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"First thoughts are best in Art, second thoughts in other matters.”

-- William Blake

sroesprl [EF & TECHNIQUE FOR MODERN PROSE®***°

List of Esscntials

noooa‘onottn.outwtotooatetnmooaotvo#quotno.aom-oo

25.
26.
27.
28.

29.
30,

. Seribbled sceret notebooks, and wild typewritten pages, for

yr own joy .

. Submissive to everything, open, listening

. Tty never get drunk outside yt own house

. Be in love with yr life

. Something that you {cel will {ind its own [arm

. Be crazy dumbsaint of the mind

. Blow as deep as you want to blow -

. Write what you want bottomless lrom bottom of the mind

. The unspcakable visions of the individual '

. No time {or poctry but exactly whatis

. Visionary tics shivering in the chest

. In“tranced {ixation dreaming upon objccz before you

. Remove literary, grammatical and syntactical inhibition

. Like Proust be an old teahead of time

. Telling the true stery of the world in interior monalog

. The jewel center of interest is the eye within the cye

. Write in recollection and amazement for yourself

. Work from pithy middle eyc out, swimming in language sca
. Accept loss forever

. Believe in the holy contour of lile

. Struggle to sketch the flow that already C\IS[S intact in mind
. Dont think of words when you stop butto see picture better
. Keep track of every day the date cmblazoned in yr morning
. No fear or shame in the dignity of yr experience, language

& knowledge .

write {or the world to read and sce yr exact pictures of it
Bookmavie is the movie in words, the visual American {orm
In Praise of Character in the Bleak inhuman Loneliness

Composing wild, undisciplined, pure, coming in {rom under,
crazier the berter

You're 2 Genius all the time

Wrucr -Director of Earthly movics Sponsorcd & Angcled
in Heaven

As ever,

Jack

_See Viking Portable Beat Reader Viking/Penguin, N.Y. 1992



JACK KEROQUAC
ESSENTIALS OF SPONTANEOUS PROSE

ser-ur The objuct is set before the mind, cither in rc:llilly. as i_n
sketching (before a lundscape or teacup or old face) or is sctin
the memory wherein it becomes (he sketching from memory of
a definite Image-object.

frocepune  Tlme being of the essence in the purily. of speech,
sketching language is undisturbed fow from Lhclrfund of per-
sonal secret iden-words, blowing (as per jazz wnusician) on sub-
ject of image.

meriop  Na petiods separating sentence-siructures alrendy arbi-
trarily riddled by false colons and Uuid usually nc(l:dh:ss cum-
mas-—but the vigorous space dnle separating rheterical breath-
lng (ns jazz musicing t]rnwing breath between outhlown l)llrmzfs)
—"mensured pauses which are the essentials of our specch’—-
“divisions of the sounds we hear"—"time and how to note it
down.” ( William Carlus Williams )

scopmie Not “selectivity”™ of expression but following free de-
vintion {nssocirtion) of mnind into limitless blow-un-sulyject seas
of thought, swimming in sea of English with no discipline other
than rhytlins of rhetorical exlaladon und expostulated statement,
like a fist coming down on a tuble with cach complele ultetance,
hangl {the space dush)—Dtow as deep ns you want—wrile as
deeply, Bsh as'far down as you want, sutisfy yoursclf first, then
reader cannot fail to receive lelepathic shock and meaning-
excitemient by same laws operaling in his own heanan mind.

LAG IN procesune  No pause to think of proper word but the in-
fantile pileup of scatalogicsl buifdup words 4ll satisfaction is
gained, which will turn out to be a grest sppending thythm to a
thought and be in accordance with Great Law of Gming,

TiMiie Nothing is muddy that runs in time and to laws of time
—Slinkespearian stzess of dramatic reed to speak now [ own
unalierable way or forever liold tongue—no revisions (except
obvious rational nistakes, such ns nunes or caleulated inselons
In act of nut writing but fnserting ).

CENTER oF wiinest  Hegin not from preconceived iden of what
te say abaut image but from jewel eenter of interest in subject
of image at moment of writing, 'and write outwards swimuing
in sex of language to peripheral release and exhaustion—Do not
allerthink except for poetic or I, S. rensons. Never alterthink to
“improve” or defray impressions; as, the best writing is always
the most painful personal wrung-out tossed from cradle warm
protective mind-—tap from yourself the song of yourself, blowi—
nowl—your way is your only way-—"good"—ur “bad -—always
houest, ("ludicrous™), spontancuus, “conlessivnal” interesling,
because not “crafted.” Craft is cralt,

sTauGruse ofF wonk  Modern bizarre structures (science Leliog,
elc.} arise {rom language buing dead, “dillerent” themes give ifu-
ston, of “new” life, Foilow roughly eullines i vutlanning move-
ment over subject, as river rock, so mindilow over jewel-center
need (run your mind over it, once) auldving al pivet, where what
was dim-fuormed “beginning” becomes shiup-necussil:lliug "end-
ing” and Jnngunge shortens in race to wire of time race of waork,
fol!uwing laws of Deep Form, to conclusion, last . words, |

ast
{rickle—Night is The End, :

MENTAL sYATE  If possible write “without consciousness” In semi-
trance (as Yeats' later “trance writing ") allowing suliconscious ty
admit In own uninhibited interesting necessary and so “modern”
language what conscious art woudd censor, amd wrile excitedly,
swifily, withs wriling-or-typing-cramps, in sccordance (as from
center to periphery) with laws of vrgnsa, Reicl's “beelonding
of consclousness.” Cetne from within, out—to relaxed and suid.

- Reprinted from Viking Portable Beat Reader Viking/Penguin, N.Y. 1992



9.
10.

11.

SOME DIFFERENT CONSIDERATIONS
IN MINDFUL ARRANGEMENT OF
OPEN VERSE FORMS ON THE PAGI

. Count ol syllables (Marianne Moore, Kenneth Rexroth)

(Creeley’s mono sylabics)

. Count of accents (Traditional iambic ete. fool)

Measurement of vowel length or quantity (Classical Greek
& Lalin, Swinburne experiments, Pound, Campion)

. Recurrent variations of pitch, or “tone leading of vowels”

. Breath stop (Creeley, Olson, Williams) (new breath, new

line) (pause)

. Units of mouth phrasing (pause within the same breath)

(Ginsherg, Olson)

. Divisions of mental ideas (Corso, Williams)

).

Typographical topography (aesthetic balances on page,
syminelry, asymmetry)

Heartbeat (Duncan)

Conditions of original notation (line-length, verse length,
bloc-shape) & writing materials (pocket notebook, booksize
journal page, napkin, tape, typewriler, matchbook etc.)
(Olson, Ginsberg, etc. Kerouac especially)

Chance (arbitrary choice, impulse, faligue, accident, inter-
ruption, sudden impatience or energy)

“Form" is what happens. All considerations are elements of a
single “discipline” which is MINDFULNESS or conscious appre-
ciation and awareness of the humours of line arrangements on
the page, intelligence in relation to the mental conception of the
poem and Hs vocalization.

Allen Ginsberg, Prepared for

Jack Kercuac School of Disembodied Poetics
Naropa Institute, 1875-1977

April 2, 1977

'From Composed on the Tongue, Grey Fox Press, S.F. 1980



Fourteen Steps For Revising Poelbry

1.

10.

11.

12.

13.

14,

Ginsherg

Conception
Composgition
Review it through several people’s eyes
Re&iew it with eye to idiomatic speech

Review it with eye to the condensation of syntax
(blue pencil & transpose)

Check out all articles & prepositions: are they
necessary and functional?

Review it for abstraction and substitute particular
facts for reference (for example: "walking down the
avenue " to "walking down 2nd Avenue')

Date the composition

Take a phrase from it and make up a title that's unigue
or curious or interesting sounding but realistic

Put quotations around speeches or referential slang "so
to speak®" phrases

Review it for weak spots you really don't like, but just
left there for inertial reasons '

Check for active versus inactive verbs (for example:

"after the subway ride" instead of "after we rode the
subway ")

Chop it up in lines according to breath phrasing/ideas
or units of thought within one breath, 1f any ‘

Retype

April 1, 1982



A SYNOPSIS
of g
METRICAL SYSTEMS ,

table of feat, OF,
THO SYLLABLES
Pyrrlch---..--.--o.-...-.,--
Sﬁcndﬁﬂ..jruulc-
. Iambus..,.oeiasee
TrOChaac-qon.||l

.’ A\ 11 the
— - God Damn!
L/ = Believef
— AN Suminer

LI AR B B A N

* .a o o
« a o a
- © ® a
® a a =
a & o =

L)
*
€S9 9000049
°

LU R B BN B BN B I B )

THREE'SYLLABLES

Tribrach or Chorius.,.. ]
HOlOBBuH.'l.!".Il...‘U L]
I

Vs v W into the

——— e e Oht Good God

— A Desperate

s s — Understand

o enie eew 18 God Love? Delieve me.
— A s, big bagel

v e s ToWmato

——— A — lOval wife

AnaUESt"|..."'l.l.'I
Bacchiuﬂ.e.e.c..-.-.-.
Antibucchlius or Pslimbucchl
AmohibI‘BChys.'-.}..--I..n.”
Amchimacer or Cretlc..,......

2 & & a2'a e e =
o & =W 8w ® w 1
.-..‘...l
« & & @ a m o =
® 5 e & 2 b e =

- - g = =« o - -

FOUR SYLLABLES

PFOCElEUSMtiCUS.cQolcoo.o-1ooec-o L NP NP W N underneath thE[FallS]

Dlapondeus,oireienonrronionernnneny oo o~ o four square foot falls

_DiiambusltlﬂiﬂtilollGOIIQ'!'!IO'.I S o \_/—-eccent}r]:c joke

DltrochaUS.“'.‘.ﬂ.'.‘...."l".“ﬂ'qV‘“uparasj.tlc

Choriambu3¢a||¢|uao|nt|-00|¢wc|vnu,_... VW S =—eNbracadabsit in the stree

Antispaﬂtus....-....u'-..-.._'...ou\._J—- ——-VinSiStEDtlY

Ionicamajorﬂaaoaou.olo'tnuuu-ooo......-. -——u\-}“igh hat into

IDniC a Mincrﬂnluvelooo-‘e|e-cnncvw\w,! L) eme e i bhe t""'ilight

lat PB@Onoonnnonsntu-vucoans-so'uw___,, A\ u\JdEfiIlitElY

24 Faeon..-.n--.-...ua....n...uwk./ e \,J\Jdelightful].y

3d FaBOh-uov||oou-t'uevneo've---onv o "or in the evening

h‘th Paaonoceouennwouceeo-aounccannu ot u'-'"into the bank
j-trituﬂ D!‘imuﬂ-'s-o--‘.-.ua-..q« L — g "“}’D\Jr sweet blue ayes

Epi‘tt‘i‘tua Becund‘ua.“-”........”..,.... Mo/ e = 'Dibte the big nut

EpitritUE'tnr‘tiuﬂ.-u-“....u..aom e u_.-give her a dime

Epltritun ﬂUﬂrtUﬂoultaooulccrnannv__,, —— MUI'VE got rhythm

" PIVE SYLLABLES . : .
cchmius or "Slanted™..,.....00000 A/ = —=F - I bit off his nose

Andclastic or Bypodochmlus..oseeee o W N e A open the bhoxes

BrEsEio e NN d 00800 W \ e V2. Under Aspen trees
teetscovceveevene _\ g we \J "Lo,Lord, Thou ridest!!’

If a verse is complete, it I3 cnlled ACATALECTIC, "ir
2 nyllable I3 wanting, CATALECTIC; if a feot, BRACHYCATAECTIC,
if a Tfoot or a Byllable ia redundant, HYFERCATALECTIC,
A METRE generally signifies a comblpation of TWO feat except
In gactylic verse, and In the metres composed of double fget,
There a verse of a given Bpeclies conslsts of two feet
and a half, 1t i3 called 8- FENTHEMIMER, us condisting of five

half feet; of threa and a half, a HEPHTHEMIMER, as conslating
of seven hnlf faet, .



