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This’ thesis is an examination of some of the inter-

3
©

relations in the works of Jerome Rothenberg. Rothenberg's

.. departure from Anglo-American Modernism is examined with’

4, ¢

reference to a Romantic, visionary tradition, and to ethni-
cism, and his poetics are seen to parallel developments in

the herméneutics of science, particu%arly as these reflect

N .

.a post-relativistic world-view.- Rothenberg's Poland poems,
and especially "éokz7y,ﬂ are treated as culminative works

. for which the poeticds of deep image and the conception of

. v

’ R . . St
ethnopoetics served as preparation.
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. scientific theory always subsumes "more effects than the ‘old.

cartes argued that the first principle of philosdphy is that

"1970Y, p. 14I. According tb Harvey (p. 37), interior medi- ‘

]

i

4
Introduction 57
/ ' N ‘ ‘ 1y 3
. :
Jacob Bronowskl, in "The Logic of Nature, proposes ' -
) v Y. ')

that the scxentxst s "most remote finding may change the .,
¢ v .

a

world."1 The natural world itself may eﬁange very little 6;

' 1
not at all, but as science.giscovers what that nature is or
hypothesizes what it ma} be, our-~conception of the world -

must necessarily chan e.2 According to Bronowski, a new
g a9 o

L4

But the ‘remarkable thing is that when it is discqyered, it ' -
also wholly changes our cenception of how the world works."

lJacob Bronowskl, "The Loglc of Nature," in A Sense of
the Future: Essays in Natural Phllosophy,(selectea and ed., '
Piero Ariotti and tha Bronowsk1 (Cambrldge- MIT Press,
1977), p. 32.

D

S ' L] 5 .
2Accordlng to Bertrand Russell in History of Western ' o
Philosophy (London: Allen and Unwin, 1946), p. 547, Des- ‘

the mind 1s "more certain than matter." A loglcal extension

of the Cogitor is that "true knowléd e" depends dn "interior - ..
meditation," a belief Descartes hel -according to his bio-
grapher Baillet, as reported by Lawrence E. Harvey in Samuel
Beckett Poef & Critic (Pr1nceton* Princeton Univ. Press, -

tation and the wisdom gained from experience are oppbsed by '

Descartes to empty erudition. Harvey therefore malntalns

(p. 38), that Descartes was in favour of intuition over

logic, and that although~the Cogito has given rise to clever ,
casuistry, Descartes himself saw "the seriousness of the

Cartesian enterprise. . ." not in abstract speculation but in

engagement, .

s

3Jacob Bronowskl, "Knowledge as Algorithm) and as’ Meta-
phor,“ in The Origins of Knowledge and Imagindtion (New
Haven: Yale Univ. Press, 1978), P',57 \

. ' , u
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- ) The comblnatlon of new theories and new information can
‘ - change the world bécause a new idea can change not’ only our

beliefs but th way ‘'we think ayout the real, physical world

,which surrounds us. Galileo's insistencd on a "new" cos-
, mology is an example of how an 1dé7 can affect our percep-
Y

tign of reallty so ‘that our rggﬁ 1tself is changed.4 In

\

literature a$ ‘well as in other arts, we flnd a variety of,

perspectiées on'anﬁ(perceptioﬁs of the world which may change

our perceptions of reality in much the way that new scienti-

I

. fic theories may change them. Such changes in our world-view,

eithernwiought by sq}ence or by ;iﬁeraturev may produce ef-

3 o . "
)\ ) " fects which are not only similar but parallel.5 , :
» . . . Ry , P B
’ - . ~

AN
4, -
Bronowski, in "Knowledge as Algorlthm and as Metaphor,
p. 57, réfers to a major change in science of this sort in
relation to gravitation. 'Max Planck's discoveries have made N
it necessary to revise our understanding of the world and of
the universe. Einstein's theory of relativity has changed
our own "réal" world dramatically in this century. ) -
. ] .

: 5Bronowski argues, in The Ascent of Man (London: British
Broadcasting Corporation, 1976), p. 412, and in other books .
and essays, that science and art are merely two faces of the
same human creativity. He,suggests that Isaac Newton and
William Blake are "two aspects of the one mind." Geoffrey

v Hartman, in Beyond Formalism: Literary Essays. 1958-1970
) (New Haven: Yale ;Univ. Press, 1970), supports the use of
the parallel between sc1ence and literature. He makes refer-
ence for instance (p. 12), to a change in structuralist
theory, by teferring to it as a change "from particle to
N field thegry." Paul Christenson, In Charles Olson: Call Him’
Ishmae Austin: Univ. of Texas, 1979), makes frequent use bf
such analogies. An‘example of the interchange between crea-

tive transformations in Iiterature and in science: is ‘Hans
/ Ejchner's remark in Four German Writers (Toronto: CBC, 1964),
p. 73, that it was not until the news reached Brecht in "¥938, -

- that - Otto Hahn in Germany . . ghad succeeded in splitting .o
the uranium atom," that "Brecht began writing The Life of
Galileo." The French Surrealists in particular stressed the
relationships and parallels between the "new sciences" and




; viously exist."6 Larry McCaffery comments that this "im-

- Williams gave his talk, "The Poen as a Field of Action" at
 Sthe University of Washington, "he expressed his sense’' of a

The parallels between science and art, or between the'
creation of scientific theory and literature, can be further
extended. Ron Sukenik notes that rather "than serving as a
. " o

]
mirror or redoubling on itself, fictipn adds itself to the

world, creatiné a meaningful 'reality' that did not preJ

portant notion that it is the function of art to add itself

to the.world and not merely to mirror or reproduce the world

\ {
has been at the center of much of the innovative art .of this

~ ~

cehtury."7 In fulfilling this function of adding itself to

the arts., See André Breton's What is Surrealism? tr., Davi;‘»
Gascoyne (London: Faber, 1936). Breton refers to non-Eu-
clidean, non-Newtonian, and non-Maxwellian scholars, and
points out’'parallels between such "post-relativistic"

thinkers and their "open rationalism” and the concepts and -
constructs of what he calls the "open realism" of the sur-
realists, Also see William Carlos Williams, I Wanted to N ‘

Write a Poem: the Autoblography of the Works of a Poet, re- :
ported and ed., Edith Heal (New York: New Dlrectlons, 1958),
p. 82. Paul Christenson (p. 73), reports that in 1948, when

new prosody about to transform contemporary poetics." ‘In
Williams' words, his feeling was "similar to what must have |,
been the early feelings of Einstein towards the laws of Isaac
Newton in physics. Thus from being.fixed, our prosodic

values should rightly be seen as ‘only relatively true." The
guotation is taken from William Carlos - -Williams, Selected -
Essays of William Carlos Williams (New York: New Dlrectlons,
1969), p. 286.

g* Larry McCaffery, “therary Disruptions: Fiction in a
"Post-Contemporary Age," Boundary 2, 5, 1 (Fall 1976), 147.
The idea that art adds itself to the world is a common theme
in the works.of Jorge'Luis Borghes, a writer whose influence
has been widely felt. See, for instance, "The Yellow Rose,"
in Borghes's Dreamtlgers, (Austin: Univ. of Texas Press,
1964), p. 38.

ZMccaffery, loc. cit.




the world, literature produces new- constructs and visions of

[

reality’which,vlike'Ghlileo's discoveries, change our per-
ceptions of the "real"” world by cﬁangihg what we think, the
way we think about it, or what we think about. As William
Carlos Williams pointed out in‘Book I} of Paterson, the mind
must change, for,'Wuﬁless there is/a ney mind there cannot
‘be a ngw/line,liﬁe old will go'bn/repeatl g'itself’Qith re-

|
curring/deadliness. . . ."8 " _

Agaiﬁst/ﬁﬁch "deadliness,"” Jerome Rothenberg has made a
statement which serves as the'centre of a var;éty of‘writing,
’éditing, and publishiﬂg activitifes. One of Rothenberg's/core
statements is: "I will change your Kind." In tLiE state~
ment Rothénberg defines the job, the role, and the function

of the poet/scholar/critic.

An assumption which underlies the statement is that

major changes in human life and behavior can be’ forged in the’

mind. To change a mind, is to change not only the logical
proceés\but, by extension, the life of thé éerson whose mind
has been changed. To change a mind is to change more than a
?afficular decision or the outcome of g particular érgument.
Rothenberg's meaning goes further; he wants to change not

only logical process, but the assumptions which underlie

8William Carlos Williams, Paterson ({New York: New Direc-
tions, 1963), p. 65. C

9Jerome Rothenberg, Poems for the Game of Silence:1960~-
1970 (New York: Dial, 1971}, p.: 53. o
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those processes. He has said that in "our own time es-

pecially, when our kyowledge of the past . . . is constantly’

expanding, it would be selling ourselves cheap to slip back

into an idolatrization of the sources as fixed or the 'tradi-

.tion' as absolute and static. So by contrast to the 'literal'
| ;

view that repeats the past by rote, the alternative tradition
ey

makes-it-new at every step--and in this sense 'tradition' and

'experiment' or 'change' come very‘naturaliy Eogether."lo

Rothenberg directs his core stategent to the conceptual
framework which underlies the reality we believe we perceive.
He claims for poetry a power to change reality, a power as-

sociated more usually with the hfstory Qf science. 1In the

\

attempt to "change your mind," language becomes "a key": to

L1 .
"finding the center," and poesis- "a way of determining. where

we are, of inyjgorating our relation to the world.“ll

»

At the heart of Rothenberg's ideology is the conviction
that man is a thinking animal, and that in changing.what or

how he thinks one makes real changes.12 This moves litera-
{

ture. out of the classroom and into the social and political

arena..

1 lOJerome Rothenberg, "A Dialogue on Oral Poetry with
William Spanos," Boundary 2, 3, 3 (Spring 1975), 525. Here-
-inafter. cited as "Dialogue." ‘

%lberome Rothenberg, "Conversation with Kevin Power,™
Vort MNo. 7 (1975), p. l44. ‘

12Rothenberg, in "Dialogue" (p. 525), refers to a "tradi~
tion (or poetry) 'of changes," which he claims is a truly
"modern" strategy which underlies "the poetic process back to
"its beginnings: the rpot idea of metamorphosis and the
poet's freedom to reconsider and review the.common sources."
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In "The Reach of Imagination," Bronowski explains at
/
some length what can be seen to be at the€ basis.of Rothen-
» ‘ .

berg's belief: "'To imagine' means to make imhges and to

.

move them about inside one's head in new arrangements,"
. ] v 1

Bronowski tells us. It is thus that we "recall the past". or

2 f

"spell out the future." We are able, with a "symbolic vocabu--
\ .

lary" to imagine "not one but many futures, which we.weigh

a

one againét another." We are able, by manipulating images,
to create whole worlds, whole scripts of past and future
in our minds; and, Bronowski tells us, "the most important

images for human beings are simply words, which are abstract

symbols”."l3 ’ ) _

It is our ability to imégineg %p make images, that dif-
fefentiates us frop other animals. Images !play out for us
events which are not present to our senses, aﬁd thegeby guard\
the past and create the future. . . . By conérasﬁ, the lack,

of symbolic ideas, or their rudimentary poverty . . . im-

prisons us in the present."lﬁ

Y

‘Rothenberg can be pléced among the'be}ievers in the

°

primacy of the human imagination. He speaks of an "effort
to draw things from myself, to draw from things that I've

experienced including the images in my mind . . . objects

«

1'3Bronowe3k1, “The Reach of Imagination,'’
of the Future, p. 24.

