hh 
2. Belmont a 

bh 
a country of the mind iy 
held subject by the harmony of friendship f 
and the perdurable vows of lovers i 
whose perpetual desires pump systole and diastole. itd 

hy 

16
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Chafing like a captive princess, | 

| a fifteen-year-old suburban Jewess, Jessica, 

| fled with her father's jewels and a monkey 
and eloped to Belmont with a neoplatonic youth, 

Mi, a handsome nonentity, | 

it : and the crusader Godfrey of Bouillon 
| drove the Jews of Jerusalem into the Synagogue 
| and burned it down. 
. And Shylock said, 

| "Let not the sound of shallow fopp'ry enter 
my sober house." 

"In such a night 
Medea gathered the enchanted herbs 

that did renew old Aeson" 

and in the sacked ghetto | 
two men wrestled for a pot. i 

"In such a night | 
stood Goebbels with a willow in his hand 
upon the wild sea banks" | 

and the dead Jew lay 
face up, a dog chewing on his hat. | 

All "vanish into thin air" | 
but the heavenly bodies which the ear i 
of Shakespeare heard in English, | 
the lovers buzzing in a hive of small acts 
and the revellers materializing 

into bone and gristle when they meet a Jew 
who grounds their euphoric charge. 

All their ploy is jell'd in clearest amber, | 

| but the Jew remains in Gratiano's craw. 

° i 
What's that for?™ | 

"To bait fish withal!" | 
i 

U7, {



10 August 1988 

To: The Fund For Poetry 

From: Carl Rakosi 

My heart brims with warmth and gratitude for your gift “in recognition 

of my contribution to contemporary poetry." With astonishment too, as you 

will see, for my wife, Leah, and I had just returned from the grocery and 

had brought in the mail with the bundles, The various items looked like 

junk mail, which I throw away unopened, or appeals from organizations. Your 

envelope looked like the latter except for "c/o Accounting Management Co.” 

"The Fund For Poetry?" I wondered, "I've never heard of them. I wonder what 

they want.” As Leah went about opening the envelope, I with only half an 

eye on her, she was griping, “Everybody wants money from us. Why don't 

they send us something once in a while?" Just then the check appeared and 

she exclaimed, “Thare is a check in here. For $5,000!" You can imagine the 

rest. 

I should tell you too that your recognition comes at the most troubled 

time of my life because for two years now I have been absorbed by Leah's 

cancer and racked by her suffering. Your recognition was therefore a hand 

leading me back to literature. 

In appreciation, s 

LY Se 

Go hae
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Ihe Poetry Project 

. }, April 7-10, 1988 ¢ St. Mark’s Church 
2nd Avenue & 10th Street * New York City 

Thursday April 7 
8pm 

5 Lectures: Poetry of Everyday Life. Bernadette Mayer, Alice Notley, Ron Padgett, Ron Silliman 
and Lorenzo Thomas. 

Friday April 8 
3pm 

Panel discussion: The Poetics of Liberation. Charles Bernstein, Rachel Blau DuPlessis, Gary Lenhart, 
Kofi Natambu, Carmen Valle and Robert Echavarren. 

8pm 

Reading: Kenward Elmslie, John Godfrey, Barbara Guest and Charlotte Carter. 

Saturday April 9 
1pm 

Panel discussion: The New York School. Dore Ashton, Jane Freilicher, Charles North, Tony Towle, 

Anne Waldman and John Yau. 

3:30 pm 

Panel discussion: New Forms/New Functions. Mei-Mei Berssenbrugge, Joel Oppenheimer, 
Carl Rakosi, Lorenzo Thomas, Paul Violi and Rebecca Wright. 

8 pm 

Reading: Michael Brownstein, Rashidah Ismaili, Kofi Natambu, Joel Oppenheimer, Ed Sanders, 
Carmen Vallé and Anne Waldman. 

Sunday April 10 
2pm 

Readings: Allen Ginsberg, Carl Rakosi, Leslie Scalapino and Michael Scholnick. 