VERSIFICATION IN ENGLISH POLTRY

The following are less common forms:

The spondee (spondaic foot), which cousists of two equally stressed syll/ablcs scen usually
in compound words or when important monosyliables. come together, as blcod-r/

d, iztgrt—brcék,
childhobd. . e ot e
My Eflx.b’éf pourliy lcd?l Warld, wurld.!O world!
. —Shskespeare, King Lear
The pyrrhic (pyrrhic- foot), which consists of two unaceented syllables.
’ i o |per AR
Cin noe{b® l.lc‘;‘n n’étlb’c‘ goéd:
—Shakespeare, Macheth

The amphibrach (amphibrachic foot), which consists of three syllables, an unaccented, an
iccented, and another unaccented, as sevérel§, mBméntus.
7‘%lpraﬁg lgld];; uil( rﬁp %nd ]n/r :fs.‘);nd hc/; ' p
g4 Iiped,|Dirck gl Bped) wé g€l 1Bped|3 three. ,
—Browning, How They Brought the Cood News from Ghent lo Aix

The amphibrach line, however, may easily be divided into anapestic feet by a slight
rearrangement of the stressed and unstressed syllables as follows:
; lpraﬁgll’g tha su{‘rﬁpk)l‘nd ]c;; )i‘s)a;nd hé p

gi{1Bped, Dirck g4|18ped, wE gil] Bped AUl theet.
In order to emphasize the cflect of differeat acrangements of stressed and unstressed
syliables, the iambic and the anapesde feet are sometimes classified as rising meters because
the accented syllable follows one or two unaccented syllables, as return, effervesce. Similarly,
the trochaic and the daciylic feet are classified as falling meters because the accented syllable
comes first, as laughter, syllable. .

A liude observation will show that each kind of foot has its own characteristcs; hence,
in every poem the foot chosen should bear close relationship 1o the purpose of the pocm—its
thought, its moed, its movement. The trachee has a tripping or sprightly quality; the iambus

is more dignified and moves with drum beacs as if on a march; the anapest gallops along with

speed and freedom; the dactyl sauniers slowly with liquid rhythm but with great sirength and
persistence. In the following jingle Coleridge apdy illustrates these qualitics; he employs the
Classical terminology:
Trochee trips from long 3 short.
Trim Iong 15 1aRg i Telcmn Wit
Slaw Sponde? Jralky stang, footl Teu T 3ble
Evdr 18 come Up with Dactyl trisyllabie.
Yambics smarch from shiort 8 18Rg—

%th ¥ 1<ap ind '€ bgund the swilt Anipeets throng.

I Lt g RN A -,

ne syilable long, with one short at gach side,

Aimphibrichys haste with % stately stride.

~ —Metrical Feet: Leston for a Boy

Quite Aawsally the length of 2 line of poeury has bearing upon the rhythmical effect. A
short line suggests rapidity; 2 long ling, slowness. Between the two arc numerous gradations.
A line of versc is named accarding to the number and the kind of feet it contains. The process
of determining those factors is called scansion; it involves the division of the line into syllables
—stressed and unstressed—and the grouping of thase syllables into feet. A line of poeuy
containing one foot is called manometer; two feer, dimesers theee feet, trimeter] four fect,
tetrameter; five feet, pentameter; six fect, hexamefer; seven [fect, heptameter; eight feer,

octometer. The iambic foot is the most comman in English poeuy; it is found chizfly in
teerameter and pentameter lines.

In scanning poctry, onc must pay attention to the meaning a8 weil as to the rhythm, and

one must be carciul not to mispronounce words or: to distort the emphasis of the scntence.

973
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VERSIFICATION IN ENGLISH POETRY,

Some words aflow more than one pronunciation,
pronounced in one sytlable or in twe syliables, as the
sometimes pronounced as A scparate syllabie, and sy
frequently telescoped into enc syllable, Note the seansion of

Manometer lambic—

This 1;
Péss by

Kad dif
A3 ohe
Ua known
And go{\c.

—~Herrick, Upon His Departure Hence -

Dimeter lambic and anapestic—
RS widd's| Bn 1% wild
A5d S nifhd T did,
Ahd Thafneslrﬁns hili
Twixt mcfdlénd hiif;
Bl kifd|%nd defr
¥ the o/ldthousc hete,
%d oy hedrd T8 wirm
Midst wifi [1er’s hadrm.
—Morris, For the Bed at Kelmseoit
Dimeter dactylic—
Tolch hte nét‘scofn £ 13
Think B¢ l'?ér[moﬁm il l))%.
Gént ¥ and |hd man i
Nt S :ﬂé‘smiﬁs Bt hir,
A1 he ¥ Imains BF hér
£ s o X
Hdw s plicejwoe man .
—Hood, The Bridge of Sighs

Trnmeter lambie—

and wards like Aeaven and even may be

meter demands. Final non-syllabic ed is

llabic vowels coming together are very
the following lines: i

Trimeter trochaic— -
Cfim ws]shes Spdlglid B 7
It ’flliﬁht ’éx‘cc’c‘d iﬁg:

Ku VAR
whit théir] rdys h'ivclmcu ured
14 Yg\lrlfcét £ fl
Théee Gre|stats be|hald %n
By y;ur]cjfc; imé dén,

e aleross ANAV A PP
See d\’émlshi{: iﬁgixﬁll!
wMirs, Browning, 4 Drama.of Exile

Trimeter anapestic, with iambic variation—

o z ) . :

o wcll‘(gr e ﬁsfhl’ér win's b,
* * < o I
:l/hc shouts W}lh lits slslér it play.
_b\‘vclli.f’é{rjth)éﬁ snlu’ér iad, . /

Tiie Be singsiin is bodt/dn the bay!

—Tennyson, Break, Break, Breask

Tetrameter iambic—

» !
I w:{\‘dﬁcd 'Eola‘acll? ’a‘s]? celd y
Thit fioats!3n hiﬁh‘@fc{r vileslnd Mills,
‘r‘r;h\én/ 41 4 gnee 1 saty |3 ergwd,

bl

K hot|oF gdld|¥n ddt| €8 dils.
—Wordsworth, The Daffodils

’
¢

Tetrameter trochaic—

ah, lc/tid?é so/lled gruﬁnd ,

I
wi 8 1 i8] blilhe ’?ndl in e,
NEy (41|68 nc:thlm? fetl’

Pad * P K
Of di ‘mcn sions| not gt‘g W pie
k3

; %
BE fo'?:]rrf;' life| s {oﬁfnd N . Tl,'lo/h!gh hejmaon sﬁuﬁc]mostjly kc:’:,p us
Wit sme|hive fcundtm swreets Oft n|ot chards] frisk Fad| pefp Us:

. —Tennyson, Maud

N

—Hunt, Song of Fairics Robbing Orchard

Tetrameter anapestic—~

£ R i
ThE As 5){ ian cime ddwnllike thE Wit sn i f5ld,
L A rd o A x d ¥ X I
And i cd hd ts wrre gleAmling 1n pur p/le and gold:/
And the sheénlof théir spcﬁ% wisﬂ l;kc st:};s]’ég the e,

WhEn he bl\fclw’ivcs roil night‘ly Bn defp| Gul fi 1ct. -
N ~—Byron, The Destruction of Scennacherid
Pentameter jambig—-
Y b3 A AL FAl
it g:vs’s|mc wo/n‘dcr gr::tlasﬁ__my }cun LI
fore m)::./ 0 mf wul's joy:

A

Iﬁ'lsedycfu hefe |bc
It ‘.‘fl‘?,f & &y tem|ptst cgme such chlms,
My the |winds bigwitill thidy | hive wik|Ehed deathl

kS

—Shakespezre, Othelie

. d
Penlameter anapestie—

. % X/
hive dne [ths whils roéndl)éf: cre :’ﬁ%n; [ s:(w‘?nd/(l spoke;

. / 4 . .
13 workl’éf Cad's hand|fe i pddd plse, 1€ céived|in miy brdin

A £ *, > {’ e w by » *

AQd prd pofinced jon tlie rdst of his i;:’ndl;vork-—rc u}\rncd Ihim 3 gain

Hui e :%liun': Gp pedviit Br cnjsurcs 1 spbkells T sdw.

—Drowsing, el
i —



VERSIFICATION IN ENGLISH POETRY

Hexameter iambic—{see Alcx:mdrmc, bclow)— ‘

Y‘t momﬁng promlw:d much ‘for pstch (i!:nd :lung[md rehred
O“a riur.e /nc:[h thi mwtr, twm et {ind t:l:c p peired
alf m'ucltu:c‘ l]owltbc pcn nbn from lu dofne,

Fi2 nétfie |08 fxc{: mikes one{rdd strcu:h] £ héme.

~—Browning, Fifinc as the Far

chzmczcr :mzpcuc, wuh jambie variation— ' :
In thc mght‘whuc !hmc eycslarc a1 moc';ml are’ m hc:w[cn, thr: nlghtlw]mrc thau :';t.
thrc the :i‘icnc: 1] morcltiun all tihes, | where sic:p o ver ﬁow;‘ (i e hcfrt,
Wb.cn: 1hE pop'pu:s are :wét % it !OSCIL)E Qur wtl .1 Ind 1HF rc;ilmsc 'Ts whnc,
Knd ¥ wmdlf.’nh E:.mtl:s 1t blow:lwuh thé Elffnc:luf th H(\rslof the night

~—Swinburne, Hymn to Proserpine
chmcu:r d:cryhc——-

M:nd %n most| beju n ful lmcth cr most[ un i 6, lin dy i Iznds.

Quccn ind rclpub It in, tmwncd oE : cen unckg\-husclycfn Sre ¥ ‘und:.
5e£ (3¢ Lhy sike whit Wcl ring %3 thc: It 5 ly.lhcrc in uur‘h:nds

—Swinburne, The Song of the Standard
Heptameter iambie, with anapestic variation——
There's notl: ;chthc worldlc:n glvclf‘k: th:t|u. /t:\k::l 2 wzy',
Vv’hcn the giow/’] of car[l lhoughlldc chncs{m fc:li ing's duilldc e3ys

"I'u a ticn yolth's smnoth chc’:kithc b]ushla lofiel whith f:dcs[so i3,
But th? u:n der bioém of hc:’:’nlu gonc.lcrc youthlu xclf‘bc p:st

--Byrnn. Sianzar fer Muric
Hcptamctcr anapcsnc, wuh jambic v:nauon———-

she Tt fa/u’icr thin c;n_h Iand the sun u not Ealrlcr, the wmdl i not bl:&hl:r tin shé:
Frbm my youthlhath she shownlmc thie }oy|of hir b ys‘lh:ti crcfxscd {nf her cle‘{s|th:t T cldmb,
THL ndw that the twaial 5F s hcrc.| in dE- su’c 3€ th3 dawnl¥ad Ta uustiof the scf.
St.nkc oﬁtlf:om the zhorclzs the heartlm us hxdsl:nd bt !cech{c:. 1 th!rstl[or the folm.
. —3Swinburne, In the Water

Ocmmclcr trochaie—
Cdm ndcsljc:wc mc|hcrc alht ﬂc]whxlc asiycr ts I:ar ly Imorn
Leive mclh:rc, :mdlwh:n you wint mé,|solind up[on thc]bd g]clhorn.
—Tennyson, Locksdley Hall
Telescoping or elision of syllables— .
A w;uu[a lakcl:h?m cvli ulblc hour
'I'hc p{t.hslof glg{r? lcndlbut Slthe grdve.
--Gray, Elegy Written in a Ccmn.rry C:'mrc'}:yard
O dxﬂ"

/
rent 3en Iscs dlﬁ'

rcnt obl}ccu su—fkc.
~—Pepe, Erray on Man
Hcr "hiv

-
ior h:dl thie rné{'n

cléar gr:’cc
Amold Tristram ar:a' lrcuft

ing’s frc:h

Non-syilabic ed pmnounccd
Lk cdlhu cuxvlcd lids,

—Keats, Hyperion

ind kcp:lthcm w:dc

TJIIG Alexanclr.fne

The Alexandrine is a line composed of six lambic feer; it is so czlled because it was used in
Cld French poems on Alexander the Great. Although widely used in France, it has never
become popular in England. It was used in the Chronicle of Robers of Gloucester {c. 1300},
along with a seven-accent line; occasionally in the’ miracle and the morality plays; and in

975
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Drayten's Polyolbion (g 1613). When the Alexandrine was alternated” with the seven-aceent
line, the combination was calicd “poulter's measure,” because in the words of George Gas

coigne (1575) the poulterer “'giveth twelve for one dozen, and thirtcen for another.” Henry
Howard, Eacl of Surrey, thus illustrates poulter’s measure: |

L:';r;i Tan?' quﬂ’ét b-ci:l.hn ltt{dl; );x‘? Wc{c, , " P
i uwlwuh xﬁlm?'r Lr_oubll?:‘d h}:’zdl’:‘i hcfpcl’f:f thoughtesi'ap peare.