14

t

in A Sense

4

Bronowski, "The Reach of Imagination," p. 25.
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that have a real meaning for me at\ﬁgé'de pest level I can
rgach."ls He makes reﬁpr;nce to “lan§ charged with mean-

£
.

ing to the utmost degree . . ." as a.pyimary expression of

human imagihation and cites as a product of the human imagina=-

tion which serves as a "Declaration of Independence"” works and

i

conceptions as different as Leaves of Grass, Charles Olson's
. . : , s

theories about "projective verse," and Allen Ginsberg‘s Howl.

~In Rothenberg's worﬁs: "All these developments share the.

— &

sense of poetry as an act of°vision,'cha;ged with the im-

mediate eneﬁgies of authentic speech’and shaped by its moment
. . wl6 ° " n . _— +
in history.™ -

[ +

- In Bronowski's view, a belief in the primacy of;the

imagination and of .vision is1é belief supportable by scienti-

fic evidence. It is “precisély_right:'the‘human gift is the

gift of imagination--and that is not just a literary phrase,"
. - '
Biology and other sciences support the realities of litera-

4

ture and-the reality of literature, for "everything we do . .
is done in the. first place in the mind's eye. . .o . Litera-

ture is alive to us because we live its images_"l7 f_
J‘ ' -

° [
. . 5

7 C.

" 15David Ossman, ed., The Sullen Art: Interviews by
David Ossman with Modern American Poets (New York: Corinth,
1963)1 pP. 31. Co. Lo @

ngerome Rothenberg and George Quasha, eds., America a
Prophecy: A New Reading of American Poetry from Pre-Columbian
Times to the Present (New York: Vintage, 1974), p. Xxix.

.17Bronowski=, "The Reach of ggmagination," p. 25.

¢ - "
, -~
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. N éontinuit;gs"and Discontinuities’

Jacob Bronowski, in "The Logic of Nature," reports that

‘
)

entury, and that this revolution has-changed our reality. .

iterary Disruptions: Fiction in a fPoét—Con%emporary“
"Age,” points out that while "Michelson and Morley were con-

X ducting\an experiment which would eventually lead to Ein-

! .

- "stein's complete overthrow of our view of the universe as a

.

Il

. static, meéchanistic'entity," there were "parallel develop-
\ v
\ , .
ments in practically every field of human investigation.. . ."2
» \ t R w
/ - -

. s 4
lJaé:ob dronowski, "The Logic of Nature," in A Sense of

: : . the sFuture: Egsays in Natural Philosophy, selected and ed., R

Pier
p. 32.

<

Ariotti \and Rita Bronowski (Cambridge: MIT Press, 1977),
Hereinafter cited as "Logic." y

2Larry McCaffery, "Lite®ary Disruptions: Fiction in a

'Post-Contemporary' Age," Boundary 2, 5, 1 (Fall 1976),.141. .
Hereinafter cited as "Disruptions. McCaffery points out
) that by "the mid*nineteenth century science assumed that it
] was very.close to complétely solving the puzzle of the physi- v,
: cal universe; a similar sort of ontological optimism is evi-
. dent in the philosophies of John Stuart Mill . . . of )
o Hegel . . . [and] can also be- found in the historiographic
- . approaches of Ranke, Taine, and Comte, in the linguistic in-
vestigations of Humboldt d Schleicher, in Freudian psycho-

- analysis and in the theofy’ and practice of the great nine- .
teenth-century realistic novelists. . . . But the nineteenth
century also sees t dévelopment of the reverse pgocess-~th@
demolition of the dgth in rational, empirical investigation,
the frank acknow edggment of the subjective nature of our
mental operatidns and their relationship to the ‘world, and
the injection of the 'concept of 'relativity' into the very
fabric of the un#ver#g itself. At the heart of this e;ocess

— \

S

&
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‘there has’ been a scientific revolution since the -turn of the ' ] o

«




,Bronowéki’argues that there is a gap between "the -new

"view of the world which science has been forming, and the

view ossified in vernacular speech and thought." While

-

historians

are only just learning to speak ea51ly of

the first scientific revolution in tH€ A

51xteenth and seventeenth centuries &nd
to recognize it as an event whlch in
Professor Butterfield' s phrase "out~
shines everything since the rise of-
Christianity and reduces the Renaissance
~and Reformation to the rank of mere epi- /
sodes . . ." the second scientific re- ’
volution is already long on the move, and
is making over both ourslives and our
thoughts as powerfully ak did the finst.3

\ . \
* 4
H

Science, according ‘to- Rothenberg, is now beginning

4
)

the reconsideration of human conti-

nuities . . .- [and] supplies the informa- -
tion about ourselves as a species and . '
part of a biological coritinuum , .

that the poets will then transform from

the idea of something to be supeyseded i
to the idea of something to be accepted .
& extended . . . willing to stand with

Blake's continuous demystification, or

Whitman's contradictions, Olson's "will

to change," . . . those modernist pro=-

posals for a present poetry of changes.

‘Bronowski#;ostu;ates that the language of the laboratory

was the Kantian ovérthrow of traditional metaphysics; Kant. '
suggested that subjective elements entered into all human
Operations \

- ,3Bronowski, ?Logic,"hp. 33.

F 4 . N N s
4Jerome Rothenberg, "A Dialogue on Oral Poetry with - -

Wllllam Spanos," Boundary 2‘3, 3 (Spring 1975), 516. Here-

inafter cited as' "Dialogue." McCaffery, ih "Disruptions™"’

(p. 141) points out that the "romantics' early emphasis on

the creative imagination and its constltutlve powers was in

*
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and of science anduscientific.thoughtNhae "no bridging meta-
phors" to our everyday language:. "Between the personal dis-
covery\and the public use of a mechanism, a'prinéiple, or a
concept, there ﬁust be Er%?elaéionief thought: and the years
since 1900 have opened a gap across whieh at present, trans- °
lation is almost)impossible. . .zThe public still picturee‘
nature as rhe first scientific revelution did, as an engine.m
This is a problerﬁ not simply of language but of concept. - Q
Not bnly do the language of‘%cience‘and the langﬁa§e~bf
ever?dey speech lack a :.samenest of vocabulary and a sameness
of constructs} but tﬁe*very conceptualization of the world
on and in whieh they are built differs. This is true to "the
" point that the "scientist's language shares no imagery with
the vernacular. L ) , - ’ oo
Thls dlscontlnulty of language, of thought, and of
world—model occurs both in literature ' and in 501ence.6~ Post-
quernism finds(irs disconrinuity wirh~ﬁodErnisﬁ atijust the
-§bin£ thar science fails to fird‘its‘worid parddigm mirrored
;n the vernacular and in the\popular~imagi;ation.7 The pro-

”

' S =73

’

v

‘many respects. an extension of . . . Kantian principles." —

e —

~

5Bronowski,' "Logic," p. 33.- : ,
6Accordlng to Bronowskl, there is a direct parallel be- )
- tween" the fajilure ‘of contemporary science and the failure
of contemporary art to. c0mmun1cate to a broad audience the
trapsformations in reality that have occurred since the dis-
covery of relat1v1ty.
7Paul Bové, in "Introduction: Nietzsche's Use and Abuse
- of History and the Problems of Revision," Boundary 2, 7, 2
iwlnter 1979), 2, suggests a tentative definition of Post-
modern: "'Postmodern' should perhaps be construed as describ- -

. ing crltlcal practice and theory which has’ self—consc1ously,



»

.are joined."

blem of science Brorowski delineates is a’ mirror of the pro- -

blem}of Modern literature,8 Modern literature fails to com-.

4

Jnunicate a paradigm of the contemporary world. - The paradiém :

of the universe which is mirrored in Modernism is the para-

'digm of the first scientific revolution.-

e

unavoidably, and variously adapted the semiotic, phenomeno-
logical, Marxist, structuralist, and post-structuralist
epistemological problematlc of language to literary inter-
pretation, literary history, and literary speculation . . .
the point of departure must be uncertain and . . . the re-
sults can not be anticipated." Bové (p. 3), refers to
"modern representations” of the Anglo-American tradition

"found in, for example, T.S. Eliot's "The Metaphysical Poets,"

Cleanth Brooks's Modern Poetry and the Tradition, and M.H.

Abrams' Natural Supernaturalism. McCaffery, in “DlsruﬂtLOns"‘

(p. 142), points out thdt "the enormously influential’
modernist movement, turned to art as a last refuge of order

"in a chaotic world- suddenly empty of inherent values.”

8

perience. . . ." From Blake and Whitman on, "poetry has
assumed an accumulation of selves-+of poets writing out of

' their own experience--that will together make up a total image

of " the world." This work in poetry "has gradually abandoned
generallty . . . while going doggedly after its objects as
"science after its. But its particulars are the partlculars
of this immediate experlence and (or because) the experienc-
ing "self" is itself in a continuous process of change . . .
the poet's clear physical eye . . . must be the instrument

.which brings 'rays of the object . . . to a focus'/'thinking

with the things as they exist.'":' Rothenberg here quotes
Zukofsky for an example of how his own remarks are applicable
to .the "Objectivists." Rothenberg quotes George Oppen to
extend his own argument: the "virtue of the mind is that

emotion which causes to see." This return to the object "al-

so implies a ‘'seer’ --an through whlch ~subject and object

%

9Paul Christenson, in Charles Olson: Call Him Ishmael

(Austin: Univ. of Texas Press, 1979), p. 51, points out
that.Olson in Human Universe and Other Essays (1965) de-
clared as fundamental that "man shall continue to distort
.reality and not have access to it so long as he lmaglnes him-
self to be the controlling center of even his own phenomenal
field." For, according to Olson, "the harmony of the uni-
verse, and I include man, is not logical, or better, is post-

logical, as is the order of any created thing." The majority

1 ¢ . )
»

Pl

, In "Dialogue" (p. 513), Rothenberg remarks- that "earlier
scientific language had attempted to evade the individual ex-
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Larry McCaffery points out that:

as the twentieth century wore on, more /
and more of the systems relied on by
man.wvere revealed to be "infected! by
subjective,’ ideological operations.
The importance of this idea cap-be found .
o with imprdssive regularity, for example, /
§ - . in fields such as the sociology of re-
ligion, historiography, anthropology, psy-
chology, linguistics, and in’practically
all of the meta~sciences. More im-
- ’ portantly for our purposes, it has also
‘ helped shape many of the most important S
W structural and thematic implications of ' © -
what we have come to term "postmodern"
literature. 0 0
N ,

Modern literature, however,was, based on an "empiricist view

<

which assumed the existence of a determinisﬁic universe which

believed in the ability of man to uncover the mechanisms of

its operations.“ll.