All events $10 contribution, $7 for Poetry Project members. Information: 
Symposium passes $50. Sponsors’ passes $100. (212) 674-0910 

The Poetry Project receives generous support from these public and private agencies: New York State Council on the 

Arts, National Endowment for the Arts, City of New York Department of Cultural Affairs, The Jerome Foundation, Doris 

Jones Stein Foundation, Film/Video Arts, Inc. for film screenings, the Aaron Diamond Foundation, the Foundation for 

Contemporary Performance, the Mobil Foundation, Morgan Guaranty Trust Company, Gramercy Park Foundation, New 

Hope, Inc., and Apple Computer, Inc. Also, the members of The Poetry Project and individual contributors. 

Design: Marc Nasdor
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Dear Ed: A hee ol 

I've been waiting for the letter of oo 

confirmation from you. In the meantime I'm 

making my travel arrangements on the basis of 

what I've learned from others,that 1'11 be 

reading with Allen on Sunday afternoon, April 

10th and taking part in the panel discussion 

on Saturday evening, April 9th, on the subject 

8f New Forms, New Functions, with five minutes 

allotted to each particpant for starters. 1 

know what new forms are but, what do you have 

in mind when you say, new functions? I need ‘ 

clarificetion on that. Also, who wax will be ( 

on the panel? Also the time of day on Sat.&Sun. 

If anything in the above is not correct, 

will yoy please let me know right away? 

T won't need Allen's guest room. 

Best,
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The Poetry Project * 1988 Symposium 
April 7-10, 1988 « St. Mark’s Church 

2nd Avenue & 10th St. » New York City 

POETRY OF EVERYDAY LIFE 

Thursday April 7 

8 pm 
5 Lectures: Poetry of Everyday Life. Bernadette Mayer, Alice Notley, Ron Padgett, Ron 

Silliman and Lorenzo Thomas. 

Friday April 8 

3 pm 
Panel discussion: The Poetics of Liberation. Rachel Blau DuPlessis, Roberto Echavarren, Gary 

Lenhart, Kofi Natambu and Carmen Valle. Moderator: Charles Bernstein. 

8 pm 

Reading: Charlotte Carter, Kenward Elmslie, John Godfrey and Barbara Guest. 

Saturday April 9 
1 pm 

Panel discussion: The New York School. Dore Ashton, Jane Freilicher, Charles North, Tony 

Towle and John Yau. Moderator: Anne Waldman. 

3:30 pm 

Panel discussion: New Forms/New Functions. Mei-Mei Berssenbrugge, Joel Oppenheimer, Carl 

Rakosi, Lorenzo Thomas, Paul Violi and Rebecca Wright. 

8 pm 
Reading: Michael Brownstein, Rashidah Ismaili, Kofi Natambu, Joel Oppenheimer, Ed Sanders, 

Carmen Valle and Anne Waldman. 

Sunday April 10 
2pm 

Readings: Allen Ginsberg, Carl Rakosi, Leslie Scalapino and Michael Scholnick. 

All events $10 contribution, $7 for Poetry Project members. 

Symposium passes $50. Sponsors’ passes $100. 

Information: (212) 674-0910 

The Poetry Project receives generous support from these public and private agencies: New York State Council on the Arts, National 

Endowment for the Arts, City of New York Department of Cultural Affairs, Con Ed, The Jerome Foundation, Doris Jones Stein 

Foundation, Film/Video Arts, Inc. for film screenings, the Aaron Diamond Foundation, the Foundation for Contemporary 

Performance Art, the Mobil Foundation, Morgan Guaranty Trust Company, Gramercy Park Foundation, and Apple Computer, Inc. 

Also, the members of The Poetry Project and individual contributors. 
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; THE POETRY PROJECT 1988 SYMPOSIUM: POETRY OF EVERYDAY LIFE 

The Poetry Project will host its 1988 Symposium: Poetry of Everyday Life at St. Mark’s 

Church in-the-Bowery, April 7-l0th. There will be a number of public events including an evening 

of lectures on the theme “Poetry of Everyday Life”; three programs of readings and performances 

by poets; and three panel discussions: “The Poetics of Liberation,” “The New York School: Paint- 

ers and Poets,” and “New Forms/New Functions.” 