Pope characterized the Alexandrine as “languishingly slow”—

A needless Alexandrine ends the mn.'g .
That, like 2 wounded snake, drags ins slaw length slong.

Used a2t the end of shorterdine stanzas, however, the Alexandrine adds the effect of dignity

and serves to join the stanzas in harmonions progression, Sce the Speaserian Smnza (p. 988),
and The Faeriz Queene (Vol. 1, p. 394).

Variations in Feet

As can be seen in tome of the foregoing examples, it is not necessary that ‘all feer in a
line of verse be of the same kind. Indced, if they were, the result in a poem of any lengih
would be not only an obviaus monotony but also a degree of unnaturalness in phrasing. Thus
varicty in-metrical rhythms is both esseatial and pleasing.

The simplest variation in metrical feet is found in the free interchange between an fambus
and an anapest, or betwcen 1 trochee and a dactyl, as seen in the first four examples below.,
These changes inveolve merely the addition or the climination of unaccented syllables, and do
not zfiect accented syilables. Variations involving accented syilables, such as an interchange
between jambus and trochee, or between anapest and dactyl, are rare, except at the beginning
of the line or after a distinct natural pause in the line known as the caesura, A spondec or 2
pyrrhic may be substituted for the prevailing merical foot of any kind.

Sometimes a line contains more or fewer syllables than the prevailing aumber. The variation
concerns only unaccenzed fyllables, but it may appear at the beginning or at the end of the
line. The addition of one or two syllables at the beginning of a line is known as anecrusis;
the addition of extra syilables at the end of the line makes a weak or feminine ending. The
omission af syllables at the beginning of a line is calied frumearion; at the end of a line,
caralesis, A linc terminatng in an’ imperfect foot is thus called carlecsie. If the line ends
with 2 complete mewical foot, it is acamlecsic. In the scansion of a line of verse 3 carct
(A) may be used to indicate the omission of ai syllable, '

lambus for anapest—

Aﬁ]d the s(:lzch,)f :hiﬁs‘gﬁ da ’ Whit w’ill yéulsﬁy when :h’é‘wo‘?ld Ts‘d;’i‘ﬂg?
T¢ thiir hilvén }(n dér W hill; Whit, whin thi|lz% wiid |mid mghe| ils -
Bl: Olfdr th2 tohiclifof the vih Hished hnd, . Dirk, waldatk tor the lbit 1o "‘%ﬂ{ ng
Knd i soﬁnd|o£ 3 vdice] thi T sl Round lh’éim”?m ’é[‘or& st. | PAul's?
—Tennyson, Break, Break, Break - ~Moyes, Scwen Wise Men

Trochee for dactyi-—

Anapest for Lumbus-—-
% rai{:d‘m} hﬁr-l?: ﬁaﬁncdlm’} cheéfk
P re I

e % meid|ow gilelBE sprifig— Dactyl fer troche .
s

t m;f\ 1&d su:ngcl I? :vuh rmy fears, = F?::r ::'Elch-.\':—m "éflpgv\.;)é: [ﬁl[u;pu b,l(e:

Yé Tt £t (ke X wél|com Tng. Like 3 {héll bréch b8il Snd|bib biE

—Caoleridge, The Rime of the dncicat Mariner —Shakespeare, Mucbesh

-
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4 A RETNOSPECT

Criticism is not a circumseription or a set of prohibitions. Ie
provides fixed points of departure. [t may startle a dull reader into
aleriness. That lictle of it which is good is mostly in sy phirases;
or il it be an older artist helping a younger it is in great’ measure
but rules of thumb, caatjons gained by expericnce.

{ set together a few phiases on practical working about the time
the first remarks on imagisoe were published. The fitst use of the
word ‘Tmagiste’ was in my note to T. E. Hulme’s five poems, ptinted
at the end of my 'Ripostes’ in the autemn of 1912, 1 zeprint my
cautions [tom Poerry for March, 1913,

A FEW DON'TS

An 'Image’ is that which presents sn inteilectual and emotional
complex in an instane of time. Fuse the term ‘complex’ rather in the
technical sense employed by the newer psychologists, such as Iart,
though we might not agree absolutely in cur application.

It is the presentation of such a ‘compiex’ instantancously which
gives that sense of sudden fiberation; that sease of freedom (rom time
liméts and space fimits; that sense of sudden growt, wliich we exper-
ience in the presence of the greatest works of art.

1t is better to present one Image fn a lifetime than 10 produce
voluminous works.

Al this, however, some may consider open to debate. The immed-
jate necessity is to wbulate ALIST OF DON'TS Tor those beginning
to write verses, [ can ot put ail of them into Mosaic negadve.

To begin with, consider the threz propesitions (demanding direct
treatinent, economy of words, and the sequence of the musical
phitase), not as dogma—never consider anything as dogma—Dbut as
the zesult of lang contemplation, which, even il it is some one clse’s
contemplation, may be worth consideration.

Pay no attention 1o the criticism of men who have never themselves
written 2 notable work. Consider the discrepancies between the
actual writing of the Greek poets and dramatists, and the theories

of the Graeco-Roman granunasians, concocted 1o explain their
metres.

LANGUAGE

Use no superfluous word, no adjective which does not reveal some-

thing.

A RETROSPLECT

here has been so much scribbling abowt a new fashion in
poesry, that [ may pethaps be pardoned this beiel recapitu-
Jation and retrospect.

In the spring or early summes of tpr2, 1. D, Richard Aldingion
and mysell decided that we were agreed upon the theee principles
following:

1. Dircet tweatment of the "thing’ whether subjective or objective.

1. To use absolutely no word that does not contribute to tlic
preseniation. ‘

3. As regarding chythm: to compose in the sequence of the
antsical phyase, not in serpuence of a metronume.

Upon many points ol taste and of predilectivn we dilfered, but
agreeing upon these thice posidons we thought we had as much
right to a group name, a1 least a5 much dight, as a number of French
‘schools’ proclaimed by M Flintin the Auvgust nuinber of Harold
Manra's magazine for gt

This school las since been Yjoined” or ‘followed” by nunierous
people wha, whatever their medts, do nut show any signs of apree-
ing with the second specification. Indeed sers libre has become as
prolix and as verbose as any of the flzccid varieties that preceded it
1t has brought faults of its own. The actual language and phrasing is
olten as bad as that of cur elders without even the excuse that the
words are shaveiled in to Al a mctric pattern or to complate the
noise of a thyme-souad. Whether or no tiie phrases [otlowed by the
foliowers sre musical must be left o the ceader’s decision. At rimes
I can find a macked metre in “vers libres', as stale and hackneyed as
any preudo-Swinburnian, av imes e wiiters seemn (0 [ellow na
musical structure whatever. But it is, en the whole, pood that the
lietd should be ploughed. Perdiaps a few good poemns lave come
[eom the new method, aind if s itis justificd,

VA group of carly essavs and nuotes which appearctl under this ddde in I’a-
vnnes amd Divigors {1918). "A Few Dond's’ was first prinied: in Faerry, Ls
{Alarehy, 1913).

3

A NETROSPECT 5
Don't use such 21 expression as 'din lands of veace’. Tt dulls the
image. It mixes an abstaction with the concrete. 1t comes from the
writer's not realizing that the natural objest is glways the edequate
symbol.

Co in Leac of absiractions. Da not retell in mediocre verse what
has already Been done in good prosc. [on't think any intelligeut
person is going to be deceived when you try 1o shitk all the diffi-
cullies of the unspeakably difficulr are of good prose by chopping
your composition into line lengths. ‘

What the expert i tived of roday the public will be tired of
LRI HLN

Don'timagine that the art of poetry is any simpler than che art of
music, or shat you can please the expert hefore you have spent at
least as much clfort on the art of verse 23 the average piano teacher
spends on the atcof music.

Be infuenced by as many geeat ariists as you can, but have the
decency either to acknowledge the debt outriht, oc o try to coneeal
it

Don't allow ‘influence’ to mean nierely that you mop up the pac-
tieular decorative vocabulary of some wie or iwo puets whom you
happen to almice. A Tuckish war eorrespondent was reeently caughe
red-handed babbling in his despatches ol "dove-grey! hills, o else it
was ‘pearl-pale’, L ean not ternember.

Use citlier na ornament or good ornament.

RIIYTHM AND RITYME

Lot the candidate fill his mind with the finest cadences he can
discaver, preferably inaforcign languzge,! so that the meaning of the
words may he less ikely o divert his attention frum the movement;
e.z. Saxon charms, ebridean Foik Songs, the verse of Dante, and
the lyrics of Shakespeare—if he can dissociate the vocabulary from
the cadence. Let him dissect the jyrics of Goethe coldly into their
component sound values, sylfables long and shors, stressed anel
unstressed, into vowels and consonants. :

Tt is not necessary that a puem should rely on its music, but il it
does rely ou its music that musle must be such as will delight the
expetl,

S This Iy for thytdun, s vozabutary most of course be Tound in his native
tongue.

.



6 A RETROSPECT

Let the neophyte know assonance and alfiteration, rityme immedi-
ate and delayed, simple and polyphonic, as a musician would expect
to know harmony and counterpoint and all the minutiae of bis crati.
No time is too great to give to these matters or to any one of them,
even if the artist seldom have ueed of them.

Don't imagine that 2 thing will *go’ in verse just because it's 100
dull to go in prose.

Don't be 'viewy'—leave that 1o the writers of pretry Hule philes-
ophic essays. Don't be descriptive; remember that the painter ean
describe a landscape much better than you can, and that he has to
know adeal more ahout it.

When Shakespeare ralks of the ‘Dawn in russet mantle clad’ he
presents something which the painter does not present. These is in
this line of his nothing that one can call description; he presents.

Consider the way of the scientists rathier than the way of an
advertising agent for a new sonp.

The scientist does not expect to be acclaimed a3 a great
scientist umtil he has discovered something. He bepins by learning
what has been discovered already. e goes from that point onward,
He does ntot bank on being a charming fellow persanally. He does
not expect his {rends to applaud the results of his freshman class
wotk. Freshmen in poetry are unfortunacely not coniined to a defin-
ite and recognizable class coom. They ace ‘all over the shop™. Is icany
wander "the public is indifferent 1o poerry

Don't chop your stuff into separate iamés. Don't make each line
stop dead at the end, and then begin every next line with a heave,
Let the beginning of the next line carch the rise of the chythm wave,
unless you want a definite longish pause.