Y

Wllllam Carlos Williams clearly saw the implications of

relativity for art and for poetry in partlcular.r In dlscuss- ‘
ingfhis concept of "variable foot"lhe stated that, because he |

! . "always wanted a verse that was ordered,"’it came to hiﬁ«that . L
"the concebt of the foot itself would have to be altered in

our new relativistic world."” The conception of the variable

foot has implications beyond prosody, for: "If the foot itself

+

of modern writers, "can only make a form . . . by selecting
from the full content somfe face of it, or place, some part
. + . . It comes out a demonstration, a separating out, an
act of classification, and so, a stopping."

2

10McCafféry, "Disruptions," p. 142.

llMcCaffery, "Disruptiohs," p. ‘142, ‘ L




ture) if he examined the 'clues' ‘carefully enough."

«
’ * 4 ;

’ ' / . 4

is variable it ‘allows order in so-called free verse. Thus

the verse becomes not free at all but just‘gimply variable,

as all things in life properly are."t?

¢

This application of relativity to art and the whole
rd .

» O i I3 1] ; L3 “’v [l » ) 1]
vision of what Williams descrihed as a' "relativistic uni-

"~

verse" is in direct opposition to the epis%emology which un- . o

derlies the tradition of Anglo-American Modernism.13 Accord-

3

n e . " ?

ing to McCaffery, in "The Detective and the Boundary: Some
Notes on the Postmodern Literary imagination," William

Spanos "supplied a useful metaphor for this world view and

.

the type of literature based upon it." Spanos explained
that "until the rise of postmodernism most literature, was
based on a sort of 'detective novel' premise which assumed ,

that man could solve the 'puzzie"of nature (and of litera-

14

This "detective novel ofemise" underlies Anglo-American
k) ‘ - 0

'
”~

12william Carlos Williams, I Wanted t® Write a Ppem:
the Autobiography of the Works of. a Poet, reported and ed., A
.Edith Heal (New York: New Directions, 1958}, p. 82. -

l3In "Dialogue" p. 529, Spanos sums up the Mcgdernism
that is academically acceptable and against which’Rothenberg
and others have reacted. "The "“tradition' of the 'school' . |
of Eliot was given establishment status in the American uni-
versities “in the flftles, and ln)tne process also established o
an educational methodology based’ on the kind of tightly con-
structed paradoxical 'metaphysical'- poetry they. admired. . I'm
referring, of course, to the ultra-close reading, the explica-
“tion de texte, of Brooks amd Warren's Understanding Poe.rvy,
that implies a hermeneutics that begins from the end." | '
l4McCafferyh "Disruptions," p. 140. See also William ,
V. Spanos, "The Detective and the Boundary: Some Notes on
the Postmodern Literary Imagination," Boundary 2, 5, 1 (Fall

D

' 1972), 147-68.



-

. of literary criticism but algo a cultural value System in

Modernist criticism. This critical system establishes a

“tradition" which alsc implies a cultural value éystem:ls

—

!
It is against this "tradition" and the va%ue system it im-

plies that Rothenberg and many other contemporary writers

. ' . L'“L
have reacted.16 .

William Sbanos éites T.S. Eliot, W.B. Yeats, W.H . ,

/

Auden, John Crowe Ransom, Allan Tate, Randall Jarrel, and
- -

§ [}
15Kar'l Shapiro, in In Ddfense of Ignorafce (New York:
Vintage, n.d.), argues that Modernism is not only a system

- which white-anglo-protestant /values are paramouynt. The growth

-

“them:

of Modernism, New Criticism,{and Modern approaches to litera-'

ure encouraged the white-anglo-protestant elitism that had

already existed in America #h various forms. M.A. Rockland in ‘

his "Introduction," to J an Marias's America in the Fifties -

and Sixties: Julian Marias on the United States, tr, Blanche ) - 1

De Puy and Harold C. ey, ed., Michael Aaron Rockland (Univ.,

Park: Penn. State Umiv. Press, 1972), p. 9, argues that the

meaning of the te "melting pot", which.was the dominant ; A

American metapho¥ of the 1950s and 1960s was "not so much a

blending togethg¢r into one of all civilizations which make up

the country, t a melting or absorption of the other civiliza-

tions by the predominant Anglo-Saxon Protestant one. The

melting pot offered full citizenship only to those who ‘ac-

cepted Whlte-Anglo-Saxon Protestant values. One had to melt

to join the melthng pot." Morris Dickstein, in The Gates of

Eden: Amerlcan Ehulture in the Sikties (New York: Basic Books, |

1977), p. 154, argues that America had "fostered an ideology- -

of assimilation that devalued ethnic origins and worked to ‘

dissolve foreign influences," and that there existed a real

emphasis o§ social conformity in America which "reached its /

apogee in the repressive climate of -the 1950s." In Waitin : 3 |

for the End'(New York: Delta, 1965), Leslie Fiedler delineates : .

the rise of gthnicism and the integration of ethnic percep-

tions and cultures into the white Protestant mainstream. For

some interesting sidelights on this development see Alfred

Kazin, New Yo k Jew (New York Vlntage, 1979) . . N &
16Rothenbérg in "Dlalogue," p. 526 remarks that tradi- r.

tlon cannot be Yestricted to "a monollneal 1nher1tance," but

must®be used "in a new sense as 'discovery' or: map a map-

‘plng of those times & places, simply those works in whlch

env151on1ng occurred, These can include the 'western'
cla551cs but sho%ld in no sense be taken as culminating in .

o,

s
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-
\ Robert Lowell as the "Early Moderns and their critical

W17 por ﬁothenberg, those %*$

4

counterparts the New Critics.

writers do not constitute an accepfable selection because

— . »

they were "working for the most part within very conventional,

limitations as to form and content and with varylng degrees
f 4 ‘
. of hostility to modern poetry."l,8 . !

’
~

Against the "Anglo-American Modernism" of Auden, Rangom,

Tate, Jarrell, andlLowell,“Rothenberg defines an alternative

., 4 .
~
o

\, . o

i - 17"D1alogue: p. 520. See also Jerome Rothenberg and *

George Quasha, eds., America a Prophecy: A New Reading of
American Poetry from Pre-Columbian Times to the Present (New .
. York: Vintage, 1974). 1In the "Introduction” (p. xxxvi), the
editors note that there is "no doubt in:our minds that T.S.
‘Eliot belongs among those who 'fathered' a radical approach
"to poetic practice." Elioct is left out, as are Auden, Frost,
Aiken, Ransom, Lowell, and Jarrell, "to name the most obvious,"
* ‘because the editors "decided to omit those securely established
. poets . . . who we felt had been of slight importance in de-
veloping the.structural side of the tradition of changes." 1In
"Conversation with Kevin Power," Vort No. 7 (1975), p. 147,
Rothenbery remarked that: "Auden's poetry makes nothing happen."
Christenson (p. 162), p01nts out that in "the complex ferment
that generated the imggistic poetic, the work of Eliot came to
x - represent the achievements of the whole modernist movement . . .
c T Eliot's domination of the llterary scene was s0 broad that to ot
launch a new movement required, almost of" nece551ty, the re-
jection of all that Eliot stood for." . - . . ’

18"Dialogue,” p. 521 Christenson (p.- 71), reports that
’ for several months prior to the appearance of "PrOjECthE*'
Verse" (Poetry New York, 1950), Charles Olson carried on "a = )
correspondence with Creeley on, the nature of poetry. One of
.- the fruits of their letters 1s the principle that form is
’ never more than an extension of content. . . ." Form thus
"arises partly from the accidental 3uxtaposxtlons of con- .
sciousness as much as .from the more direct manipulation of R ¢
materials. . . . Olson refers to this principle in the essay . ,
. only to suggest that traditiomal fornls are imposed by conven- o
. tlonsAyhlch preserve the separations of self and world: the,’ '
poet is asked to change the shape of his feelings to con-
‘form to certain uniform expectatlons of poetic response.
‘ Hence, by.the act of freeing the words of the poem to assume
R their ownnpartlcular configuration, semantic and typographl-
cal, the poet® is dlscoverlng his own unlquenesé .- » -

s ' v

-




"early" modern poetics. ‘He' uses-the term "early modern

) : ~{ ., Coe
poetry” as it "came int& use around the First World War,

1

not only in America and Engiand but throyghout the so- .

called western world: a poetry of changés, experiment;
~
destruction and creation, gquestioning o0ld structures &
. . ! .
inventing new ones, blurring fixed distinctions, opening

the domain, and so on."19

What Rothenberg has found "disturbing" about the
poets to whom Span@s referred is that "they raised an

Q

opposition that trieﬁito ha%t the mpéernist ferment, to
pull back to a conventionai poetics somewhat modified
by *the, modernist turn af eyépts but fﬂndamentél%y con-
1servative_in outlook: a familiar'anglo-saxo; & clags—

orienéed view of language and -high culture." What the

Anglb-American Moderhists and the New Critics had

"éssefted was that 'modern poetry' . . . had es?ablished ‘

&

) itsle,'é that the next step was a return to standard
metfics & 4 beefed-up 'great tradition.*'"

Rothenberg points out that even as late as the

. T . ' - )
1950s, Delmore Schwartz -could take a position in defense

of the New Critics and New Criticism. Rothenberg per=

céives this position and New Criticism as

19"Dialogue,"\p./52l.a
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a, middle-gréund strategy: a rear-guard

response (by Eliot, Tate and others) to

the "anarchistic" thrust of modern

poetry & art (free verse, free thought,

free love, etc.) which shows up also in

that "suspicion" or "disdain" of Blake

and Whitman. . . . It was with a clear :
awareness of this that Williams spoke

of The Wasté Land as "the great catas-

trophe to cur letters," becayse he saw

that beneath the cover of an actual

structural inpovation . . . was an im-

pulse to pull'up stakes & get back to o 5
the narrow & comfortable limits of the

inherited past.20

Rothenberg ﬁafbtains that "all that tasteful, middle-
ground fetrehchment is almost wholly opposed," to what he
sees as early modernism. Echoing Olson, he further suggests

that "Eliot's criticism and that of the New Critics,” leads

-

to "a dead end." He argues that "they affect a purity of

stance that breaks them into warring camps with manifestos,

-iéms, and the rest; that they're elitist and defensive."Zl

In opposition to this tradition of Anglo-American Modernism,

o

which he sees as being, at root, an academic rather than a

live tradition, Rothenberg offers,an "other" modernism, which

- /
stresses, "whatever ctontinuity of intentions is possible in a

'zo"Dialogue," p. 521. ‘ )

21“Dialogue," p. 521. <Christenson (p. 163), reports .
that the direction of Eliot's later. verse, "and his turn to
orthodoxy in religion and politics ran contrary to the aims
of new American poets." Rothenberg points out in "Dialogue"
(p..521), that "if there were only Eliot's criticism & that
of the New Critics to define the "classic" modern poem, I.

would write off modernism . . . [But] I would see as early
modernism (Stein, Williams,.Cummings, Pound, Duchamp, the
Dadaists, Surrealists, Objectivists, & so on) -- work that

stands in 'a germinal relationship to the ppetr? that's been
developed in my own generation."