Thirty-two of today’s most influential poets, artists and critics are being brought together 

for The Poetry Project 1988 Symposium. Among the participants are Allen Ginsberg, whose 

“Howl” and “‘Kaddish” became signature works for the Beat Generation writers; Carl Rakosi, an 

original member, with William Carlos Williams, Charles Reznikoff and Louis Zukofsky, of the 

Objectivist movement; Ed Sanders, lead singer of the poetry-rock group The Fugs; Dore Ashton, 

author of American Art Since 1945; Anne Waldman, Director of The Jack Kerouac School of Dis- 

embodied Poetics at the Naropa Institute in Boulder, Colorado; and Joel Oppenheimer, a leading 

figure among the poets and artists gathered at Black Mountain College during the 1950’s. 

The Symposium opens Thursday evening April 7th with five short lectures on the theme 

“Poetry of Everyday Life.” The lectures will consider how daily experience informs the reading 

and writing of poetry and examine poetry’s impact on the lives of people who read and/or write it. 

Speaking will be: Ron Padgett, poet, translator, and the director of publications for The Teachers 

& Writers Collaborative; Lorenzo Thomas, Professor of English at the University of Houston and 

author of The Bathers; Bernadette Mayer, author of Sonnets and creative writing teacher in the 

New York City Schools; Ron Silliman, central figure among the “Language School” writers and 

editor of The Socialist Review; and Alice Notley, recent winner of the General Electric Award for 

Younger Poets and author of At Night The States. 

There will be three programs of readings and performances by poets. Friday evening April 

8th at 8 pm, the readers will be Kenward Elmslie, publisher of Z Press and author of 26 Bars ; 

Barbara Guest, author of numerous volumes of poetry and a biography of the American poet 

Hilda Doolittle, H.D. Herself Defined; John Godfrey, author of Midnight on Your Left; and Char- 

lotte Carter, author of Sheltered Life. Saturday April 9th at 8 pm will be an evening of extraverted, 

intense and joyous poetries by writers who share an ability to connect strongly with their audience. 

The program will include readings by Joel Oppenheimer, Anne Waldman, Ed Sanders, Mi- 

chael Brownstein, Rashidah Ismaili, Kofi Natambu and Carmen Valle. The final reading of the 

Symposium, Sunday April 10th at 2 pm will feature Carl Rakosi, Allen Ginsberg, Leslie Scalap- 

ino and Michael Scholnick. Together, the careers of these poets span three generations of avant- 

garde poetry. All four of them convey accounts of daily experience that continually evoke fresh 

understandings of how poetry shapes the world in which we live. 

The first of the Symposium’s three panel discussions, “The Poetics of Liberation,” begins 

at 3 pm on Friday April 8th. The panel will examine how poetry serves the liberation of language, 

thought and society. A wide range of poetries will be discussed in terms of their literary merit and 

their effectiveness as ideological statement. Panelists include Rachel Blau DuPlessis, author of 

Writing Beyond the Ending: Narrative Strategies of Twentieth Century Women’s Writing; 

Roberto Echavarren, a member of the Spanish and Portuguese Language and Literature faculty 

of New York University and leading translator of John Ashbery and Wallace Stevens into Spanish; 
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Kofi Natambu, editor of Solid Ground, a highly regarded interdisciplinary journal on the arts; i 

Carmen Valle, author of Vivir No Es Sinonimo De Maroma; and Gary Lenhart, Associate Direc- ; 

tor of The Teachers & Writers Collaborative and editor of Transfer magazine. Charles Bernstein, 

author of the collection of critical essays Content’s Dream and co-editor of The 

L=A=N=G=U=A=G=E Book, published by Southern Illinois University, will moderate. 

The New York School: Painting and Poetry, beginning at 1 pm on Saturday April 9th, will 

consider an important moment in American art when a loosely associated group of poets and paint- 

ers enjoyed a mutually inspiring dialogue. The discussion will center on the relevance of “New 

York School” as a critical term describing painters as diverse as Jackson Pollock, Larry Rivers, 

Fairfield Porter and Jasper Johns; the correlation between the aesthetics of New York School paint- 
ers and New York School poets—Frank O’Hara, John Ashbery, Kenneth Koch, James Schuyler, 

Edwin Denby and Barbara Guest, among others; and the continuing influence of New York School 

painting and poetry on subsequent generations of poets and painters. Panelists include: Dore 

Ashton, Professor of Art History at The Cooper Union and author of The New York School: A 

Cultural Reckoning; John Yau, poet, art critic and curator, a regular contributor to Artforum and_ 
Art News. Charles North, poet and member of the English faculty of Pace University; Tony 

Towle, poet and art critic, author of North published by Columbia University Press; and Jane 

Freilicher, painter and member of the circle of poets and painters associated with Frank O’Hara— 

her works are in the permanent collections of the Metropolitan Museum, Whitney Museum and the 

Museum of Modern Art. Moderating will be Anne Waldman. 