In short, behave as 2 musician, 2 good musician, when dealing
with that phase of your art which has exact parallels in music. The
same laws govern, and you ase bound by no others,

Nawurally, vour chythmic structure should not destray the shape
of your words, or their nawral sound, or their meaning. It is improb-
able that, ac the start, you wiil be able 10 get a thythn-swructure
strong enougl te affect them very much, though you may fall 4
victim to alf sorts of false stopping due to line ends and casurae.

The Musician can rely on pitch and the volume of the orchestra.
You can not. The term harmony is misapplied in poetry; it refers 1o
sirultaneous sounds of different pitch. Thera is, however, in the best

A RETRAOSPECT ]

t begin on the chord thus quertlous, {or | would much rather lie
on what is left of Catullus’ parlour floar and speculate the azure
beneath it and the hills off to Salo and Riva with their forgotten gods
moving unhindered amongst them, than discuss any processes and
theories of art whatsoever, [ would rather play tennis. I shall nat

‘ CREDO

flhythm.—1 believe in an ‘absolute thythry', a thythm, that is, in
poetry which corresponds exactly to the emotion or shade of emotion
to be expressed. A man's chythm must be interpretative, it will be,
therefore, in the end, Lis own, uncounterfeiting, uncounterfeitable.

Symbelr—1 believe that the proper and perfect symbol is the
nataeal objec, that if a man use *symbels’ he must so use them that
their symbalic fimction does not obtrude; so that a sense, and the
poetic quality of the passage, is not lost to those who do not under-
stand the symbol as such, to whom, for instance, a hawk is a hawk.

Technigue.~1 believe in technique as the test of 2 man's sincerity;
in law when it is ascertainable; in the wampling down of every
convention that impedes or obscures the determination of the law, or
the precise rendering of the impnlse.

Form.~1 think there is a 'fluid’ as well as a “solid’ content, that
some poems may have form as a tree has form, some as water poured
into a vase. That most symmerical forms have certain uses. Thae a
vast number of subjects cannot be precisely, and therefore not pro-
perly rendered in symmetrical forms.

‘Thinking that alone wordhy wherein the whole art is employed’.!
I think the astist should master all known forms and systems of
metric, and I have with some persistence set sbour doing this,
searching particularly into those periods whercin the systems came to
birth or mmined theie maturity. It has been complained, witlt some
justice, that | dump ny note-books on the public. I think that only
after a long struggle will poetry attain such a degree of development,
or, if you will, modernity, that it will vially concern people who are
accustenied, in prose, to Henry James and Anatole France, in music
to Debussy. [ ain constantly contending that it took two centuries of
Provence and one of Tuscany to develop the media of Dante's
masterwork, that it took the latinists of the Renaiseance, and the

L Dante, 20 Flolzari Eleguia.

V.

A RETROSPECT 7
verse a sort of residue of sound which remains in the car of the hearer
and acts more or less as an organ-hase. i

A thvme must have in it some stight element ol surpriseif ivis to
give plénsurc; it need not be bizarre or curious, but it must be weil
used if used at ail.
Vide farther Vildrac and Dubamel’s notes on chyme in "Tecknigue
Poérique’. o

That part of vour poctry which serikes upon the imagiaative eve
of the reader wiil lose nothing by translation into a foreign tongue;
that which appeals 1o the car can reach only those who ke it in the
original, ‘

Consider the definitcness of Dante's presentation, as compured
with Milton's chetoric. Read as mucii of Wardsworth s does not
secm too unutterably dullt

I you want the gist of the mater go o Sappho, Catullus, Villon,
Heine wlen hie is in the vein, Gautier when he is niot 100 {rigid: or, if
you have not the tongues, seek cut the leisurely Chaveet. Good
brose will do you no harm, and there is good discipline to be had by
trving 1o write it »

“Translation is ikewise good training, if you find that your criginal
matres ‘wobbles’ when you try to rewrite it The incaning of the
poem 1o be translated can not 'wobble’,

1f you are using 5 symmerricat form, don't put in what you want
to say; and then i up the remaining vacuums with slush. o

Don't mess up the perception of one sense by tryving to define itin
tersns of anether. This is usually only the result of being too lazy 1o
find the exact word, To this clause there are possibly exceptions,

The first three simple prescriptions will throw out ning-tenths gf
all the bad poetry new aceeptad as siandard and classic and_wilk
prevent you {rom many a crime of production.

‘oo Muis d'cbard 1 faut éwe un poéee’, as MM, Duhamel and
Vildrac have said at the end of their liule book, *Nores sur fu Tech-
nique Poérigue.”

Since Marel 1913, Ford dadox Huefer has pointed out that
Wordsworth was so intent on the ordinary or plain word that he
never thought of hunting for fe mot juste.

Jehn Butler Yeats has haadled or man-handied Wordsworth and

1 Vide infr

10 A AETROSPECT

- Plefade, and his own age of painted specch 1o prepare Shakespeare his
taols. It is tremendously important that great poetry be written, it
makes no jot of diffierenca who writes it. The e<perimental demen-
steations of one man may save the time of manv—hence my furore
over Arnaut Daniel--if a man’s experiments try out one new time,
or dispense conclusively with one inta of currently aecepted non-
sense, he is merely plaving fair with his colleagues when he chatks up
his result.

Mo man ever writes very much poetrv that “matters’. In bulk,
that is, no one preduces mueh that is tinal, and when a man is not
doing this highest thing, this saving the thing once for all and per-
lectly; when he is not matching Momddgpov’, ddvart! "Agpddita,
or 'fHist—aaid Kate the Queen’, he had much better be making the
sorts of experiment which may be of use to lim in his later work, or
te his successors.

"The lyf so short, the craft so Jong to lerne.’ It is a foolish thing
for a man 1o begin his work on a too narrow foundation, it is a
disgraceful thing for a mar's work not to show steady growth and
increasing fineness from first to Jast.

As for "adaptations’; one finds that all the old masters of painting
recommend 1o their pupils that they begin by copying masterwoark,
and proceed 1o their own compesition.

As for "Every man his own poet, the more every man knows
about poetry the better. [ befieve in every one writing puetry who
wants to; most da. § helieve in every man knowing enough of music
to play "God bless aur hame' on the larmonium, buz | do not believe
in every man giving concerts and printing his sin.

The mastery of any art is the work of a lifetime. T should not
discriminate between the ‘amateut’ and the 'professional’. Ot rather
I should discriminate quite aften in favour of the amatcur, but
should diseriminate between the amareur and the experr. It is certain
that the present chaos will endure until the Art of poetry lias been
preached down the amateur guller, until there is such a general
understanding of the fact that poetry is an art and not a pastime;
such a knowledge of technique; of technique of surface and technique
of content, that the amateurs will cease to wy to drown out the
masters.

H a certrin thing was said orce for all in Atlands or Arcadia,
i o Belore Uhetat or i tzoo altee, it is not [ne s moderns 1o zo




A RETROSPECT 11
saying it over, or 1o go obscuring the memory of the dead by saying
the same tsing with Iess skill and less conviction.

My pawing over the ancients and semi-ancients has been ane
struggle 1o find out what has been done, once for all, beuter than it
can ever be done again, ard to find out what remains for us to de,
and plenty dees remain, for il we «ill feel the same emotions as
those whicl launched the thousand ships, it is quite cectain that we
come on these [celings differently, through dilferent nuances, by
different inteilectual gradations. Each age has fts ewn abounding gifts
yet only some oges ransmute them into matter of duration, No good
poetry is ever written in 2 manner twemy years old, for to write in
such 2 manner shows conclusively that the writes thinks from hooks,
convention and cfiché, and nos from life, yet 3 man feeling the divorce
of life and hiis art may natuzaily wry to resurrect a forgotien mode if he
finds in that mode some leaven, or if he think he sees in it some
element lacking in contemporary art which might unite that art
again 1o ils susienance, life.

In the art of Daniel and Cavaleant, [ have seen that precision
which | miss in the Victorians, that explicit rendering, be it of exter-
nal nature, oc of emotion. Their testimony is of the eyewimness,
theiz symptoms are first hand.

As for the nineteenth century, with all respect to its achieve-
ments, I think we shaif Jook back ugoa it 25 a rather blurry, messy
soct of a period, a rather sendmentalistic, mannerish sost of a peciod.
I say this without any seli-righteousness, with no sell-satisfac-
tion.

As for thete being a “movement” or my heing of ir, the conception
of poetry a5 a “pure art’ in the sensein whiclh I use the term, revived
with Swinbutne. From the puritanical revolt to Swinbusne, poeiry
had been merely the vebicle—yes, definiely, Arthur Symon's
scruples and feelings about the word not withholding—the ox-cart
and post-chaise {or transmitting thoughts poetic or otherwise. And
peshaps the ‘grest Vicrorians’, though it is doubtlul, and assuredly
the‘ninetics’ cantinued the deveiopment of 1he are, confining theic
improvements, however, chiefly to sound and 1o refinements of
nanner.

Mr Years hos once and for all stripped English poetry of its
perdamnable rlietoric, He has boiled away all that is not poetic—~and
a good deal that is. 1le lins become a classic in his own lifetitne and

A METROSPECT 13
ceptible than some 1 have used. T think progress lies rather in an

attempt to apptoximate classical quantitative metres (NOT 10 copy
therm) than in a carclessness regarding such things.*

I agree with John Yeats on the reladon of beauty to cersitude. 1
prefer satire, which is due toemotion, to any sham of emotion.

1 have had to write, oc at least I have written a good deal about
art, sculpture, painting and poetry. [ have seen what scemed to me
the best of contemporary work reviled and obstructed. Can any one
write prose of permanent ot dursble intetest when Le is merely say-
ing for one year what nearly every one will say at the end of three or
four years? T have been hattistrada for a sculptor, a painter, a novel-
ist, several pos-s. I wrate also of certain French writers in The Vew
Ageinmineteen rwelve or eleven.

| would much rather that people Would look at Drzeska's sculpture
and Lewis's drawings, and that they would read foyee, Jules Romains,
Eliot, than that they should read what 1 have said af these men, ot
Urat 1 shonld be asked torepublish argumentative essays and reviews.

All that the ritic can do for the reader or audience or spectator
is to focus bis gaze or audition. Rightly or wrongly [ think my blasts
and essavs have done their work, and that more people are now likely
10 70 (o the sources than are likely to read this boak.

Jammes's ‘Exisiences’ in ‘La Triomphe de la Fie’ is available. So
are his early poems, | think we need a convenient anthology rather
than descriptive criticism, Cayl Sanburg wrote me from Chicsgo,
It's helt when paets ean't afford 1o buy each ather’s books.” EHlalf the
people who care, only borrosw, in America so few people know each
other that the dilficulty lies mere than hall in distribution. Perhaps
ane should make an anthology: omains's ‘Un Etre en Marche and
“Pridres’, Vildrac's "Visite', Retrospectively the fine wrought work
of Lalorgue, the flashes of Rimbaud, the hard-bit lines of Tristan
Corbitre, Tailhade's skerches in 'Podmes Atistophanesques’y the
*Litanies' of De Gourmont.

It is difficult 3t 2il Hmes to write of the fine arty, it is almost
impossitle unless one can accompany one's prose with many
teproductions. Siil T would seize tiis chance ar any chance to
ceatfient my helief in Wendham Lewis’s v

cnius, bath in his drawings

P
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nel megpe def cantmin. 1le has made our poetic idion a tting pliable,
a speech without inversions.

Mobert Bridges, Mausice Hewlert and Fredere Manning ace! in
their dilerent ways seriously concerned with averhauling the metric,
in testing the lnguage and its adaptability to coriain modes. Ford
Huctfer is making some sort of experiments in mudernity, The
Brovost of Oriel contituies his translation of the Divina Commedia.