/

4
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N

poetics of change . . . where we don't get bound by polemi-
\ ) N
\\\\\cal stan_ces."22
-

. The poetics of change activély changes "our idea of

7/

what the present and the past are, both together."23 There
is a "need to‘iﬁéorporate diverse chronologies simultaneously
t'non-linearly' if you want to use McLuhan)." 'This attitude

of non-linearity, simultaneity, and acceptances of diverse

°

chronologies produces an experimental condition which con-

stitutes an "essentially"modern'"“situation.24 This quality,

22"Dialbgue,“ p. 522,

e 23“Dlalogue, p. 523. -In the "Introduction," to America
a Proghecx {p. xxix), Rothenberg wrote that: "Every important
change in poetry opens the way for new work in thé future and
for a mdefinition of the past." .

244pialogue, " p. 524. Edward B. Germain, ed., English
and American Surrealist Poetry (London: Penguin, 1978), p.

39, points out that Edouard Roditi, in "The New Reality," (Ox-

ford Outlook, 1935) found "that one attitude common to" what
T have referred to as the Anglo-Amerlcan Modernists, -"is EEEf
cision, an obsession with 'exactly where to place each word.'
To be more than just an imitator, he reasons, the young poet
* can challenge this dominant attitude. . . . That year David
Gascoyne published A Short Survey of Surrealism, which re-
lated the [surrealist] movement to its vatic forbears and
established it as heir of nineteenth-~century English Roman-
ticism. . v ." In a discussion of the work of William Carlos
Williams (p. '43), Germain makes a point which, whether it -
! is well taken or not with reference to Williams, is certainly
applicable to Rothenberg. Germain writes that taken as a
whole, Williams's "work falls short of surrealism on its
romantic Slde. *But taken one poem at a time, it reflects an
American handllng of essentially surrealistic themes: the
lmpulse to awaken the citizenry who were 'locked and forgot
in their desires . . . unroused’'; the need to connect daily
life with deep mythic roots; the desire to revolutionize
consciousnggs." According to Germain's analysis (p. 44),
Williams W?gined the European surrealists," in his belief
‘that poetry "could be a means of awakening perceptlon .
that would reveal deep layers of self . . . [and], in 4
Williams's worK and in American art in general until the
Second World-War, surrealism remains latent within romantic-
. ism and fantasy." However, WWII "ended the age of American

°

-

,
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Rothenberg claims, is "missing or badly compromised in : )
Eliot's criticism, although the yearning for the near past
is clearly very strong." It is the "nostalgia" for, in

Eliade's words, (from Cosmos and History) "the myth of the

eternal repetition," and, in Rothenberg's words the "ac- .
companying despair about other possibilities, both ‘primi-
tive'.and 'modern'" that is "an essentially conservative

position, pushing history\or poetry back a little in the name
w25 ’

-

of, let's.say, 'law & order'.
D.H. Lawrence and Ezra Pound "survive" not "the reaction

to modernism but to the attenuation of modernism: the resort

to 'church: and 'monarchy' & ‘picking up the meteés'." Their

.o
relation to the past "maintains a sense of -the continuum with

the 'pagan' & the 'primitive' (Snyder's 'great subculture'

or él:§¥is 'paleolithic"). This'continuuh is the source of

" . the "mainstream of poetry that goes back to‘the old tribes
and has been carried forward by the great subterrgnean |

culture."26

isolation and innocence. America's essentially puritanical

. naiveté was torn open." (p. 45) There was. a great-influx -
of European surrealists into America and particularly into, ‘
New York during the war, and although when the war ‘ended,

"most Eurcpean artists left New York, . . . surrealism re-
-mained . . ." (p. 46). "Surrealism itself survives, but not

as dogma; ft survives as .a strategy of mind." Surrealism as

a movement and a "strategy of mind" was related to ‘and often

combined with social consciousness and protest, particularly

among American painters such as Peter Blume, Phillip Ever~

good, and Louis Gugliemi. See Dickran ‘Tashjian, William , ‘
Carlos Williams and the American Scene, 1920-1940 (Berkeley: ; "

- Univ. of California Press, 1978), pp. 134-36. °
25"Dialogue," p. 524. . . K .
26 )

i ®"bialogue,” p. 523-24. IA Waiting for the End, p. 82,

L4
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Rothenberg's' "modernism" has been a political as well

s

*
as a literary statement. He has remarked that in America,f

©

've internalized . . . a sense of our traditions

@

on this ceontinent and of ourselves as makérs and *inheritors.
27 ¢
"

4

mixing of what constltutes a political ideology with a poet-

"for years we
i

of a poetry in confllct with the accepted orders. In his oo
ics. or ‘a way of "doing" poetry, he is kin to the Beats, the ’
Surr&alists, and other writers involved in a rebellion
againgt the theories of Anglo~American Modernism, His liter-
ary g;eeries and poetics are deeply-rooted in his politital

approach, to the point that the two are almost inseparable.

' /
This is a departure from’'Anglo-American Modernism. Modern- .

1 4
ists envision the poem as an autonomous, ironic, and iso- //’—”'
Lo N -4 a
lated structure, despite that such a stance has in and of ' i

\ 28

itself political,k and sogio-cultural implications.

Leslie Fiedler reviews a whole’ series of connecticns: "When ‘ !
Americans have grown tired of the neo-gentility, the selec-

»

tive ancestor worship and high-church pirety of Eliot, and _ . ‘
when they are equally sick of the white self-hatred and the
adulation of blood sports and ignorance, but especially when

they are sick and “tired of the oscillation between the two, J

they can find . . . a new kind of link with Europe in pldce "

of the o0ld paleface connection--a link not with the Europe . N

of decaying castles and the Archbishop of Canterbury, nor U

with ‘that of the Provengal poets and Dante”and John-bPonne, o

nor with that bf the French symbolistes and the deadly polite

Action Frangaise~-for these  are all Christian Europes; but

with the post-Christian Europe of Marx and Freud, which is to

say, of secularized Judaism, as well as the Europe of sur-

reallsm and eXLStentlallsm, Kafka, [and] neo-Chassidism. . . ."
27,"Dlalogue," p. 528. See also Fiedler, Waiting for the .

Bnd, for a delineation of the American tradition a8 a tradi- LI

T - .

tion of conflict. . )

28Shyamefl Bagchee, "On Modernism and Moderdist'Scholare:
Prolegomenon to a Re-evaluation of T.S. Eliot,".Open Letter
3, 7.(1977), 5-9. 'See also "Dialogue," 'p. 524. Bové (p. 10),

N v . (3
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Réthenberg sees the. poem as a soc1a1, polltlcal, and philo- ‘ .‘ o

-sophlcal statément. Like the Beats, and against the Anglo-

. greater material, the'altered ‘structure of, the inevitable re-

Q

<4

) Amerlcan Modernlsts, Rothenberg has gought to rehabllltate | | ﬁ
) sen51b111ty. While Anglo-American Modernism has held the ' - Y
poem as ‘a model ofﬁﬂlsengagement Rothenberg has been in=- | ;
‘volved w1th a poetics of engagement.29 ) . . ,o§
There has begn no real separation in RotheﬁZ;rg's work . = . 'g
_ betweé% the political And,the liﬁera;y. For him, poetry is ?
¥

"a wéy of belng in the world, and so thepoet. time and again
in the history of c1v1112at10n comes into confllct with

established author1ty."30

Rothenberg s modernlsm" s not

only a rebellion against and a radical’depérture’from a‘ - -
o I -

visiz9 of the poem as an autonomous artifact, but also a

rebellion against.the poiitical and socio~cultural-implica--

points out that "Modern American literary criticism, despite
appearances has, repeatedly displayed an aggressive attitude
toward literature which has reduced it’ to the position of = |
slave to tHe explicator's or the historian's sovereignty.
.-« o+ A great deal of Modern and Postmodern criticism can . A
cnly be understood in terms of power relétionSh-gaining ‘com~ -
petence' in mastering texts and providing 'competent' or )
authoritative readings." Bové presents the argument' more’

fully in "ThesPoetics of Coercion: An Interpretatlon of ‘ f'
Literary Competence,™ Boundary 2, 5,'1 (Falll 1976), 263~84. ) \4-
29 L

"Dialogue," p. 511. Rothenberg éites William Carlos
Williams as an early "modernist" and claims him also for his
own "early" modernism. Williams called for "a revolution of
some sort in America every ten years. The truth has to be N
redressed, re-examined, re-affirmed in the new mode. There Lo !

has to be new poetry. But the thing is that the change, the ' °

volution must be_in the poem, in it." Rothenberg also cites’
Pound (p. 524), for a tontribution to his own kind of madern-.
ism. Pound is responsible  for "the sense -of history as vor-
tex, the transmission of an actual alternative tradition."

' 30wpiatogue,” p. 528. ‘

M ‘ r
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" Seventies is fifmiy rooted in the kinds of problems and de-

>
Tt
[
-
-
-
B
it 5 bl b
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¢

-
PN

'tions of Anglo-American Modernist theories.31 . % - 4
'In thlS rebellion, Rothenberg is very muchva wrlter of ~ 1{

his time and place. The work he produced in the Slxtles and

-

bates that surfaced in America in those years. Eric Mottram

sucgests that Rothenberg'é "work combats both the. narrowness

of academlc deflnLtlons of. poetry and the stale imperialism

[P

of the 1954-1974 decades.">? Some of the- problems and de-. %
bates which occur in Rdthenberg s poetics and ethnopoet1Cs
are rooted in the history of AmexiEa.33 Rothenberg has’

called for a re-vision of that history, and in so calling
‘ e

31Da6id Ossman, ed., The Sullen Art: Intervfews b by

. David Ossman with Modern American Poets (New York: Corlnth

Books, 1963), p. 3l. See also America a Prophecy, PP-

XXLIX=LXKV, \\~\-

32Eric Mottram, "Where the Real Song Begins: The Poetry

of Jerome(Rothenberg," Vort No. 7 (1975, p. 163.
. é ‘ ' /

33Julian Marias, in America in the Fifties and Sixties
theorizes that there was a body of truths which Americans
held in common during the '50s and '60s and <during their Y
entire previous history wihtich underlay not only social in-
tercourse but .the social structure of America. (pp.g#8-34,
134-35). These underlying cultural assumptions are related /
to the idea that each person is.entitled to the freedom: to
pursue happiness. The major conflicts in American life and
in American history are related to this belief. On the one
hand, the social and economic system ought tqQ be just and
qultable and on the other each person must be allowed to
work out his own destiny without interference from a pater-
nalistic govérnment. Accordlng to Marias, individualism
and social conscience are in opposition, and it is this
opposition that is at the root of the American socio-cultural
process. Conditions in America from the turn of the century
and into the Fifties exacerbated this oppos1tlon. Karl
Popper, in The Open Society and Its Enemies, I (Princeton:
Princeton Univ.: Press, 1971), pp. 99-119, argues that, while,
"the problem of individualism and collectivism is closely '
related to that of equality and inequality . . ." (p. 99), . A
the first opposition is actually false (p. 100). - N ] /

i
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. not on any irrevocable truths abou

= - 23
. - .