The third panel discussion, “New Forms, New Functions,” will examine innovation-of- 

form as a central concern of contemporary poetry. William Carlos Williams wrote in his 1930 

essay ‘“‘Caviar and Bread Again”: 

“On the poet devolves the most vital function of society: to recreate it—the collective 

world...in a new mode, fresh in every part, and so set the world working ...” and 

“We must invent, we must create out of the blankness about us, and we must do this by the 

use of new constructions.” 

The panel will consider how the emphases of newness and formal innovation, brought to the fore in 
European and American poetry of the early 20th century, continues to invigorate poets and poetries 

soon to enter the 21st century. Panelists include: Carl Rakosi, author of Ere-Voice and Collected 

Poems; Joel Oppenheimer, long-time columnist for The Village Voice and author of New Spaces; 

Rebecca Wright, St. Louis-based poet, author of Ciao Manhattan and Brief Lives; Mei-Mei 

Berssenbrugge, author of The Heat Bird, on the faculty of Brown University, The Institute of 

American Indian Art and the Naropa Institute; Paul Violi, widely published poet, author of Splurge 

and Likewise. Lorenzo Thomas will moderate. 

All Symposium events will be taped for inclusion in the extensive Poetry Project archives 

and for future radio broadcast. Media coverage of the Symposium is expected in The New York 

Times, The New York Daily News, The Village Voice, The City Sun, and on local radio stations. 

Roy Lichtenstein, one of the originators of the Pop Art movement, has contributed Still 

Life with Table Lamp (1976) for the Symposium’s brochure, poster and commemorative program. 

A signed, color version of the poster is available from the Brooke Alexander Gallery. 
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; The Poetry Project 1988 Symposium « Poetry of Everyday Life 

Biographic Notes on the Participants 

DORE ASHTON is a distinguished art critic and scholar. A Professor of Art History at The Cooper Union, she is 
renowned for her knowledge of 19th and 20th century art. Among her 19 books are Fragonard in the Universe of 
Painting (1988), Out of the Whirlwind (1987), 20th Century Artists on Art and The New York School: A Cultural 

Reckoning (1973). In addition, she has written major critical studies on Mark Rothko, Rosa Bonheur and Joseph Cor- 

nell, and has curated exhibitions for the Museum of Modern Art and for other museums in the U.S. and abroad. 

CHARLES BERNSTEIN is the author of 12 books of poetry, most recently, The Sophist, Artifice of Absorption and 
a collection of essays, Content’s Dream. He co-edited, with Bruce Andrews, L=>A=N=G=U=A=G=E magazine. In 
the 1988 Columbia Literary History of the United States, Henry Sayre refers to Bernstein’s work as demanding “...a 

sort of active reading that ...violates habits of passive consumption.” 

MEI-MEI BERSSENBRUGGE was born in China, and now lives in Rhode Island and New Mexico. A poet who has 
collaborated with dancers Blondell Cummings and Theodore Yoshikami, her books include The Heat Bird , Random 

Possession and Hiddenness, with drawings by Richard Tuttle. Empathy is forthcoming. She teaches at Brown Univer- 

sity, The Institute of American Indian Art, and at The Naropa Institute. 

MICHAEL BROWNSTEIN is a poet and prose writer who lives in New York City. His new book of stories, Music 
From The Evening of The World, is forthcoming from Sun & Moon Press. His other nine books include the volume of 

poetry, Oracle Night, and a novel, Country Cousin. 

CHARLOTTE CARTER is the author of Sheltered Life and a former editor of The World magazine. A recipient of 
several awards, including a CAPS grant, she has taught widely and studied, herself, with Paul Bowles in Morocco. She 

also teaches the prose and fiction workshop at The Poetry Project. 