A 1o Twenticth centuey poetry, and the pociry which Fespeet t0
see written during the next decade oe soy it will, 1 think, move against
poppy-cock, it will be harder and saner, it witl be what Mr Hewlete
cails ‘mearer the bone', Tt will be as much fike granite as it can be,
its [nree will fie in its tuth, its interpretniive power (of course,
poetic force does always rest there); 1 mean it will nat try to seem
loteible by thetorical din, 2nd luxumious riot. We will liave fewer
painted adjectives impeding the shock and stroke of it, At least for
mysell, 1 want it so, austere, dicect, [ree from emotional siither.

What is thete now, in 1917, 1o be added?

E VERS LIBRE

T think e desire for vers Tibre is due to the sense of quantity
reasserting itsell after years of starvation. But 1 doubt if we can
take over, for Enghish, the rules of quandty laid down [or Geeek and
Latin, mostly by Latin ggramimacians.

1 trink ona should write vers ibre only when one ‘must’, that is
to say, only when the ‘thing’ builds up a chythm more beautiful than
that of sex metres, o smore teal, more a part of the emation of the
“thing’, more germane, intimate, inerpretative than the measure of
regular accentual verser a thyihm which discontents one with set
jambic or set anapacestic.

Eliot has said the thing very well when he said, ‘Mo verr is libre
[os 1he man who wans o do s good job”

As 1 mauer of detail, there is vees libre with accent heavily
snarked as a drumi-beat (as par example my 'Dance Figuee'), and on
the other land § think [ have gone as i3r as can profitzbly be gone in
the other diteetion (and pechaps too fac). 1 mean 1 do not think one
can use to any advautage ihythms niuch more tenuous and imper-

1{Dec. tgrs)
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least, and with very fide delay, be 1oid what the discoveries were.,
1f e wish ta be a good ctitic he wili have 1 look [or liimself.

Dad critics have peolonged the use of demoded terminelogy,
uswually a terminology originaily invented to describe what had been
done before joo a.c., and to describe it in a rather exterior fashion.
Writers of second ordar have often tried to produee works to fit
some catepory or term not vet occupied in their own local titeratuze.
If we chuck out the classifications which apply to the outer shape of
the work, or to its oceasion, and if we loak atwhatactuaily happens,
in, let us say, poetry, we will find that the language is charged or
energized i various manners.

That is to sav, there are three ‘kinds of poetry’s
Mrropmia, wherein the words are charged, over and above their
plain meaning, with some musical property, which directs the bear-
ing or trend of that meaning,

. Priattopwta, which is a casting of images upos the visual imayina-
tion.

Logoreia, 'the dance of the inellect among words', that is to
say, it emplays words not ealy for their diteet meaning, but it takes
count in = special way o habits of usage, of the context we cxpecr o
find with the word, its usual concomitants, of its knowsa acceprances,
and of ironical play. It holds the aesthetic content which is peeuliarly
the domain of verbal manifestation, and sansiot possibly be comained
in plastic or in music. It is the laccst come, and peshaps most tricky
and undependable mode.

The nrelapeia can he apprecined by a loreiggner with a seositive
car, even thongh e be ignorant of the language in which the puern is
written, Tt s practically impossible to ransder or translate it from
one language to another, save perhaps by divine accident, and lor
half a line atatime.

Phanopaia can, on the other hand, be ranslated alimast, or wholly,
imtact. When it is good enough, it is practically impussible foe the
transiator to destroy it save by very crass biungling, and the neglect
of perfectly well-knowsn and formulative rules.

Logopaia does not transtare though the attitucle of mind it
expresses may pass througsh a paraphrase. Or one might say, you can
not translate it “locally’, but having determined the original author’s
state of mind, you may or may vot be ableto find a derivative oran
crpnivalent,
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1 mean tg say that from the beginning of litetatuce up to A.p. 1770
poetry was the superior art, and was so considered to be, and if we
rezd books written before that date we find the number of interesting
haoks in verse at least equal to the number of prose books suil
readable; and the poetry contains the quintessence, When we want
to know what people were like before 1750, when we want to know
that 1hey bad blood and bones like ourselves, we go to the poetry of
the period.

Bu, as [ have said, the ‘foritura business' set in. And one morning
Monsieur Stendhal, not thinking of Homer, ar Villen, or Catullus,
but having a very keen sense of acwality, noticed that ‘poetry’, fa
poéiiz, as the term was then understond, the stulf written by lis
French contempurarics, or sonorousty rolled at him from the French
stage, was a damn nuisance, And he remarked that poetey, with its
bagwigs and its bobwigs, and its padded calves and its periwigs, its
fustian & a Louis X1V’, was gready inferior to prose foc conveying
a clear idea of the diverse swates of our consciousness {les mouve-
ments du ceeur’).

And ac that mement the sericus art of writing “went aver to prose’,
and for some time the important developments of language as means
of expression were the developments of prose. And a man eannot
cleacly understand or justly judge the value of verse, modern verse,
any verse, unless he has grasped this.

PART 1fi: CONCLUSIONS, EXCEPTIONS,
CURRICULA

Belore Stendhal there is probably nothing in prose that does not also
exist in verse or that can't be done by verse just a3 well a3 by prose.
Even the method of annibilating imbecility employed by Veltaire,
Bayle, and Lorenzo Valla can be managed quite as welt in shymed
CUUP[E'S-

Beginning with the Ilenaissance, or pechapa with Boccacelo, we
have prose that is quite neeessary to the clear comprehension of
things in general: with Rahelais, Brantbme, dMontaigne, Fielding,
Sterne, we begin to find prose recording states of conscicuness that
their verse-writing .contemporaries scamp, And this Tuller con-
sciousness, in more delicate mades, appears in PAbhé Prévost,
Benjamin Constant, Jane Ausien, So that Stendhal had aliexdy
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wholias ever written a good poem or 2 good octave or sestet. It is the
result of tweney-seven years' thought on the subject and a résumé of
conclusions, That may be a reason for giving it some consideration.
It is not a reason for accepting it 9s a finality. Swallowed whole it is
useless. For practical class work the jastructor should try, and
incite Liis stadents to try, to pry out some element thae L have included
and to substitute for it something more valid, The intelligent lay
reader will instinctively try to do this for himseif.

1 merely nsist that wisheut this minimum the critic has almost no
chance of sound judgment. Judgment will gain one more chance of
soundness if he can be persuaded to consider Fenollosa’s essay or
some other, and to me unknown but equaily effective, elucidation of
the Chinese written character, N

Before I die I hope 1o see at least a fow of the best Chinase works
printed bilingually, in the form that Mori and Arigs prepared certain
texts for Fencilosa, a ‘etib’, the picture of escl letter accompanied
by = full explanation.

For practical contact with ali past poetry that was actually sung
in its own day [ sugpest 1hat each dozen universities combine in
employing a couple of singers who understand the meaning ol words.
Men Tike Yves Tinayre and Robert Maidand are avaiiable. A baife
dozen hours spent in listening to the lyrics actualty performed would
give the student more knowledge of that sort of melopia than a
year's work in philology. The Kennedy-Frasers have dug up music
that fits the Beowalf. It was being used for heroie song in the Hebrides.
‘Fhere is ather available music, pleaty ol it, frons at least the time of
Faidit (4.0, 1190).

[ cannet repeat too often or too forcibly my caution against so-
ealled eritics who talk ‘all around the matier’, and who do not define
their terms, and who won't say frankly that certain authors are
demnition bores. hake a man tell you firse and specially what writers
he thinks zre good writers, after that you can listen to his explan-
ation.

Naturally, certain professors who liave invested all their intellec-
tuzl capital, i.e., spent a lot of time on some perfectly dead pedod,
don't tike 10 admit they've been sold, and they haven’t often the
courage ta cut a foss, There is no use in following them into the
shadows, . . .

In the abowve fise T wke full responsibifiey for my awmissions. |

4.
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subject up inte crumbs quickly drvable: A curriculum for instructors,
for obsteeperous studens wiivu wish (o aunoy dull instructors, for
mein who laven't lad time foc systematized collepe enurses, Call it
the minimum basis for a sound and lilieral edueation in letters (with
Fresicland English aids’ in paresthesis),

Conrucius—In full (there being no complete and intelligent
EnglmiE versiun, one would have either to lears Chinese or make use
of the French verston by Paudsier),

UOMEEL-—-IH {ull (Latiex cribs, Hugues Salel in Freach, no satis-
factory Lnglish, though Chapman can be used as reference).

Ovin—Aund the Latin 'persenal’ poets, Cawllus and Properdius.
(Golding’s Metemorphases, Matiuwe's cmores. Fhere is no uselul
English version of Cawllus.)

¥ - - H v ] .

A Pnovengar Sons Buox—With cross reference to Minnesingers,
and ta lian, perhiaps thirgy pocms inall.

. MR . .

Df\mx;-— Ancl h!s circle’; that is to say Dante, and thicty poenrs
by his contenporaries, mostly by Guido Cavalcanti,

ViLLon—

3 ) ' . .

Panertiaticarty-—Some otier merdieval matter might be added,
and some geneeal outline of history of thought through the lenais-
sance.

Vourame—-That is to say, some incursion into his critical

writings, not into his attemprs at letion and drama, and some dip
into his contemperaries {prose).

StrrmitaL—(Atleast a hoolk and Lalf),

Fravnent (omitting Sulamés and the Tenrarion}—And the
Goucourts.

Gauniea, Conming, Rimnayn,

This would tiot oyerburden the thece- or four-year student. Afier
this inocubation be could be *with safety cxpusm]' o modernity or
anytihing else in literatuce. { mean he wouldn't lose his head or
aseribe ridiculous values 10 works of secondary intensity. He woutd
bave axes of relerence and, wonld [ think, i tlrem (lcpélld.ﬂ)lt.

For the purposes of general education we could omir al} study of

-monistic totemisim and voodoo for at least iRy years and study of

Shakespeare Lor thirty on the ground that acquaintance with these

subjects is already very widely diffused, and that one absorbs cuite

encugh knowledge of them rom boring ciceumiacent conversation.
This list ddes sat, obviously, contain the names of every autlior
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in its (the code’s) relaion to a ditlerent state of sociery. 1t Is a5 if,
in physics or engineering, we refused  consider 1 force designed o
aflect one mass, in its relation (i.e. the force’s) o another mass
wholly dillering, or in some nowble way differing, from the frst
nrass.

As ineguities can exist because of refusals 10 consider the actwal-
ities vl a law in relation to 1 social cendition, so cant inequities exist
through refusal to consider the actualities of the composition of the
masses, or of e individuals wo which they are applied.

Ef all men desired above everything clse wwo acres and a cow,
obviously the perlcct state would be that stare which gave 1o each
man Lwo acres and 2 cow.

If any science save the asts weee ahle more precisely to determine
what the individual does not acwwally desise, then that science would
be of more use in providing the data for etics.

In the like manner, if any sciences save medicine and chemistry
wete more able to determine wlhat things were compatible with physi-
cal wellbeing, then those scievces would be ol moee value for
providing the daw of liygicne,

This brings us to the immorality of bad are, Bad art is inaceurate
art. It is art thar makes [alse reportz. If a sciensist fakifies a report
either defiberately or thioupgh neglipence we consider him as either a
eriminal or a bad scientist according to the enoemity of his offence,
and he is punished or despised accocdingly.

10 he falsifies the reports of 2 mateenity hiospial in ocder to retain
his position and get profit and advancement from the city board, he
may escape detection. 1E he declines to make such falsification he
may lose financial rewards, and in citer case his baseness or his
pluck may piss unknown and unnoticed save by a very few people.
Nevertheless one does not have to arggue his case. The layman knows
soon enaugh on kearing it whether the phiysician is to be blamed or
prazsed.