> has suggested a ré-envisioning of the literary history of

34

America. His 'arqument is based on the idea.that  *

1 -
N ,

The situaéion Marias’delingates demonstrates the evolution of
the false dichotomy and:.its applications in American.politi-"
cal and theoretical practice. Popper®argués that collectiv-

. ism, "is not opposed to egoism, nor is it identical with al-

truism or unselfishness. Collggtive or group egoism, for in- .
stance class egoism, is a very common thing . . . and this
shows .clearly enough- that:collectivism as such is not opposed-

to selfishness.. On the other hand, an anti~collectivist, ipep'_

an individualist, can, .at the same time, be an altrudist; he
can be ready to make sacrifices in order to help other in-'

dividuals., . . ." Popper cites Dickens as an example of a .

writer who combines a "passionate hatred of selfishness," and
a "passionate interest in indiyiduals," ‘with a "dislike, not,
only of what we now call collective bodies, but even of ‘a

° genuinely devoted altruism, if directed towards anonymous

groups rather than concrete individuals, ;. " Popper -

points out that, "for Plato, and.for most/Platonists,~an al~

.the only alternative to collectivism is egoism; he simply
identifies all altruism with collectivism and all individual-
ism with egoism, , ., ." Popper not only defines the fallacy.
of the Platonic argument but demonstrates its implications
for social theory and for government. His argument is ap- .
plicable to and interesting with a wview to Rothenberg's ethno-
poetics, insofar as the 'antitheses Marias identified as un-
derlying American cultural and poLitical process are based
government or human ex-
istence but .on reasoning from faulty assumptiens or incorrect
paradoxes. Marias argues that the social and governmental
approaches to the economic conditions which prevailed during
tHe Depression were contrary to the basic political philo-
sophy of most Americans.. He further argues that in the state-
ments and debates about social change, social structures, and
possibilities, and about the forms and shapes of the economic
system, the positive-aspects of American individualism, which

truistic individualism . . . cannot exisg. According to Plato,.

. are opposed to government interference, were mainly forgot-

ten (pp. 104-12). By extension, for Mapias, McCarthyism was
not- only un-American, but an expression of that which was
most anti-American. McCarthyism was directed against the
kind of individualism Marias felt was at the basis of and
enshrined in the American constitution; such individualism
was an underlying axiom of the American historical process.

3-ﬂs'ee America a Prophecy, "Introduc¢tion," particularly

p. xxiv. : . . -

. 3
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" ¢ the literaty history of America has been controlled ﬁ& the

"accepted" socio-political history s¢ that much that is in-

teresting and valuable has been ignored or lost.35 Rothen-

berg has applied'this theory not only to American history
but to world history. He claims that a "basic thrus;“ of/
his work "has, been ;o fe—explore the past on the.basis of
information that has become available‘ﬁo us since the 19th

Century."” He says he doesn't "understand how a 'view of

'

’ histofy' that clings to a limited, linear image of the past

36

d-ll

along Hellenic-Hebraic, western, even, Indo-European lines
L Rothenberg's

can be said to be historically:orient ‘
‘translations; coliections, and anthol&gie; of "ethnopoetic"
materials have been aiméd at supporting this political his- .
torical theory. |
Rothenberg's "modernism" is a statement agéinst.a white
anglo-protestant American interpretation of history which
ignores or devalues that{which is "eth‘ié" inllitefature, in

history, in sensibility, and in voice.37 The basis of

-t

Raothenberg's poetics is ;nclusive rather than exclusive, His

\

work is meant to "assert the continuity of poetry, c¢ulture,

N 38

and human values." Ro@henberg'claims "ﬁhe develoément of

xxii~-i17.

36"Dialogue,“«p. 537. .

3?Jerome'Rothenberg, "Preface to a $ymposium on Ethno~.
poetics, "alcheringa: ethnopoetics, NS2,|2, 6-13. .

38D.M. Thomas, "The Weaponry of foets,“ Times Literary
- Supplement, Feb.-1978, 186. ‘See also alcherirga, NS1, 2,

) p

Amerjica a;Prophecy, Pp..xxix-xx)xvii, and-particularly pp.

—ia

<
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a continuous movement toward the exploration of conscious- ) (
' " - [ .

. : . o - - :
ness, language and' poetic structure . . ."™ from WWI for-

. ‘ . N
ward.3? He stresses the "numinous and mystical," the

_ visionary, "the anti-puritanical thrust first mapped by

. . ‘ 1 . .
, . Williams, the new poets & transcendentalists of the 19th -..
: ]

S ‘century . . . --the essential presence of Whitman . . . the Q-
-continuing input og_European poets from Blake & the Roman~

tics to Rimbaud and the Surréalists . . . the exploration ‘of

consciousness, language, and poetic structure--what we can - .
40 N el

He claims for his ,version of "modernism":

sée & say & make.'

.

THE TRADITION WHICH TAKES VISION AND CON- S
, FLICT AS THE ESSENTIAL CHARACTERISTICS OF :
POETRY; SEES THESE AS BOUND TO THE STRUC~
‘ TURE OF THE POEM AND THE DYNAMICS OF-AC- /. .
> R TUAL SPEECH; AND TRACES A "LINE" FROM THE .
ST INNOVATORS OF OUR OWN TIME AND THE CEN-
' TURIES IMMEDIATELY PRECEDING, BACK BY WHAT- . ‘

) “. |+ EVER ROUTES, TO REACH THE FIRST MYTHOLOGIZED ‘< .

R . SHAMANS OF THE LATER PALEOLITHIC CULTURES.4l .-

~ .

L - ra—

especially Michél Benamou's "Post-face: In Praise "8f Margin-
ality," 133 ~42. . o ‘

" ' 39"Die‘alogue,")p. 528, See also Fiedler and Germain.

/

O"Dialogue;" p. 528.

. 41"Dialogue,"(p. 529.  See also Gary Snyder, "The . !
Politics of Ethnopoetics," alcheringa NS 2, 2, 13-22,. and:
"Interview," River Styx No. 4 11579;, pp. 35-60.

v
/




Chapter 2 s SN

- " Deep Image

s

During'the Sixties Jerome Rothenberg evolved a concept
- L
’of "deep image“ which is central to his work. In statements

about poetry, in hls own poems, and in d}alogues with other
poeLs,‘Rothenberg explqred the meaning of "deep image", a

term which encompassed his poetics and contained within it-
self the seeds of ethhopoetics., L

The rhetoric of deep image borders on the mystical 'and

‘borrows as much from religious language as it does from

literature. In."Why deep image?" Rothenberg draws afcbnhec-

tion between deep image and vision, for deep image is ‘in-

. timately connected with visionary language.l Rothenberg de-
mands that "poets get at the.reality of things by turning

inward. . . {"2 Echoing the ‘framework of Martin Buber and

earlier Jewish mysticé,3 Rothenberg defines the purpose‘of'
C lJerorﬁe Rothenberg, "Why deep image?" Trobar No. 3
(1961). ) . -

2Eric Mottram, -"Where the Real Song Begins: The Poetry -

of Jerome Rothenberg," Vort No. 7 (1975), p. 168. Herejin-

~after'C1ted as "Song."

3por an excellent elucidation of Buber's frame of re-
ference see R.G. Smith, Martin Buber (London: Carey Kings-

‘gate Press, 1966), especially pp. 11-37. A simplification
" of Buber's concept of I and Thou to which Rothenberg refers

is’ that there are 1n,rea11ty two modes of relation, the I-It
and the I-Thou. The:Thou is the Eternal Presence and -the

J

:
H
3
t
i
[

o e



‘neutral experience, it is a confession of complicity."”

27

ﬁurnihg inward‘as the¢uniqp of "the process of self-percep-
tion . . . with our means of perceiving the world around ﬁs.“
Poets are to break the "habit of the eYe“ gnd are to seek "a
penetr;tion of the self" which would allow.them to obtain a
new perspective on the world, 'and éﬁus on péems and the ma-
téfials of poems.4 Octavio Paz exﬁressed a similar concept
when he reminded us that: "Looking at something “is not a
5
The~purpose of this new kinhd of vision, which is ba;ed
on seeing with. the integrated self, is to pfoduce a g}eatér‘
ability to discern the possibilities'of reverbératioh, "a
heightened sense of the emotional contours, of objecfs." Thel
poet is to penetrate his matérial ;in a manner that would be
imposs&ble to agscripﬁive or logical thought . . ." and
coﬁld create a new vision from his matefials4by exploring
~"their free re-association."‘ 'To follow such a process allows

] >

the poet to achieve in his work "a helghtened relevance, a

)

Eternal‘?resent which dwells in each of us and in- whlch we
each dwell This manifests itself in us when we are in re-

. lation to another who we recognize as a particular manifesta~

tion of the Eternal Thou. The everyday relatlonshlps of non-

" recognition of the Eternal Present in the "other" is the I-It
“‘relationship, which is exemplified by our normal or normative

relations -with aéquaintances .such'as the milkman to whom we
relate because.of their functions rather than because we
choose to truly experience the totalities of their realities.
The major sourcebook for Buber's explanatlons of the.I and

‘the Thou is I and Thou, 2nd ed: and tr. chald G;egog/Smith

(New York: Scribners, 1958T -
4 - / :
Mottram, Song " p. 168 -
5Octav1o Paz, Children of the Mire: Modern Poet;y from
Romanticism to the Avant-Garde, tr. Rachel Phillips (Cam-
bridge: Harvard‘Unlv. Press, 1974), P-_ 57. :




’

du;ckened sense of ‘].J'.fe.“'6 - Such a conception of the poeé is
‘parallel to baz's idea that the Romantic poets "conceive
ppetiy as a vital experience involving the totality of the —_
hurman being.'?7 The concept al;o borrows heavily froy mys- 4
ticism, and in the diction one can hear the reverberations
4of_Blake and Bﬁber, both important scurces for Rothenbexg.

D Rpthenbe}g makes use of Martin Buber's concept of "“husk ‘ <
and kernel" ﬁBﬁcla;ifthis meaning. There are, in effect,
two réalities, the empirical world of so—calléd'objective
. réaiity which "Buber and the‘Hasidim call 'shell' or ‘husk’ ,

\ -
. . ." and another "hidden"” world which we sometimes per-

@

ceive, which Buber called the "kernel" or "sparks".8 "The

first world both hides and leads into the second, so as

" Buber says: 'one cannot reach the kernel of the fruit except

9

through the shell.'" As Octavio Paz has pointed out, poetry

"produces fusion“,lo and that is really the point of Rothen=~ -
berg's use of the Buberian analogy: poétic_vision is based ‘in
the acceptance of the possibility of the' I-Thou relatioéship

with all things,

o, ;

.
’ . . -

6

a~

Mottram, "Song," p. 168. Lo . ‘ o ; ’

7Paz, p. 60. oo

1
.

, 8‘Jerome Rothenberg and Robert Creeley, "Ah;Ekchéth: o
Deep Imace & Mode." kulchur No. 6 (Summer 1962), p. 29. Herein-
- after cited as "Exchange. ‘. .
9Op; cit. p. 28. P

10 ! i
Paz, p. 6.