RACHEL BLAU DUPLESSIS’ most recent book of poems is Tabula Rosa. A scholar of modernist women writers 
and contemporary poetics, she is the editor of Feminist Journal, a contributing editor to HOW/(ever), the author of 

Writing Beyond the Ending: Narrative Strategies in Twentieth Century Women’ s Writing (University of Indiana Press) 
and of a study of the poetry of Hilda Doolittle, H.D. The Career of That Struggle. Rachel Blau DuPlessis is on the 
faculty of Temple University, and has lectured widely on the poetics of gender. 

ROBERTO ECHAVARREN is a poet and leading translator, into Spanish, of the work of Wallace Stevens and John 

Ashbery. He is a member of the Spanish and Portuguese Language and Literature faculty of New York University, and 

has written a number of books of poetry, including Animaccio and the forthcoming Aura Amara. His work has ap- 

peared in The Partisan Review, The Portable Lower East Side, the Anthology of Contemporary Latin American Litera- 
ture, 1960-1984 and will soon be included in an anthology of poems on Mexico, edited by Octavio Paz. 

KENWARD ELMSLIE, the author of six books of poetry, is also a prolific librettist, playwright, songwriter and per- 
former. His work has been performed by the New York City Opera, the Houston Grand Opera, and the Washington 

Opera at Kennedy Center. His most recent books are City Junket, and 26 Bars, which was illustrated by Donna Dennis. 

Kenward Elmslie has won two Ford Foundation grants, a National Council of the Arts Award and an NEA Librettist 

grant. 

JANE FREILICHER’s paintings are in the permanent collections of the Metropolitan Museum of Art, The Museum of 

Modern Art and the Whitney Museum of American Art. A new show of Jane Freilicher’s work will appear at the 

Fischbach Gallery, April 2 through April 27. Jane Freilicher: Paintings (1986) documenting her retrospective, in- 

cluded essays by John Ashbery, John Yau, and Linda L. Cathcart. 

ED FRIEDMAN is the Artistic Director of The Poetry Project where he founded The Monday Night Reading Series. A 

unique force in the New York performance-poetry scene, Ed Friedman’s books include La Frontera, The Telephone 

Book and Humans Work. His multi-media performances and readings have taken place at The Kitchen, The Public 

Theater, MOMA, and P.S. 122. Ed Friedman is also a songwriter and has collaborated with visual artists such as Robert 

Kushner and Kim MacConnel. 
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ALLEN GINSBERG is a Distinguished Professor of English at Brooklyn College, and Professor Emeritus at The 
Naropa Institute. Harper & Row has published his Collected Poems 1947-1980, the Annotated Howl and White x 
Shroud: Poems 1980-1985. He has just completed a record with Tom Wait’s band, and lectured on photography this 

spring, in Israel, with Robert Franks. A book of Allen Ginsberg’s photographs is forthcoming from Twelve Trees 
Press. In 1956, Mr. Ginsberg’s historic Beat poem, Howl, published by City Lights Books, was seized by U.S. Cus- 

toms and the San Francisco police. Now, over 30 years later, the poem has again become embroiled in a censorship 
battle, due to recent FCC regulations. 

JOHN GODFREY is the author of Dabble, Where the Weather Suits My Clothes, and most recently, Midnight on your 

Left, of which Clark Coolidge wrote, “In a time when most poems seem overlit as sitcoms, John Godfrey stirs up the 

necessary darkness.” : 

BARBARA GUEST is one of America’s most distinguished poets. Her books include Poems, The Blue Stairs, Moscow 

Mansions, Seeking Air (a novel), and Biography. She received critical acclaim for her biography of the poet Hilda 

Doolitle, H.D. Herself Defined. A new collection of Barbara Guest’s poems, Fair Realism, is forthcoming from Sun 

& Moon. An important member of the New York School’s original circle of writers and artists, Ms. Guest’s poems are 
included in the influential early collection, The Poets of the New York School. 