[{ an aziisc falsifics his repoct as to the nature of man, as to bis
own natute, a8 tu the nature of his idealof the perfeet, 13 10 the
nature of his ideal of this, that or die other, of god, tfgod exist, of the
life force, &f the nature of good and evil, if good and evil exist, of
the force with which he believes or disbelieves this, that or the other,

of the deggren in which he sutlees or is made glad: if the ardst falsifies
his eeporrs an then

mavrtors or anoans ol mateer i oordee that b
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Highlights of William Carlos Williams Selected Essays (New Directions)

Fage

'Paga
Page
Page
Fage
Page
Page
Page
FPagpe

Page

Fage
Fage
Page

Page

.Page
Page
Page
Page
Paée

Page

11 -

108-
109~

157*.

158-

160~
161-
162-
233-

236

237~
238-
239~

257~

251f
281~
282-
283~
291~

337-

Paragraph 3 - "The true Yalue..." (first three sentences)

Paragraph 4 - From, "It 4s easy to fall under the spell;..”
to'.. close to the nouse...a necessity."

Last paragraph "The (the lines) have a character...”

Paragfapﬁs 1,2,3,4,5

Last paragraph -~ "But you can't quite kill..."

Continvation from previous page, Just this sentence.

Paragraph 3 -~ Photographic camera and what it can do.

M. The local effort..."

Last paragraph, first sentence, "It's the disinfecting..."
Paragraphs 4,5,6,7,8 (Please notice paragraph 6-"It is the eye...')
Top of the page, second sentence, "Only where the eye hits..."
(Hote: '"The local is‘universal”)

See the sentence that begins, "My idea is that poetry...'"

Last paragrafh —~ ""Some exposure...,"

Paragraph 4 "..;writelof that which Is nearest to the skin..."
Faragraph 2 - "...he takes words as he {inds Fhem..."

Last pavagraph - "It may be that my interests..."

See notes on Hart Crane's rhymes (pages 261 & 262 - paragraphs 1 &

Paragraph 1 - "Perhaps all that I can do Nere is to call attention.

Paragraph 1 - "There was then a subject matter that was..."

End of paragraph, last four sentences - "Reluctant, we waken.,."

Paragraph 2 — "It is there in the mouths of the living..."

On Heasure- The whole essay

6)
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Sudgestions for Readinas in Wwilliam Carlos Williams bv Allen Ginsberso

according to hardness, objectivity, vividness (or suggestive

formulation of theorvy)

Collected Earlier Poems

Vol. I 1909-1936, New Directions, NY., 1986

Page #

115 Hic Jacet=~ sample of creakier early style

124 To Mark Anthony in Heaven : .

122 Le Medecin Malgre Lui- arch echo of literary self-conscious-

ness mixed with present perception::

124 A Coronal- Spring ‘

39 The Revelation- see Whitman L

337 The Trees- total "inquisitiveness" & openness

341 The Sea-Elephant - -, :

343 Rain- awareness or Love, Mind, the discoveries of equanimity
mind. "Palms w/lethargic feeling shifting in the direction
of the balmy wind, Monstrous animals sprayed up out of

the ground/ settling and unsettling as in water®-Xbalba
377 An Early Martyr S

352, Flowers by the Sea
378

92 A Portrait of the Times
383 To a Poor 01ld Woman

384 Proletarian Portrait~ world without attributes

387 Invocation and Conclusiocon . .
353, Sunday~ sounds of Sunday
376

268 The Dead Baby- Corso's favorite
401 A Poem for Norman MacLeod

Pastoral- take a walk, non-judgemental

Pastoral ,
57 The Young Housewife
Love Song ’
76 El Hombre
78 Canthara
85 Good Night
86 Danse Russe-~ complete self incorporation
92 |, Smell- inquisitiveness
96 The 014 Men __ ' '
97 Spring Strains

100 January Morning: I, v, VI, VII, VIII, X, XI, XIII, XV
105 Dedication for a Plot of Ground .
: Love Song

137 The Late Singer

153 Complaint

157 Thursday

154 The Cold Night

157 Time the Hangman

158 To a Friend

158 Spring

159 The Poor=~ ypaya



159
162
162
163
165
1567
171
169

172

174
263
322
183
189
200,
© 289
215
2186
217
221
224
228
231
233
289

266
157
249
240
362
31,
352
453
285
372
325
372
326
405
373
430
459
444
451
454
452
455

457
457
458
458
464

371
278
401

\F,

Mamory -of April

Quesn Anne's Lace

Great Mullen

Waiting

Youth and Beauty

The Thinker ‘

The Widow's Lament in Springtime

The Nightimgales - a certain abstracticn in the field of
vision, examining optical mind, reducing phenomena to dhatus

Portrait of the Author- constantly returning from daydream

to shamatha clarity or precision

The Great Figure

Paterson~ no ideas

The Flower.

Spring and All

The Black Winds

Young Love

To an 01ld Jaundiced Woman

Shecot it Jimmy

To Elsie

Horned Purple

The Red Wheelbarrow

The Avenue of Poplars

Rapid Transit

At the Ball Game .

(fErom The Descent of-Winter) 10722, 10/28, Y1/1, 11/2, 11/7,
11/8, 11/i0, 11/20, 11/28, 12/15S K

The Young Sycamore -

The Cod Head

New England

The Bull

In the 'Sconset Bus

Foem

Betwean Wails

On Gay Wallpaper

Nantucket

The Attic Which is Desire

This Is Just To Say

Birds and Flowers

Fine Werk With Pitch and Copper
Young Woman at a Window
Perpetuum Mobile: The City

Morning

Classic Scene

The Term

A Bastard Peace

The Poor

The Defective Record
Detail (4 separate poems)
At the Bar

Breakfast

To Greet a Letter- Carrler
These

The Last Words of My English Grandmother
Fragment

The Sun Bathers

The Mean

You Have Pissed Your Life Away



45

12-13
23
32

33
40
41
44
45
46
2
56
57
59
61
80
81
86
g8
89
96
97
99
102
104
124
136
147
152
153
173
177
196
197
208
230
242

1%,

William Carlos Williams Collected Later Poéams-—:

New Directions, NY¥, 19613,

Intro to The Wedge (1944)

A Sort of Song- "Saxefrage!®

Prologue~"ordinary speech"

The Cure {(philosophy)

St. Valentine- rhyme, appeal to experience .
dismissing the General, even HLSLOEY“ Dropout

Young Cat .

Perfection_Vipassana "O Lovely Apple'“ I'Nd oneil™

These Purists- Brain/flash

The Last Town- red lite 53 & Bth Carcrash? ~ "Contept™

Thoughtful Lover- *The particularg of poetry” hié-art

The Forgotten City )

A Thot re Ecology Raleigh was rlght

Sentence- Chinese Haiku :

Cold Front Human reaction "0 fact"

The Gentle Rejoinder - talk '

F.M.F. in Heaven

Education a Failure -

The Banner Bearer- quadribeat, Prosody Comment-

His Deception- photo

The Manoaver

The Horse~ fumes twin exhausts

The Act- Creeley Touchstone Roses in rain

Savage Beast . :

Raindrops on a Briar- Writer hipped on painting

Graph (photo) '

The Flower (small photo)

The Clouds

The Centenarian

Every Day

April is the Saddest Month

To Be Hungry is to Be Great

Mists Over The River

Approach to a City

Apres Le Bain : 3

Spring Here Again- Goffle Brook o o

2 50ongs re Russia . :

To Close N ‘ T

Soft Coal

The Injury




uurge%tlons for Readlngs in Charles Reznlkoff by Allen Ginsberg
according to hardness, objectivity, vividness: selecled epiphanies

Poems 1918 - 1926 Celsc), 34uxxh¢xd‘f*uuﬂ
Volume 1 ol the Complete Yoems , Euaixuu1
p.15 49 p.bl #2,3 p.58 #38 v.116 FLB, LY : (V7€
p.16 g1 - b2 £5 . 59 fLo '1 S 117 #50
17 £19 - L #12,17 60 £h2,h3 120 466
22 §1,9 L5 #19,20 €2 $hs,h6 121 £69,71
2L #21 L6 2y ©6x LB 122 £73,71h
29 #2,3,b,6° L7 §2b . 108 #8 128 #1V Karl Harx
10 #8,9,10 L9 g1 110 #15,16 168 £3 1
2 11 5L #29 111 £17,18,20 169 #li IV
33 12 52 #30,31 112 421 - Y11 §6
2l £18 .+ Sh #32 113 £28 ' 172 £#8
35 £19,22 55 £33,3h 11h #3k

36 29 57 #36 115 #£39,0)

 Foems 1937 - 19175

Volume 1l of the Complete Foems ‘ F??ﬁf
P.26 §2 I, 1T .- P.L9 II from Testimony P.B2 #hb IX
rAE o 53 % Kaddish (all) © Bg #91 1, II
28 ¢ VII ch 11, IIL, IV, V B6 {52
20 XVII o : 55 VI, VII (see his wife, 93 #8,9,12
31 XVIIL, XIX ' - larie Syrkin's, gl f13 1 ,15,16, 17
32 XTI, XXII, XXIIX description of his 9% 720
13 XXIV, XXV, XAVI death}, VIII 56 #21,22,25
A XXVIIT, XXIX . 861X, X, XI 97 720
30 WAXT 75 #20,22 o8 #20
26 XXAV 6 #201,25 99 #3l
38 #3 Autobiography: 77 #27 - 100 #37
. Hollywood (all) 78 #30 '
C 79 £2h

B £LiL,h2,03

p.10L #38

10l #50 :

pp.106- 136 (A1] of Part II of
By the Yell ol Liang and
Seeing} '

pp.137-178 (A1l of Part I1L'of

By the Well of Living and
Seeing)

p.207 #7

208 #8 I, 1I

211 #1).

A one o J&Q»ﬁ}uv L A Aﬂfmdéah4hp -G Q{g(q"L—
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Naropa Institute Meditation & FPoetics Course 8/11/78
Chogyam Trungpa Rinpoche Class Vigit

Rinpoche: We've been talking a lot about the notion of three-fold
1ogices.. The notion of what's czlled the three—~fold logic applies
4o one's general state of mind, how we experience our phenomenal
world. And obviously poetry comes from an expression of one's
phenomenal world; in the written form. It could be prose or
poetry form. I%'s not so much, from a Buddhist point of view,
that you write good poetry, particularly; but how your thought
patierns become elegant; that you see the phenomenal world as a
process, stages, as a view, from our own state of mind. So three-
fold 10g10 is: First, we have what's known as the "ground,"

which is our perception and is a general sense of idea of how
things work. Like "bright," And having geen the brighiness,

then we begin to have some idea it is "sunshine." So, because

of the sense of brightness, then we experience the sense of
"sunshine." Having experienced that second stage, then we have

g conclusion, which is "dispells darkness."”

So that is what's lnown as three-fold logic, which act-
ually does play very macn in the hailu approach. There's an idea,
and then there's a complimentary remark with the idea, and then
the final ending. Sometimes the end is punctuated by humor; or
by opinion, or it cculd be just open~ended 30 this seems to be
an interesting klnd of training, seeing how you think when you
look at your world; .and then you just write that down. By doing
this = person begiLs to besome aware, methodical, and so nothing
is jumpy, and everything's somewhat organized in your mind.
Therefore it creates further chain reactions, probably in the
readers of your poetry as well. The thought patterns of those
who read your work begin to have a systematic situation around
them, rather than just things jumbled together. In turn, the
thoery is that, having such apoproach, you're helping in the world,
to destroy chaos. And you ¢reate order in the universe.

Allen Ginsberg: Well, in your thought process are you systematic-
ally checking out the seauence of thought-forms, if the previous
thought was ground or flash? At what moment do you recognize the
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conception of a flash, es "sun?" In other words, do you con-

stantly examine your thought-forms as three-fold process? Or is
it only when you have a wgtriking® thought that you try to analyze 1147

Rinpoche: Thought patterns are three~-fold thought patterms, which
usually involve a three-fold procesg. It's just another after-
thought on that natural process.