To transpose the material frqm religion to pgetics,
when wé "read" the phenomenal world, what we perceive at the
‘profane or phenomenal level is the husk. The husk 1ts/1f is
the key to the sacred, the fruit which exists inside the
husk; thus the husk is itself."the key to/the buried image."
The deep image "is at once the husk and kernel," the mediat-
ing and integratiqg factor\which‘hﬁifies "perception and
vision“ and allows the profane to sﬁgéest and reverberate with
the sacred, so that in the body of the poem the deep tmage,
like the symbol,’'is both itself and contains and p01nts to
something beyond and deeper than 1tself.

Between raw perception of image and sacred vision, the

deep image functions as a moving force, so that it is "at

4 L

once husk and kernel, perception and Vision, and the poem is;
‘the movement.between them. Thus- in the work of a poet who /
uses deep iAhge the deep image functions as a force towards
the visionary, and is connected with "perception as an in-

strument of vision."12 It is through the exploration of deep

image that the poet may achieve "a visionary consciousness"” ]

which is won via sense perception and self-exploration rather
than via the logical or’ empirical process. Octavio Paz tells
us that this is an attempt to dissolve "the logic of dis-

course in the’logic’of image."13 As can be seen from the

/

11 ’ S : ' :

Rothenberg and Creeley, "Exchange,” p. 29. Lo
121pi4.
13Paz, p. 59.

11 -
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Buberian analogies and the diction of:the deep image,aigu;
ment, the idea of a poetry spkinging from or fércing acceéé
to sources common to mysticism is not new, bqt, Paz'pointed
out. about tﬁe Romantics: “what was new was not so much that
poets were speculating in prose about poetry, but that fhis
speculation ovirflowed the limits of the old poetics, pro-
claiming‘that the new poetry was alsg a new way of feeling
and living.:}4‘ Paz makes the situation clear when ﬁe as-
serts that in "a poet like Blake," by which Le méans the

visionary romantic, "the poetic image is inseparable frgg ,

speculative thinking, and the frontier between prose and
A . )
15

poetry cannot be distingqished."

Rothenberg claims that in "grasping the phenomenal -
' ¢ . - .
world not only from its outward form," the poet will be able

to win "from a compassionate comprehension of that world a
< '
more acute, more agonizing viﬁy of reality than by rational

: 16

interpretation.” The aim is again to change your mind;

14Pazh p. 59. Cf. Rothenberg, Revolution of the Word:
A New Gathering of American Avant Garde Poetry 1914-1945.
(New York: Seabury Press, 1974), p. xvi, where Rothenberg
speaks of a "counterpoetics that presents . . . a funda-
mental new view of the relationship between consciousness,
language & poetic structure."

. 15Paz, p. 60. See also David Antin, "Talking at the
Boundaries," and Jerome Rothenberg, '"Re Four Books by David
Antin," both in Vort No. 7 (1975), pp. 34-55 and 57-63
respectively.

16Rothenberg and Creeley, "Exchange," p. 29. Cf. Edward
B. Germain, ed., English and American Surrealist Poetry
(London: Penguin, 1978),p. 34. "To borrow a metaphor from
scores of surrealist poems and paintings, the result is like
the opening of doors in the mind. Or it can be. Reason is
accessible, with its limits clearly felt. Unconscious desire,

<
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to change first the mind of the poét’who must surrender the o ’ , 1
empirical in his search for the “Spgrks" that will enliven ‘ ‘ %
the pbém, and thus to change the, mind of the reader wﬁo, in -
| ’ assimilating the material in a poem, will cafch not only‘the , |
! | logical structures but’the reverberations of the "sparks".
A parallel process is explained by Octavio Paz, whose language |,
is not bgrdenéa by the same kind of my;ticism that makes
‘Rothenberg's explanations sometimés'di‘ficult to. follow.
+ According to P;z, each “"poem is a réading of‘reaiity,"l7 and
} . | tEBﬁEiZ is not only self‘knowledge‘but<self—creation: The
[ ) N o © reader repeats the.pqgt's éxperiencé of ;elf-creation; e e "
; A Thus art "ceases/to be exclusively representation and con- .
templation; it becoméslalsq‘an'iﬁéervention in reality. If‘
s

art mirrors the world, then the mirror is magical, it changes

the world.“18 As Freeman Dyson argues: "Scientists are not S

e

the only people who play with intellectual toys:that suddenly .

explode and cauée the crash of empires. Philosophers,
!’

o /
] © s

¢

manifesting itself in the symbolic images, f£ills the conscious .:
mind with wonder, or perhaps dread. UNot clinging to eithet,
perception watches the images surfacing, aware suddenly of the
primal processes evolving effortlessly benéath it. Standing
there, with all the doors open, is surreal." Rothenberg was
aware of the surrealist influence on his own work and on that

of other American writers. Seé especially Revolution of the v
Word, pp. xv and xxii. '

lZPaz, p. 72. .

, 18Paz,ap. 60. Cf. Larry McCaffery, "Literary Disrup= )
. , tions: Fiction in a 'Post-Contemporary' Age," Boundary 2, 5, .
‘ 1l (Fall 1976), 137-53, and Rothenberg, Revolution of the Word,
p. xv, where he refers to an avant-garde for whom "Poetry was
transformative."”




“argument by explaining that "quantitative predictions are t

" economists."

v 32

prophets and poets do it too."lg Dysén, a physicist, argues . o
that "qualitative changes always outweigh guantitative ones.”
This is another way of saying what Rothenberg has maintained ) %:

about the nature and function of poetry. Dyson continues his

e TR B W

meaningless. The only certainty in that remote future is 7

that radically new things will be happening. . The only way to

20

explore it is to use our imagination." It is therefore in

the interests of all of us "to listen to poets more than to -

21 Poets, by paying attention to deep,image and

\ .
to the recovery of "sparks", will recover for us all the
"lost meanings" of our world, a world that has becaome, as

Rothenberg's early work portrays it, a merely "extdrnalized

world without resonances: a mechanized world whose |[lost re- T

-

sonances the poem, the activity of making tﬁé poem; both

discover(s] and create[s]."22 \\ . / J
Lest the reader find th; husk and kernel ﬁgtabhor too

burdened with the weight of Jewish mysticism,uRéthenberg v o

4

19Freeman Dyson, Disturbing the Universe (New York: )
Harper, Alfred P. Sloan Foundation Series, 1379), p. 7. . ' ,
See also Jacob Bronowski, The Ascent of Man (London: BBC)\\

1976), passim. ' ) I

20DysOn, p. 192. Cf. Bronowski, "The Reach of Imagina:\\s
tion," in A Sense of the Future (Cambridgée: MIT Press, 1977), '
particularly pp. 24-28.

21Dyson, p. 6.
‘2Kevin Power, "Conversation with Jerome Rothenberg,"

Vort No. 7 (1975), p. 140. Hereinafter cited as "Conversa-
tion." . ] |
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offers a simile from contemporary linguistics: He points

-

- out that Chomsky's descriptions of "deep structures" offer

a parallel to his own Buberian descriptions of deep image.

14

Chomsky argues a 51mllar thlng in lin-
guistic terms when he talks of deep

. structures in grammar which act as uni-
fying principles over & against the
surface structure which is a different-

« . lating principle. Thus even’ if what -
goes on at the surface--the grasp of the
external world~-is different & varies
with individual experiences that are.
different in time & place, there still’
remains at bottom somethlng translat-.
able which comes through. 2

It is the "something translatable which comes through"

"which is the key to deep image. What comes through is the

‘spark®that humanizes, the underlying felt perception which

is brought to the surface by the reverberations set up by
deep image which allows the poet and.the reader to graép the

o .
human, the integrated reality rather than the empirical,

logical, or mechanized one . . N
In a 1961 essay, "The Deep Image Is the Threatened
Im&ge}"24 Rothenberg pbints to the deep image as, in Eric

Mottram's words, "the penetrative- image" which "emerges from

the search in deep darkness for the central creative rhythm."

In that essay Rothenberg points to poetry as "a passage & an

o’

)

I3

?3"Conversation," pPpP. 140 41.

4Rothenberg, "The Deep Image is the Thr%atened Image
Floatlnq World No. 4 (1962).

D -



ized world of the "lie of the unthreatened."

1 ’ 3

act of desperation."zi This is a parallel of Paz's idea

that the critical statements of Romant;c poets "were true

N - ‘¢

revolutionary manifestos and established a tradition which ~
: . a26
continues today.

o

not'bnly a verbal reality; it is also an act. The poet

Paz further points out that a "poem is

.Sspeaks, and as he speaks, he makes.“27 The' speaking and

\ ’ .
making, in Eric Mottram's words, is "in both metaphysical

and poiitia‘l senses, a courageous act agginst surrender to
pérsdnal and social chaos."28

The poep wréﬁeé to survive, according fo Rothenberg,
To survive %he/poet moves and ghapes reality. in”this pro-
cess tgé deep image becomes "the poetic image strhgéling .
with the darkness." The darkness is the unresonant, mechan-
29

In order to shape reality, to communicate the "something

translatable," the something human, the poet uses a "com-

"The assumption was that if the poet worked with resonapt’

images ‘& if the reader opened himself to them, then something’

would already have happened before meaning in any rational

\

25Mottram, "Song," p. 166.

26Paz, p. 60. Cf. Rothenberg, Revolution of the Word,

‘p. xii, "For we are all, 'in different ways & from our indivi-

dual perspectives, talking about a virtual revolution in con-
sciousness."” : ' .

) 27Paz, p. 59. Cf. McCaffery, op. cit.

28Mottram, "Song," p. 166, ¢
29 1pia. . .
30rp14. .

°

bination of images" which together, constitute the deep image.3.0



T

sensé was discernible. In other words the eiﬁérienée would
h;ve traqsﬁitéed itself éven béfofe there was any kind of
clarification."3l i /' - ' :
. ) Robert kelly, in an. essay in Tr?bar, tried, according
to Rothenberyg, to "Bzing pfojective vefsé & deep image to-

32

o / i :
gether." ‘Neither Kelly nor Rothenberg saw any contradic-

"

tions betwéen_the theories of projectivism and the theories

.

. T . .
of deep image, hdwéver the emphases of the two were differ-
ent, Deep image‘cou;d be the meeting ground, the point of
confluence, for a variety of poetic theories. Prdjective,

verse, éccording to Kelly, %offers a method of resolving

p/ breath and line," for-the deep ‘image -poet.33 N

Kelly asserted that "fhe fuhdamenhal rhythm of. the poem
+is the rhythm ;f the images; their textures, their coﬁtents,
offer supplemenéary rhythms." He suggested that the concern
of the deep image poet is to "sﬁbstituge the centrality of

" the’image for the centra%ﬁty of syllable an® line as a way

of access to the happening of a poem."3{’

. was willing to concede the}pOszbility for "a play of image &

3
37.