RASHIDAH ISMAILI is the author of In Woman Rise and Onyibo. Her work has been anthologized in Confirmation, 
and included in the Journal of the New African Artists and Writers and Hoo Doo magazine. Her long piece, Elegies for 
the Fallen, was recently performed as a libretto by Joyce Solomon at Lincoln Center. Rashidah Ismaili is on faculty of 
Rutgers University, and has lectured widely at colleges and universities including a recent talk, “Alternatives to Femi- 

nism from an African Perspective,” presented at Hampshire College. 

GARY LENHART is the author of One at a Time, Bulb In Socket and Drunkard’s Dream. A former editor of Mag 

City, he’s now the publisher and editor of the new literary magazine, Transfer, as well as Associate Director of the 

Teachers & Writers Collaborative. He hosted and organized The Poetry Project’s first lecture series, and coordinated 

the reading series at The Ear Inn, in New York City. Gary Lenhart’s critical reviews have appeared in various maga- 
zines, including Sagetrieb and Cover magazine. 

KIMBERLY LYONS is the author of Strategies and Six Poems. She co-edits Red Weather magazine and Prospect 

Books. Her own poems have appeared in Sulfur and Giants Play Well in the Drizzle, and she has worked as a publicist 
at The Cooper Union and Simon & Schuster. She is the Program Coordinator (and lecture series coordinator) at The 

Poetry Project. 

BERNADETTE MAYER is a prolific poet and active teacher of poetry in the New York City schools and at The Poetry 

Project, where she has also served as Artistic Director. Her awards include an NEA grant in poetry, a CAPS grant in 
fiction and a CCLM Editors Fellowship. She’s the author of Mutual Aid, Utopia and Midwinter Day, and has co-edited 
a number of New York literary magazines: 0 to 9, Unnatural Acts and United Artists. Forthcoming are Sonnets and 

Writing Science, a manual from the Teachers & Writers Collaborative. 

KOFI NATAMBU is the editor of Solid Ground, a highly regarded interdisciplinary journal on the arts which he first 

published in Detroit. He is the author of a collection of poems, /ntervals and he edited Nostalgia for the Present, an 

anthology of writings from Detroit. His work has been published widely in literary magazines including Obsidian, 
Hambone and The Black Scholar. In 1987 he was awarded a Creative Artist Grant to write a book of critical essays on 
Jazz and American Writing since 1945 called Epistrophy. 

CHARLES NORTH’s most recent books of poetry are Leap Year and Gemini, a collaboration with Tony Towle. 

Charles North has written essays on John Ashbery, Kenneth Koch and others as well as critical reviews which have 

appeared in the American Book Review, Art in America and L=>A=N=G=U=A=G=E magazines, among others. He 
is the Poet-in-Residence at Pace University and a recipient of a 1987 grant from the Fund for Poetry. 

ALICE NOTLEY has authored more than a dozen collections of poems, including Alice Ordered Me to be Made, 

Songs for the Unborn Second Baby, Doctor Williams’ Heiresses and At Night The States. She has won the Poetry 

Center Award from San Francisco State University, and the General Electric Award for Younger Poets. Alice Notley 
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* founded and edited the literary magazine Chicago, and has taught poetry workshops at The Naropa Institute, The 
K Poetry Project, the University of Chicago and in universities in England and Wales. 

' 

JOEL OPPENHEIMER is widely known as an original member of the Black Mountain community of artists and writ- 
ers. He has taught writing workshops at universities throughout the United States, including Manhattan’s City College, 

and was a long-time columnist for The Village Voice. He has published numerous books of poetry, including Houses 

and New Spaces, from Black Sparrow Press. Joel Oppenheimer’s most recent collection of poems is Why Not? and in 
the fall, Jargon Press will publish his selected earlier poems, Names & Local Habitations. 

RON PADGETT recently edited The Teachers and Writer’s Handbook of Poetic Forms. Among his many books are 
Great Balls of Fire, Toujours L’ Amour and Triangles in the Afternoon as well as collaborations with artists Trevor 

Winkfield, Jim Dine and others. Ron Padgett is a former director of The Poetry Project. He has translated major works 
from the French including Guillaume Apollinaire’s The Poet Assasinated and Other Stories and Blaise Cendrars’ 
Kodak. In 1986, Padgett was awarded a Guggenheim for poetry. Forthcoming is Among the Blacks (Avenue B Press). 