You could compose haikus consciously as a training
process, Then slowly the person begins to gef more confidence in
themselves and they actually begin to flow... DPuddhist students
also connect with the study of madyamika*, the study of three-fold
logic. You have a case, and the reference coming out of the case
and final conclusion all same three-fold process... You could say
"mind is empty; free from conceptions, it is enlightenment.”

Allen Ginsberg: In any case, the three~fold pattern would be the
basie structure of almost all noticings? '

Rinpoche: And there could be some discipline that goes with that.
Training people. -

David Rome: Well, that kind of three-fold process is not a gimmick,
it's a very basic pattern by which perception occurs and also b Jon
which creation occurs. So, your finished poem might actually show
those three levels. Or it might not 211 that specifically; But
nevertheless, the process which you went through to create & poem
must, it does anyhow, follow that kind of process, but the extent

to which you're somewha’ clear in following it will affect the ele-
gance or accuracy of the poem. S50, you have some kinds of first
impulse to express something, and that iﬁpulse carries with 1t

gsome sense of the texture of what you want to express, in some
cases, particulaxly for poeis, it's one detail, that has struck you.
You feel that there's something further that could be made of that

#Madyamika - & system of BudBhist thought founded by Nagarjuna,
_ which very logically proved that absolutely nothing
exists as an independent, solid, objective situation,
: . therefore, mnothing exists. ' - _
#David Rome - Chogyam Trungpa's personal secretary who often read _
: ' " his poems and acted as scribe when Rinpocle was making
& poem. -
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or pfesented from that, or even juSt trying to present that one
detail involves some further proceés. 50, then, you begin "flesh-
ing i% out," so %o speak, which is finding a further reference to
that detail, or that basic textures: That process contains openness
as well 2% narrowing, which I think is what becomes very important
sbout these three steps. They are how to do something without
having it all figured out to begin with. But, on the other hand,
not going off in every direction so that you end up purely with
chaos or jumble. So, your middle stage is feeling that texture
further, or drawing that detail out further; making new discoveries,
~but also being able to focus it down towards isome kind of,single
statement, single message. That bécomes the third level, which
could be ceontained in a great last line, or it might even bé con~
tazined in that kind of space that's left after the poem is over.

There's some unified event which is actually taking place,

Allen Ginsberg: How would that apply to the last{ haiku?

*A wild sesa

and stretthing-across to the Isle of Sado
the Milky Way."

Rinpoche: I 4hink that hangs together as three-fold process,

You have a sense of "waterness..." you have a sense of nostalgia -
the island, dwelling place... And then sort of "so what"-—the Milky
Yay.

Student: Could you explain the connection between poetry and right
speech——since right speech is one of the paths.

Rinpoche:. There are & Lot of connections. We hear stories of
Buddha that when he gave sermonsg to people-—even though ihey had
psychological blockages——they couldn't welp but listen to him—
and once they listened, it began to make sense——and when it tzi-
made sense to them--that's helping liberate them. I think this

is gur goal--in some sense--is to develop a kind of logic version.
There has to be some kind of motivation, at least to create order
in the universe—-by means of speech, pOetry-thls is our obJectlve,
actually, all together.

(edited by Allen Ginsberg 7/17/89)



From: A Blake Dictionary, S.Foster Damcon, Brown U. Press,

Blake's Fourfold Corr‘espondences in Jerusalem

2.

Providence,

1965

MNORTH

EAST SOUTH WEST
Urthona (Los) Luvah Urizen Tharmas The Four Zoas
Blacksmith Weaver Plowman Shepherd Their callings
linagination Emotions Reason Senses {Body) Their meanings
Poetry Music Architecture Painting Their Arts
Friendship Love Hunger Lust Their Desires
Nadir Canter Zenith Circumference Their places
Breadth Inward Hetght & Depth Outward Directions
[ron Stlver Gold Brass Their Metais
Enitharmon Yala Ahania Enion Their Emanations
Spiritual Natural Pleasure ' (Sin) Generative In- Their meanings
Beauty (In- Beauty stinct {the :
spiration) (Nature) Earth Mother)
Rintrah Theotormon | Bromion Palamabron The Four Sons of
. Los
Wrath Desire Reason Pity Their meanings
Qcalythron Cothoon Leutha Elynittria Their Emanations
Jealousy Free Love Condemration Toleration Thelr meanings
, (The Magdalen) ’
Eternity (or Beulah Ulro Generation The Four Worlds
Eden)
Sun Moon Stars Earth Their symbols
Gods Men Matter Vegetation States
Earth Fire Air Water Elements
Goomes Genil Fairles Nymphs Elementals
Humanity Emanation Spectre Shadow Divided Man
Head Heart Stomach (Bowels) | Loins The Body
Ears- Nostrils Eyes Tongue The Senses
" Europe Asia Africa America Continents
Scatland England Wales Ireland British [sles
Edinburgh London Verulam York Cities
Euphrates Hiddekel Gihon Plson Rivers of Eden
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Percy Bysshe Shelly (1792-1822) .

Percy Bysshe Shelley: Ode to the West Wind

i

O wild West Wind, thou breath of Aurwnn’s being,
Thou, from whose unseen presence the leaves dead
Acre driven, like ghosts from an enchanter fleeing,

Yellow, and black, and pale, and hectie red,
Pestilence-stricken multitudes: O thou,
Who chariotest to their dark wintry bed

The wingéd seeds, where they lie cold and low,
Each like a corpse within its grave, unril
Thine azure sister of the Spring shall blow

Her clarion o'er the dresming carth, and fill
{Driving sweet buds like flocks to feed in air)
‘With living hwes and adors plain and hill:

Wild Spirit, which art moving everywhere;
Destroyer and preserver; hear, oh, hear!

I

Thou on whose stremu, mid the steep sky's commation,
Loose clouds like earth's decaying leaves are shed,
Shook from the tangled boughs of Heaven and Qcean,

Angels of rain and lighening: there are spread
Oun the blue surface of thine acry surge,
Like the bright hair uplifted from the head

Of some fierce Maenad, even from the dim verge
Of the horizon to the zenith's height,
The locks of the approaching storm. Thou dirge

Of the dying year, to which this closing night
Will be the dome of a vasc scpulchcr_,
Vaulted with all chy congregated might

Of vapors, from whaose sotid atmosphiere
Black rain, and fire, and hail wilt burst: oh, hear?

111

aleen from his summer dreams
The blue Mediterranean, where he lay,

Lalled by the coil of his crysedlline streams,

Thou who didst w

Beside a pumice isle in Bajse's Lay,
And saw in sleep old palaces and towers
Quivering within the wave's intenser day,

All overgrown with azure moss and flowers
So sweet, the sense {aineg picturing them! Tlhou
Tor whose path the Atlantic’s level powers

Cleave themselves into chasms, while far below
The sea-blaoms and the oozy woods which wear
The sapless foliage of the occan, know

Thy volee, and suddenty grow gray with fear,
And tremble and despoil themselves: oh, hear!

v

If T were a dead leaf thoy mightest bear;
If T were a swift cloud ro My wich thee;
A wave to pant beneach thy power, and share

The impulse of thy strength, ondy less free
Than thou, O unconcrolluble! If even

I were as in my boyhood, and could be

The comrade of thy wanderings over Heaven,
As then, when o outstrip thy sidey speed
Scarce secemed a vision; T would ne'er hive striven

)
As thus wich thee in prayer in my sore need.
Oh, lift me asa wave, 1 leaf, a cloud!
I fall upon the thorns of life! [ Lleed!

A heavy weight of hours has cheined and bowed
One too like thee: tameless, and swifr, and proud.

v

Malke nmie thy lyre, even as the forest is:
What if miy leaves are falling like its own!
The tumult of thy mighty harmonies

Will tale from both a deep, anttmmmal rone,
Sweet though in sadness. Be thou, Spirir fierce,
My spirit! Be thou me, impetuous one!

Drive my dead thoughts over the universe
Like withered leaves o quicken & new birth!
And, by the incantation of this verse,

Scatter, as from an unextinguished hearth
Ashes and sparks, my words among manking!
Be through my lips to unwakened earch

The trumpet of a propheey! O, Wind,
If Winter comes, can Spring be far behind?



Hart Crane (b-. 1899} : Atlantis

Through the bouad cable strands, the arching path
Upward, veering with light, the flight of strings,—
Taut miles of shuttling moeonlight syncopate

The whispered rush, telepathy of wires.

Up the index of night, granite and steel—
Transparent meshes—fleckless the gleaming staves—
Sibylline voices flicker, waveringly stream

As though a god were issue of the strings. . ..

And through that cordage, threading with its call
One arc synoptic of all tides below~—

Their labyrinthine mouths of history

Pouring reply as though all ships atsea
Complighted in one vibrane breath made cry,—
“Make thy love sure—to weave whose song we ply!”

—From black embankments, moveless soundings hailed,

So seven ocecans answer from their dream.

And on, obliquely up bright carrier bars

New ocraves trestle the twin monoliths

Reyond whose frosted capes the moon bequeaths
Two warlds of sleep (O arching strands of song!)—
Onward and up the crystal-flooded aisle

White ternpest nets file upward, upward ring

VWith silver terraces the humming spars,

The loft of vision, palladiuvm heim of stars.

Sheerly the eyes, like seagulls stung with rime—

Slit and prapelled by glistening fins of lighe—

Pick biting way up towering looms that press
Sidetong with flight of blade on rendon blade
—~Tomorrows into yesteryear—and link

What cipher-script of time no travelier reads .
But who, through smoking pyres of love and death,
Searches the timeless laugh of mythic spears.

Like hails, farewells—up planet-sequined heights
Some trillion whispering hammers glimmer Tyre:
Serenely, sharply up the long anvil cry

Of inchling zons silence rivets Troy.

And vou, aloft there—Jason! hesting Shctut!

Still wrapping harness to the swarming air!
Silvery the rushing wake, surpassing call, .
Beams velling Eolus! splintered in the straits:

The Bridge (New York: Liveright, 1933).

At

From gulfs unfolding, rerrible of drums,
Tall Vision-of-the-Voyage, tensely spare—
Bridge, lifting night to eycloramic erest

Qf deepese day—0O Choir, cransiating thme
Into what multicudinous Verb the suns
And synergy of waters ever fuse, recase

In miyriad syllables—FPsalm of Cathay!

O Love, thy white, pervasive Paradigm . .. !

We lefe the haven hanging in the nighg—
Sheened harbor lancerns baclkward fled the keel,
Pacific here ac time's end, bearing corn.— .
Lyes stammer through the pangs of dust and steel.
Aaud still the eircular, indubitable fricze

Of heaven's meditation, volting wave

To kneeling wave, one song devoutly binds—
The vernal strophe chimes from deachless strings!

O Thou steeled Cognizance whose leap commits
The agile precincts of the lark’s return;

Within whose lariat sweep encinetured sing

In single chrysalis the many twain,—

Of stars Thou art che stitch and stallion glow

And lile an organ, Thou, with sound of doom—
Sight, sound and fiesh Thou leadest from time's realm
As love strikes clear dice¢tion for the helm.

Swift peal of sceular light, intrinsic My th

Whose fell unshadow is death’s utter wound,—

O River-throated—iridescently upbocne

Through the bright drench and fabric of our veins;
With white escarpments swinging inte light,
Sustained in tears the cities are endowed

And justified conelamant with ripe fields
Revolving through their harvests in sweet torment.