¥ . /

2
"Conversation," p. 141, ,

33Stephan Stepanchev, American Poetry Since 1945: A
- Critical Survey (New York: Harper, 1965), p. 17/7. The quota-
tion is from Kelly's essay, "Notes on the Poetry of Deep
Image, " Trobar Né. 2 (1961). R

34Stepanchev, p. 177. Cf.’Germain, op. cit. p. 33 "The

process is incremental. . . . The poem's full meaning is-that

state of mind, synchronistic, vividly aware of the images and
e sound of their meeting. ., . ." \ v

A

i 2NN

Althoﬁgh Rothenberg

l"Conversation," p. 141, cCf. . Germain,-op.cit. pp. 33-4,
)

e
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breath with or even against each,otherh“vhe felt that for

3

himself: and other deep image poets ﬁhe‘proposition of the

¢

experiments "was to leE’the image lead, direct our’energies,
but cleariy not‘§solated from‘sound or breath, more iike a
counterpoin£ of péwers." It was clear to Rothenberg that
although "theoretically one might talk of imagé as a dis-
crete entity . . . the image alQays appeared verbally, in a

language\ﬁsingm§9undedlwords.“ Although Kélly "made the

o

. = - R
comparison of image technique to montage in film," the poet

still had to use as his tools of communication "words & !

therefore took the sound factor into account, since not to

do so would be to move in ignorance of other powers of poetry,
of'language.“35 g

« In 1962, kulchur published "An Exchange: Deep Image- &

MPde," a selection of letters between Robert- Creeley cand’

Rothenberg. In that exchange  the two poets attempted to |
clarify for themselves and for each other, the meaning of the
term "deep image". According to R&?henberg's introductory
statement in kulchur, thg %etters "are conclusive without

reaching any conclusions.” In his introduction Rothenberg

PN .

" gives an insight into the prédess of poeticsﬂth;t he values.
Of the letters, he says that they "begin and end with two

divergent positioﬁs which are, in the brocess, juxtaposed,
qplaced one upon the other, so that from the overlay--as in
some well-known color process in photography--a third® per-
4 l w0 ' ' " ’

3Swconversation, " p. 142.
.

~
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ment of vision." To make his meaning clear, Rothenberg

S h 37 .
. . N 1 .
haps richer view emerges." - Where, Roéhenberg asks, "is the

.'truth' in them?". He suggests that it will "finally. be

k|
]
!
1
i
i
i
;
3
H
.3.

found in some poem, in the poems that are mpde or put into

motion by, among other things, just such encounters . "

/

as the one between himself and Creeley which began in the

-

I R

Spring of 1959 after the two had met in San Francisco.36 . ]

" In the first of the '‘published letters Creeley points

AR

out that the "imagists" "had in mind a sﬁarp registration of

an objective substance, begit tree or woman's mouth,?®an

X . ) ~
" avoidance of general words."37 He suggests that such a -

"qﬁick picture" has "proved dull once acdomprished, i.e., the
poems get awfully quick ané then glib &nd finally banal in
their laconic method. . . .!" Creeley suggests, however, that
tﬂe "structure in which rhythm fiay operate fuily over image

[is] too generalized a percepgk . . .n38 '

In replying to Creeley, Rothenberg explained the connec- . ..

tion'he_felt between deep image and "perception as an instru-

T

squotes from Plate 14 of Blake's The Marriagé of Heaven and

Hell:

A

’

If the doors of perception were cleansed ’ , )
every thing would appear to man as it is, infinite. Lo

. For man has closed himself up, til]l he sees
. all things thru narrow chlnks of his cavern.
36 , n " .
.” "Rothenberg and Creeleyza Exchange,” p. 25, -
: : _ L
371pid., p. 28. o , ]
! - . !
38rbid., p. 25. - :
39, . ) ' ' )

Ibid., p. 29. Cf. Germain, p. 34 (n. 16, pp. 30-31 above).
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Creeley's concern with image as pi¢cture leading to the

»

use of bizarre images to shock and his

to form. What underlies the whole condept of deep image is

»40

from the act of vision: gompletely organic. ., . . The

maze the writer has explored. Octavi
cess well: '
L 3

/

Each poem is a reading of reality; this
reading is a translation;
"tion is a writing, a new c
reality which is being unr
poem is the universe's dou
writing, a space covered with hieroglyph-
- ics. To write a poem is o decipher

the universe. . . . The reader repeats
the poet's act; to reagd the poem is to

- translate it and, inev i{, to.con=-
vert it into another poe

de for the
velled. The. |
le: a secret )

.The form of each poem, because “f the organic connec-

tion of form to content, of form to image, must be determined

by the material of the poem. Form "is the pattern of the

movement from perception to vision: it arises as the poem
. .

42

arises and has no life outside fhe movement of the poem."

"Exchange,” p. 30. One might
%lso logk at and compare Charles Olson, "Letter to Elaine

einstelin, May, 1959," rpt. in The New American Poetry, ed.
Donald M. Alleén (New York: Grovea, 1960), p. 397, and Denise
Levertov's "Statement on Poetics|," op. cit., p. 412 "I
believe every space and comma is\a living part of the poems
and has its function, just as every muscle and pore of the
bedy has its function." - ' ‘ -

4lPaz, p. 72,

40Rothenberg and Creeley,

42

[
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T Iimit his journey. "The ge;?ﬁs of Eheineﬁ‘boetry [is] in

different eyes and minds." The deep image therefore cannot

-Creeley refers to Olson's "Projective Verse," (Poetry New -

39

- ) ¥

Y4
-
e e oy o tahay A

Each poem thus becomes an individual and not-to-be repeated
: ‘ ~%,

act of vision, and a poetic for itself. -

U

In a Blakean passage, Rothenberg offers five "principles"

on which he stands:
/ N

The poem is the record of 7 movement from

perception to vision.
Poetic form is the pattern of that movement

through space and time.

, The deep image is the content of vision
emerging in the poem,

The tehlcle of movement is lmaglnatlon.

The EBondition of movement is freedom.

kY

In penetrating his own being with his imagination, thg/,//f””’/'

PR
I

poet achleves freedom of mgygmenxg~,ﬁe is not bound by

4
forms, either old or new, or theories or poetics Whl€E’E£EB§,4,~”’/f

its power to create rather than imitate." This understand-

ing means that each poem becomes "a new creation, not a copy

of nature or of other poems . . . [and places] a maximum

value on the unigue differences between poets, as all have

s

be confused with a search for archetypes or a desire to make
pictures. Each poem is different because each poet is
different and will therefore create unique visions whi#h will

emerge in and as the poem. Rothenberg’'insists, here as else-

' 43Ibid.,‘p. 31. Cf. Robert Creeley, "Olson & Others: }
Some Orts for the Sports," in Allen, op. cit., pp. 409-10.

York No. 3, 1950), and to the principle that "form is never |
more than an extension of content,” and to the "process" in

which "ONE PERCEPTION MUST IMMEDIATELY‘@ND DIRECTLY LEAD TO

A FURTHER PERCEPTION. . . ." v
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where, that "the important thing is not to make a school, but

to hope for a refocusing of concern towards a 'deeper view'.'A4

As he remarked several years after the publication of the

correspondence from which the above guotations are taken:

"With much of the 'deep image' discussion . . . you must re-
) //

member that te'were being delibera:iif/fﬁﬁf}¥94/iég§ing our
‘'options open so to speak. The idea was for the poem, the

. __— 45
work, to signal the event. . . ."

e

’///////;,//f’/iﬁﬁthe correspondence with Creeley, Rothenberg te-

iterated his. critical/theoretical stance, and expressed a

fear of being "trapped in a (theoretical) limitation too

i

easily arrived at." Rothenberg was not concerned with for-

mal or final definitions but was concerned to make state-
|

ments that would suggest an insight into deep image to poets
writing poems.  To do this he chose a method in which he ex-

plained "by e%ample (in the selection of the poems) and sug-

w46

gestion (in the appended prose-stateménts. .« e This is

a technique to which he returned in later work, especially
in the anthologies of ethnopoetic materials. The use of
this technique demonstrates a commitment to poems rather

oL 7
k. N !

44Rothenberg and Creeley, "Exchange," p. 31.' Rothen-
berg is insistent in his warnings against making "a school.”
In Revolution of the Word, p. xvii, he stipulates "that the
function of poetry isn't to impose a single vision or con-
sciousness but to-liberate. . . ." Je also remarks that even
the making of anthologies can be "dangerous," and that he
sees "anthologies as a device for signalling what's possible
in poetry, not as an authoritarian guide to poems or poets”

(p. xxv).

45"Conversat_ion," p.. 140.

46Rothenberg and Creeley, “Exchange:“ p. 29.

*
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s st

n to theory. The core of Rothenberg's poetics is that
'definition and critical argument are validated by the poems
which grow out of them, and that, regardless of poetics, the
poems must speak for themselves. The test of a theory is not
its logic but what may "emerge" in the "poem--i.e., the

47

movement (action) of the poem."

For A Controversy of Poets Rothenberg wrote of the de-

velopment of the concept of deep image, its roots, and the

-

relgtion of his own poems and poetics to the work of other
e .

poets and poems.48 In that statement he sets the material

¢

into a historical frame and shows the relation of deep image

to his later work in both translation and efhnopoetics.

In the language of the statement one can see how Rothen-

§¥r§ has incorporated earlier ideas into the very diction he
uses. The visioning ana envisioning of early statements give
way to "sighting", a word Rothenberg used later as a title
for a series of poems. 1In his summary for Leary and Kelly

Rothenberg traced the history of his concern with image "as

a power (among several) by which the poem is sighted and
brought close . . ." to about 1952. After 1958 this concern
"developed quickly in close workings"” with other poets in-
ciuding Keliy, Antin, Schwerner, and Bly. Other influences

v - . . A,
included Blake, Rimbaud, Neruda, Whitman, and contemporary

poets of America and Eurogg, particularly those.writing in

47
Rothenberg and Creeley, "Exchange,"” p. 27.

48A-Contro?rersy of Poets, eds., Leary and Kelly (New
Xork: Doubleday Anchor, 1965), p. 549. :

1
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German, as well as what Rothenberg called "ancient texts"

N

which, he claimed, lead him,“in."a world cut-off from vision

& thereby incomplete" to-a "reconsideration of the poem's

v

roots" in, for instance, "shamanism & to a growing sense of

\

powers, new & old, of word & song & image still here as

keys.“49

.

In an interview with David Ossman published in The

Sullen Art in 1963, Rothenberg explained that he was "look-

ing for a Kied of poetry that will probe deep, in terms of

statements and through images, without being untransmit-
50

table." What deep image poets, and those who began to

explore the power of image, the precursors of deep image

poets (Rothenberg claims Rimbaud and Whitman) "hit on was

not a poetry which obscures communication, but a poetry of
4

the most direct communication possible."Sl In using deep

. image to set up echoes and reverberation, the deep image

poet explores the unconscious "in such a way that the uncon-

0

scious 'is speaking to the unconscious." This movement of
deep image from unconscious to unconscious will produte

poetry that will "communicate itself in the most direct

49Loc. cit.

5oDavid Ossman;Aed., The Sullen Art: Interviews by
David Ossman with ‘Modern American Poets (New York: Corinth
Books, 1963), p. 30.

American Surrgalist Poetry, p. 26.

\

Slﬁgsmanaﬁpp. 30, ﬁl. Cf. Germain, Engiish and
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. “theorists.,

43 :

terms imaginable."52

/

This is again the language of mys&&-

cism and religion, in tone closer to Buber than to technical

In the first magazine Rothenberg edited, Floating World,

he had scope to explore deep image in the way he had |ex-
plained to Creeley was the best way to understand it/ by

particular choice and arrangement of poems, and in the edi-
M L]

T e S M Dt I AT T

té}ial statements, comments, and introductions to the work.