CARL RAKOSI, along with poets William Carlos Williams, Louis Zukofsky, George Oppen and Lorine Niedecker, 

founded the Objectivist movement. In doing so, they challenged the prevailing academic notions of proper subjects 
and idioms for American poetry. Carl Rakosi’s books include Ex Cranium, Night, Ere-Voice, Amulet, Droles de Jour- 

nal, and History. His The Collected Poetry was published in 1986 and the second volume, The Collected Prose, was 

published in 1987 by the National Poetry Foundation. 

ED SANDERS is the author of The Family, The Party, Love and Fame in New York, Tales of Beatnik Glory, and 

Thirsting For Peace in a Raging Century: Poems 1961-1985, which collects poetry from seven earlier books. He is a 

founding member and “warbler numero uno” of The Fugs with whom he has recently recorded three albums including 

the full-length opera Starpeace. Ed Sanders is currently at work on J Don’t Want to Die: A Holistic Novel, and on an 

album of Ancient Greek philosophical and poetic texts in modem settings. 

LESLIE SCALAPINO is the author of Considering How Exaggerated Music Is and that they were at the beach. She 

is the editor of “O” Books and is editing an anthology, O One, of extended works that transgress the boundaries be- 

tween the genres of poetry and critical discourse. Her forthcoming collection of poems is Way. 

MICHAEL SCHOLNICK is the author of Beyond Venus, and Perfume. A former co-editor of Mag City, his poems 
have appeared in magazines such as Roof, Jewish Currents, New Direction Anthology #37 and United Artists. His 
critical writing includes the 1987 Cover review on a Union Square Gallery exhibit, “The New Romantics,” and he 
wrote the catalogue introduction for Alex Katz’s recent show at the Robert Miller Gallery. He is a recipient of an NEA 

Fellowship in poetry. 

RON SILLIMAN is the author of ABC, Paradise, The Age of Huts, and a collection of essays, The New Sentence. He 
edited Jn the American Tree, an anthology of “language school” writing, and he is the editor of The Socialist Review. 

LORENZO THOMAS is the author of a number of collections of poetry including The Bathers and Chances Are Few. 
His poems have been anthologized in New Black Voices, Another World and Poetry of Black America. Lorenzo Tho- 

mas co-edited Roots Magazine, and has been a contributing editor to Hoo Doo, Black Box and Nimrod magazines. 

Recently, Lorenzo Thomas collaborated with artist Benito Huerta for an exhibition at The Museum of Fine Art, in 

Houston, Texas. He is a Professor of English at the University of Houston. 

TONY TOWLE’s books include New and Selected Poems 1963-1983 and North. He has received the Frank O’Hara 

Award in 1970, an Ingram Merrill Award, a CAPS grant and a grant from the National Endowment for the Humanities. 

Tony Towle’s work has appeared in the essential New York School collections, An Anthology of New York Poets and 

Poets of the New York School. He is the editor of The Poetry Project Newsletter. 

CARMEN VALLE’s books include De Todo de la Noche Que la Tienta (Ricardo Garua, Puerto Rico, 1978) and Glen 

Miller y Varias Vidas Despues (Premia Editora, 1983). Forthcoming is a volume of poetry, Vivir No Es Sinonimo De 

Maroma (Living Dangerously). Carmen Valle’s work has been anthologized, in the Anthology of Contemporary Latin 

America Literature 1960-1984 (Farleigh University Press, 1986). She has lectured widely on poetics and Latin Ameri- 

can literature, holds a faculty position at CUNY’s New York Technical College, and is completing her doctoral disser- 

tation on the work of the Columbian poet Porfirio Barba-Jacob. 
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PAUL VIOLI is the author of Splurge and Harmatan, In Baltic Circles, Waterworks, Poems and Likewise. He is a past : 

workshop leader at The Poetry Project, where he has also served as Acting Artistic Director. Paul Violi currently " 

teaches writing and literature in several New York City area colleges and universities. 

ANNE WALDMAN has toured as poet-in-residence with Bob Dylan’s Rolling Thunder Review, and has collaborated 

with musicians and composers such as Steven Taylor, Steve Lacey and Jimmy Rip. Until 1978, Anne Waldman was 

Artistic Director of The Poetry Project. Her own books include Make-Up on Empty Space; Skin, Meat, Bones; and 

most recently, The Romance Thing. Anne Waldman directs the MFA program at The Naropa Institute in Boulder 
Colorado. 