Forever Deity's glittering Pledge, O Thou
Whaose canticle fresh chemistry assigns

To wrapt inception and beaticude,—
Always through blinding cables, to our joy,
Of thy white setzure springs the prophecy:
Always through spiring cordage, pyramids
Of silver sequel, Deity's young name
Kinedc of white choiring wings .. . ascends,

Migrations that must needs void memory,

Inventions that cobblestone the hearr,—
Unspeakable Thou Bridge to Thee, O Love.

Thy pardon for chis history, whitest Flower,

O Anwerer of all—Anemone,—

Now while thy petals spend the suns about us, hold—
(O Thou whose radiance doth inherit me)
Atlantis,—hold thy floating singer late!

So to thine Everpresence, beyond thne,

Like spears ensanguined of one rolling star
That bleeds infinity—the orphic strings,
Sidereal phalanxes, leap and converge:
~-Qne Song, one Bridge of Fire! Is ic Cathay,
Now pity steeps the grass and rainbows ring
The serpent with the eagle in the leaves ... ?
Whispers antiphonal in azure swing.
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GREAT PRAJNA PARAMITA SUTRA

Thus I have heard: Avolokitesvara Bodhisattva practiced deep Highest Perfect

Wisdom when perceived the five fields of consciousness all empty, relieved
every suffering.

Sariputra, form is not different from emptiness. Emptiness not different from

form. Form is the emptiness. Emptiness is the form. Sensation, recognition,
conceptualization, consciousness, also like this.

Sariputra, this is the original character of everything: not bom, not annihilated,
not tainted, not pure, does not increase, does not decrease. Therefore in
emptiness no form, no sensation, no recognition, no conceptualization, no
consciousness. No eye, no ear, 110 nose, no tongue, no body, no mind; no color,
no sound, no smell, no taste, no touch, no object of touch; no eye, no world of
eyés until we come to also no world of consciousness; no ignorance, also no
ending of ignorance, all the way through to old age and death, also no ending of
old age and death. No suffering, no couse of suffering, no nirvana, no path; no
wisdom, also no attainment because no non-attainment. Every Bodhisattva
depends on Highest Perfect Wisdom because mind meets no obstacle. Because
of no obstacle no fear's born. Gone beyond all topsy-turvey absolutes attain
Nirvana. Past, present and future every Buddha depends on Highest Perfect .
Wisdom therefore attain supreme, perfect enlightenment. :

Therefore I know Highest Perfect Wisdom is the great holy mantra, the great
untainted mantra, the supreme mantra, the incomparable mantra. Is capable of
assuaging all suffering. True because not false. Therefore he proclaimed
Highest Perfect Wisdom mantra and proclaimed mantra says: Tayatha Gate
Gate Paragate Parasamgate Bodhi Svaha. O Sariputra this is how a
Boddhisattva-Mahasattva comes to know the Highest Perfect Wisdom.

Then Buddha praised the Noble Avalokitesvara, "Excellent, excellent! Highest
Perfect Wisdom is accomplished exactly like that!”

Sunryu Suzuki, Roshi
Adapted by A.Ginsberg & Gelek Rinpoche
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SURVEY OF HISTORICAL POETICS

SYLLABUS

Week 1

1)

Pre-literate Oral Traditions: Australian Aborigine, African Griot, Sham-
anic poetics, boasts, Contest of Bards, Kalevala.

2)  Mingtrelry: Wanderwogel, Minnesingers, Troubador men and women.
Ezra Pound and Paul Blackburn, Translators.

3)  Early Bailad and Anonymous Lyrics: Lyric meters, Sir Patrick Spens to
Dylan songs, "Sinking of the Titanic" and XX Century Ballads. Early
Skeltonics and Rap short verse multiple rhyme.

Week 2

4)  Various Classic Meters and Quantitative Verse: Greek Sappho and Latin
Catullus. Pindar and Horace for variety of stanza. Pound's Cantos for a
modern application of quantity.

5) Alliterative Verse; Piers Ploughman, Pound's "Seafarer,” Auden's "Age
of Anxiety," Kalevala.

Week 3

6) Sonnets: Various sonnet forms: Petrarch, Shakespeare to Merrill Moore,
Gwendolyn Brooks, Ted Berrigan.

7)  Elizabethan Song: Campion and Dowland to Beatles.

8)  Elizabethan Quantity: Campion, Sidney, Fulke Greville, Pound's update
and Basil Bunting's vowels.

Week 4

9)  Blank Verse: Chaucer to Ellzdbethan Shakespeare to T.S. Eliot & Wallace
Stevens.

10) Miltonic Ten Syllable Line and Latinate Syntax

11) Heroic Couplet: Dryden and Pope.
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Week 5 |

12)  Metaphysical Verse: Stanza complexities. Earlier Wyatt, Donne, Marvell,
and Vaughn etc. |

13) Silver Age Lyrics: Herrick, Herbert etc.

Week 6
14) Romantic Gnosticism, Mystics: Smart, Blake, Clare, and ‘'minute par-
ticulars'.

15) Romantic 'Ordinary Mind: ' Spots of Time,'updated diction.Wordsworth
and "Lyrical Ballads"” preface.

16) Romantic meditation and Ecstasy: Wordsworth, Keats and Shelley (16a)
degenerating to Tennyson and Swinburne metrics.

Week 7
17)  19th Century Idiom: Browning, vernacular monologues.

18)  19th Century Modernist Aesthetics: Poe, Baudelaire, Rimbaud.

Week 8

19) Far Eastern Aesthetics: India : Veda, Sutra, shastra, mantra, sloka, doha;
China: Dao De Qing; Li Po, Bai Juyi, Tu Fu, Tsu-Tung-po; "Chinese
written character as medium for poetry;" Japan: Manyoshu, women poets;
Tanka, Waku, linked verse, Haiku.

Week 9
20) Whitman Breakthru: Expansive verse, expansive personal breath,

21)  First Modem Poems 1912: Appolinaire's "Zone," Blaise Cendars' "Easter

in N.Y.," followed by Eliot's "Wasteland," 1914; Elimination of punctua-
tion; montage.

Week 10

22) Ist Half XX Century International Expansive Style: Futurism, Stream of
Consciousness. Prose Poetry: Rimbaud, St. Perse, Artaud. Dadaism:
Tzara's Manifesto of M. Antipyrene. Surrealism: Andre Breton, Philip
Lamantia; chain poem, exquisite corpse, list & catalogue poems, pop
poems. &
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Week 11
23)  20th Century British Idiom: Yeats, Lawrence, Bunting.

Week 12 | _
24)  Post-literate Oral Tradition: Preacher, Spirituals, Hymns, Blues, Calypso,

improvisation; Signifying Monkey, Rap, African-American and Carib-
bean poetics, Bop.

Week 13

25) USA Last Half XX Century: Stein, Dada influences etc. Open form,
Spontaneous, Projective Verse; W.C.W.'s "relative measure” Consider-
ations & techniques for 'rules of free verse': Olson, Kerouac, Creeley;
Burroughs' cut-ups. "Personism:" chit-chat, gossip, associative improv-
isation & abstraction: O'Hara, Kenneth Koch, Ashbery. Language School
Poetics. '

Week 14

26)  Multiculti Poetics: Liberation movements: Gay, Lesbian, Black, Women,
Nuyorican, Native American, Chicano/a, Asian American, PacificRim,
Indigines; Ecologic, Mammal/Vegetable (Situationist poetics), Fundament-
alism, Chaos poetics. Situationist and Language Poetics. (More TBA)

ASSIGNMENTS: 14 Poetic Excercises, one per week.,
Portfolio of poems to pass.
10 page paper on some mode or problem.

REFERENCE BIBLIOGRAPHY: Aristotle, Poetics; Princeton Encyclopedia of
Poetics; Norton Anthology; G.E. Saintsbury, History of English Prosody; Lewis
Turco, Book of Forms; Ron Padgett, Teachers and Writers Handbook of Poetic
Forms. Don Allen, New American Poetics; John Thompson, The Founding of Eng-
lish Meter: John Hollander, Rhymes' Reason; Paul Fusell; Ezra Pound, Confucius to
Cummings; Louis Zukofsky, A Test of Poetry.

CONTEMPORARY ANTHOLOGIES

Don Allen: The Postmoderns. Grove Press. New York, 1982.

The Poetics of the New American Poetry. Grove Press. New
York, 1973.
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HOME-MADE EXEMPLARY ANTHOLOGIES

A. Ginsberg: 20th Century Expansive Verse & Heroic Precursors.
- (Anthology Xerox in Library)
A Mini Anthology of XX Century Heroic Expansive
International Poetry- Oct. 1986. (Xerox in Library)
Photographic Poetics: An Anthology 1988. (Xerox in Library).
Living Poetry: An Anthology 1988 Olson to Katz. (Xerox in
Library). |
A History of the Sapphic Stanza. 1980. (Xerox in Library).
A Short Sapphic Anthology. 1989, (Xerox in Library).
Beat Poetry Anthology Olson to Cope (Literary History of
the Beat Generation Vol. 1). 1987. (Xerox in Library).
Incunabular Beat Texts (Literary History of the Beat Generation
Vol. II). 1987, (Xerox in Library).
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A SCHEME OF LYRIC
THEME: RHYTHM & CADENCE

Specimens from Norton Anthology of Poetry, 3rd Edition

GEOFFREY CHAUCER (ca. 1343-1400)
51  Merciless Beauty

ANONYMOUS LYRICS OF THE FIFTEENTH CENTURY
53  Adam Lay I-bounden
54  ISing of a Maiden
61 Western Wind
61 A Lyke-Wake Dirge
61  Jolly Good Ale and Old

WILLIAM DUNBAR (ca. 1460-1529)
62  Lament for the Makaris

JOHN SKELTON (1460-1529)
67  To Mistress Margaret Hussey
(see elsewhere : The Tunning of Elanor Running)

POPULAR BALLADS
71 Lord Randal
72  Edward

73  The Three Ravens
74  The Twa Corbies
74 Sir Patrick Spens

ANONYMOUS ELIZABETHAN AND JACOBEAN POEMS
85  As You Came from the Holy Land of Walsingham
88  Weep You No More, Sad Fountains

THOMAS WYATT (1503-1542)
90  Whoso List to Hunt
91  They Flee from Me
92 My Lute, Awake
93  Forget Not Yet

GEORGE GASCOIGNE (ca. 1535-1577)
101 Gascoigne's Lullabye

CHIDIOCK TICHBORNE (d. 1586)
105 Tichborne's Elegy
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SIR WALTER RALFIGH (ca. 1552-1618)
105 The Nymph's Reply to the Shepherd
107 The Lie

EDMUND SPENSER (ca. 1552-1599)
138 Epithalmion (end stanzas)
146  Prothalmion (first stanzas)

FULKE GREVILLE, LORD BROOKE (1554-1628)
151 Sion Lies Waste

SIR PHILIP SYDNEY (1554-1586)
156 Astrophel and Stella (#s I & 31 )

GEORGE PEELE (1557-1596)
162 When As the Rye Reach to the Chin
162 Hot Sun, Cool Fire

ROBERT SOUTHWELL (ca. 1561-1619)
163 The Burning Babe

SAMUEL DANIEL (ca. 1562-1619)
166 from Delia #45

MICHAEL DRAYTON (1563-1631)
170  from Idea #61

CHRISTOPHER MARLOWE (1564-1616)
The Passionate Shepherd to His Love 185

WILLIAM SHAKESPEARE (1564-1616)
185 et seq. Sonnets: #s 18, 29, 30, 55, 65, 71, 73, 107, 116, 129, 146
193 When Daisies Pied (Spring & Winter)
194 Blow, Blow, Thou Winter Wind
194 It Was a Lover and His Lass
195 Oh Mistress Mine
196 Hark! Hark! The Lark
196 Fear No More the Heat o' the Sun
197 When the Daffodils Begin to Peer
197 Full Fathom Five
197 Where the Bee Sucks, There Suck I