REBECCA WRIGHT is the author of Ciao Manhattan, Brief Lives and Elusive Continent. Her long lyric poem 
“Retena’s Name,” was excerpted in in a recent issue of The Poetry Project Newsletter. She currently resides in St. 
Louis. 

JOHN YAU's books of poetry include Broken Off by the Music and Corpse and Mirror, the latter selected by John 

Ashbery for the National Poetry Series. Yau’s critical essays have appeared in Artforum and Art News, among other 

journals, and he is a contributing editor to Sulfur magazine. A book of poems, Cities, is forthcoming from the Henry 

Art Gallery. John Yau is on the faculty at the Milton Avery Graduate School of the Arts, and at the Pratt Institute. 
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FOREWORD 

In my youth, in the 1920's, I would have scorned appearing a in a Jewish 

poetry magazine, It would have meant that I didn't have enough talent to be 

published anywhere else. The last thing 1 would have wanted was to be pigeon= 

holed as e Jewish writer. That was too parochial and, in addition, would have 

put the kiss of death on what I was trying to be, an American poet.es..Or, more 

accurately, an international-style poet, since Pound and Eliot, the poets 

that mattered then, were showing strong French influence. Another deterring 

f influence to Jewish subject matter was the strong secular, Marxist atmosphere 

of the period. I was caught up in that. So were my contemporaries. 

As a consequence my literary self connected in only a weak, nebulous 

way with my Jewishness despite the fact that my step-mother kept a kosher 

howse and my father was president of his shul. At heart, however, he was an 

agnostic...and a Socialist and had been chosen because the congregation 

admired his integrity and fairness, In the end, my parents! strong Hungarian 

identification and interests (they spoke Hungarian to each other and to me, 

and knew no Yiddish) affected me more than their Jewish ones, which they 

carried faithfully as an obligation. In any event, I was not having Jewish 

experiences, as such, which could move me to want to write about them, and 

I was not about to go looking for them out of a sense of obligation. As a 

result, only a small portion of my work is about anything Jewish, and when 

Rabbi Dworkin asked me for poems for a small collection in SHIRIM, I was 

afraid there wogld not be enough &mx even for a small collection. There's 

more than I thought, and I'm glad, for although my literary self still main- 

tains its independence, my personal self has had a solid, unambivalent 

connection to my Jewishness, 

Looking aver what there is of mine in this collection, I see that I have 

been moved by the great lyrical passages in the Old Testament, by€! the 

medieval Sephardic poets, by the spiritual power of synagogue music, by the 

axperience of anti-Semitism, and by Jewish humor, What is not there is 

Jewish mysticism, Alas, I was not aware of its existence until late in life. 

I regret that because there is in me a deep, mysterious affinity for the 

myskkehak mystical, and had I encountered it sooner, 1 would have responded 

from a part of my nature which has not been tapped. 
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Is there something Jewish in my over-all work despite my usual indepen-= 

dence from Jewish subject matter? I suppose so, since there is no way to 

escape one's identity, but I don't know. I may have a clue, however, In the 

1930's @ new movement appeared in pogtzy. Its members were called Objectivists. 

heeause What characterized them was an exktxamxdxxnxy extraordinary clarity 

and objectivity, their conciseness, and the unwavering honesty of their 

subject matter. The leading members were four Jews: Louis Zukofsky,. Charles 

Reznikoff, George Oppen and I, We were all Yad different from one another. 

No Rem ecuse mistake a poem by & Reznikoff Rxsm one by Zukofsky, or one by 

Oppen ¥X¥am one by me.At the same time, our work was very different from the 

work of our noneJdewish contemporaries. One could tell en Objectivist poem 

not only by its greater clarity and objectivity and honesty but by some other 

qualities in the writing, and it is these thet may be Jewish, not exclusively, 

but recognizably Jewish in its mix, a mix of utter seriousness and earnestness 

and a great candor and responsibility, and a great compassion. This mix 

seems to me to characterize modern Hebrew and Yiddish poetry too. 

Carl Rakosi
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