In Floating World, Rothenberg tried "to show the inter-

relation between poetry written by some young poets in America
. . . and some of the héjor aspects: of European poetry-—thaﬁ j
poetry, in some sense is transnational and transtemporal.f’53

By 1963, the year of the Ossman interview, Rothenberg had .

identified the act of writing a poem with the act of "see-'

ing", so that he could spéak of "poetry of other times and

places" becéﬁing accessible and contemporaneous. The key to -

wha‘ is "transnational and transtemporal" is particular "ways

of poetic 'seeing'" which Rothenberg equates with the search ‘

for deep image. Deep image thus becomes the key to Ythe

poetry of other times and places, as well as source of power . : ’
in our own."54 Octavio Paz gives support to ideas similar i
52

Ossman, pp. 30-31. Buber speaks of "directness" of
communication between people (R.G. Smith, p. 27), and uses
expressions such as "{[people] communicate themselves to one
another as what they are." Buber also uses terms such as .
"vital dialogic" and "transforming meeting" (Smith, pp. 24, .
25). N

3stman, p. 28. ”

54Loc. cit. -
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to Rothenberg's in a discussion of our percepﬁién of time:
"If years, months,aaﬁd days actually do not ‘pass more quickiy
now, at-least more things happen in them. And more things
happen at the same time-~not in succession, but éimultaneousl&.
‘Such acceleratibn produces fusion: all times and all spaces
flow together in one here and now."55 |

Paz, in speaking of tpe Romantics and the romantic ime

pulse, éxplains what Rothenberg called the .transtemporal in

, poetry.” "The poetic proceés inverts and converts the passage

of time; the poem does not stop time--it contradicts and

transfigures it, . . . Within its confines time passes dif-

ferently from time in history or in what Qe call real life."s6
These statements sum up what was to become the basis of

ethnopoetics. The concern for other times and places, for

that which is transnaéional and granstemporal, and the in-

sistence on the relation of the poem to a vision of reality

leads directly to the evolution of ethnopoetics. Rothen-

" berg's belief in the technique of arranging materials and

allowing the juxtapositions to give the reader further ex- )~
periences of reverberations than might be experiencéd fromn
works<printed singly, and the suggestion that contemporary
work can be reaé side by side with early work to convey

"vision", goes back to Floating World. Eric Mottram pointed

out ‘that the "practical theory of the diverse procedures$ in

55

Paz, p. 6. 5 ;
56 , ‘ /)

Paz, p. 1
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' literary allegiances and alliances are also reflec;7d in his

‘Hawk's Well Press, 19§0).

—_—

Floating World is clear in certain passages printed in sup-

port of the poems. The ambitious and accurately gauged re-
? . ° .

quirement was clearly freedom from the century's darkness, a

]

movement‘out from the ambivalent darkness and light within

the human soul itself. . . ."57

The "century's darkness" had been clearly delineated in -

the'"Introduction" to New Young German Poets,58 and "the am-

bivalent darkness and light within the human :soul itself" is

the direct subject of White Sun Black Sun, in which the

darknesses of the human soul and of this particular century

overlap in image and deep image.°>

In New Young German Poets, Rothenberg's vision of the

poem can be sensed; his remarks about the poems and the poets

themselves function as keys to the evolution of his own poe-

sis, the framework of which begins to appear in White Sun

N N £

'Black Sun, the first volume of his own poems to be printed.’

J

In New Young German Poets Rothenberg recognized what

were to become the foundations of his later writings. His

identification with the poets he translated is clear from his

remarks-about them as individuals and as_a group. His ' ‘

- remarks, which constitute a beginning of the staterplents which

3

57

Mottrém, "Song," p. 165.
‘ 8Jerome Rothenberg, ed. and tr., New Young German Poets
(San Francisco: City Lights Pocket Poet Series No. 11, 1959) .
Hereinafter cited as NYGP,

59Jerdme Rothenberg,  White Sun Black Sun (New York: -
Hereinafter cited as WSBS.
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, together make up Rothenberg's vision of the poem. It is -

also clear from the contents of the two books that Rothen-
berg could see "the darkness behind the current slogans" as

being alive in and applicable, as an image, to America and

Europe equally.60

- '
L]

Rothenberg's work in New Young German Poets comstitutes

more than a translation, more than. an introduction of ‘the
European avant garde to an American audience. It is also
an early statement of Rotheriberg's personal and poetic

manifesto. This.manifesto is rooted in a vision of the

poem in history and as history. New Young German Poets
is a record of the beginning of Rothenberg's exploration
of that vision, which constitutes,' in Paz's words,. "the

61 This vision of the poem is directed

other ‘coherence.”
ag;iﬁst ignorance, parochialism, ahistoricism, and material~
ism. The beginning; of that vision and that exploration,

. which appear in New Young German Poets and in White Sun Black .

. .
Sun, serve as an early introduction td Rothenberg's state-

" ments about poetry which eventually culminate in ethnopoetics ~

and which are predicated on the assumption that “"poetry is the

world of nonsequential time." 52 ‘ . -

In his "Introduction" to New Young German Poets Roth- :

. enberg explained that the poets he had chosen té translate . |

60 .

NYGP, p. 1. —
; 61Paz, p. 57. ’
. 62Loc. cit, o -




. s - having to come through again and again.
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are part of a genération that's come of

age over the ruins of Hitler's psychotic
Reich, Their emergence as a new avant -

garde (opposing the inherited dead world

with a modern, visjionary language) is a
miracle beyond the economic hoaxes of a
hundred Erhards. No set style or mani-

festo brings them together . : . only ¢
some’ sense of having come through and of

* And because they've seen it in the open,
they're quick to sense the darkness be-
hind the current slogans. . . . In a na-
tion that buries the past from its child-
ren, the pain of their song is a t_riumph.6

The stress in the briéf "Introduction" is on the decadence

~

of the "old world" and on the enlivening of the post-War
world-via "visionary language”. It ié from the triumph of
"visiéﬂary language" that the.hew,world‘y}Il be born. This

emphasis on "visionary language" is at the centre of Rothen-
B N .

. berg's work. It is what Rothenberg seeks as poet; as trans-

lator, as editor, a§ aesthetician, and as ethnopoeticist.
Rothenberg's notes about the poets he t}gnslated for

New Young German Poets give some indications of his concerns

at-that time and introduce some of the ideas with which he

. continued to work. Rothenber§ begari an evolution towards

- - Poland/193l1 in his remarks about the poets who survived

Hitler.64 He presents Paul Celan as a poet who, because of
his Jewish background, "grew up-apart ‘from the German world
‘whose language-he shared. Surviving,'he has transformed

* -that language into a unique personal instrument for assault-

©

°

63NYGP, p. 1. o

. 64Je"rome Rothenberg, Poland(léBl (New York: New Direc-
tions, 1974). T |

E
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ing a reality that has wounded him but that he still de-

65

sires to address as 'Thou'.”’ > Here Rothenberg demonstrates

an- awareness of Celan's kinship (and his own) to Kafka, his.

own ‘understanding and adoption of Buber's I-Thou terminology
and frame of reference; and an involvement with the contra-

dictions of Jewish background in a non-Jewish culture, a ] -

theme which emerges fully in Poland/i93l.66 Rothenberg, l'ike

Celan, is determined to transform "language ‘into a unique

peréonal instrument for assaulting a reality that has wound&ﬂ; /

him but that he still desires to address as 'Thou'." The
body of the work that Rothenberg produced up to and includ-
ing the Poland poems can be seen as a variety of attempts to

' transform language into a unique personal instrument at the

©
‘

same time that it is an attempt to locate, récognize, and ex-

! press the "Thou", ' ’

>
!/

" In the notes about the poets Rothenberg points out-that =

the work of Helmut Heissenbuttel is "full of contemporary

“~reference . . . as well as a sure sense of the momentary

visual image." Heinz Piontek is "at his best with a modetn

~

image of poetry that hovers on the edge of the irrational."
Inéeborg Bachman is notable because of 'the violence of her L

- imagery, "her prOphétic tone," and the "strong elements of
. N

65NYGP, p.l. . ‘

66Kafka also "grew up apart from the German world- whose
language he shared" and "transformed that language into a
unique personal instrument for assaulting a reality . . .
that wounded him." The parallels between Kafka and Celan
are less important to this essay than Rothenberg's recogni-
.tion that parallels exist. ’

a
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religious gpasting“'vifible in her‘pggms. In Enzensbérge;'§
work“Rothenberé«values "the use of a direct colloquial line"
and points to théf poet's "sense of everyday evil," Rothen~
berg describes Giinter Grdss as "é master éf reélis;ic fan-

¢

" tasy" and explains that his "beautifully inconsequential

;poém,‘Nana the Doll;. . . broudht loud protests from readers
T ; - -

~who felt it marked the end of high German culture, decl&ne )

-~

" of the west, etc. No such lﬁck."s? inNthisﬂstatemenp,
Rothenberg clearly demonstrates his alignment with the "re-

vision™ which pressed towards .the final qpllapse'of what he L

2

saw as a disintegrating and moribun? culture."
Rothenberg's concerns in New Young German Poets appear

&

o ‘\ , ) ‘

in his own early poems. What many of.those poems have in
» . . '
common is an imagerysof paradoxes, of light and dark, black

and white, sound and4sileqc3.’ This imagery appears not only

o

in the translations but in the poems in White Sun Black Sun,

1

the very title of which points towards paradox which is .cen-

-
-

tral to Rothenberg's poetics. The confluence of vision )

common  to the- poets Rothenﬁerg translated can b% felt in the

poems in White Sun Black Sun, a work full of ﬁg%%témporary

reference . . . as well as aléure sense of the momentary -

‘visual image" in which the image &ften "hovers on 'the edge
3 I'd ) . i

of the irrational.” Rothenberg's d%pt to Blake and his

identification with a Blakean/Romantic vision, are also gv;-
68

.

The poems in the book delineate >

dent in White Sun 'Black Sun.

»
v

67 © ' )
. 'mvep, pp. 2, 3. :

68

s 4

- . . L
See Paz, Children of the Mire: Modern Poetry from

o ta - <
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. Rothenberg's "sense of everyday evil" .and approach a vision

of a Thou-inspired reality which springs from an aftempt to
. ' 7 .
expand past that evil. Rothenberg himself becomes "a master

. of realistic fantasy" whose "imagery is violent” and whose

.

tone is-"prophetic",in White Sun Black Sun; _ '

The® parallels between the poems in New Young German Poets

-

and in hlte Sun Black Sun are con51derab1e. There are - !
{ 2

51m1lar1tles in toné; in feeling, in subject matter, ang in 3

vision. There are also striking similarities in sound pat-

terns and image, for instance in the first poem in New Youn
German Poets, Karl Krolow's "Love Poem,"69 and the ;edicatory

poem in White Sun Black Sun, "For Dlane.“7of Krolow speaks

of ‘flesh "painted with the chalk of sleeplessness,/Palnted
‘whlte with the death of tlne whlch/ls dying .at this hour./ '

Painted with mortar that crumbles on your face,/Painted with

]
night-wqtches."71 "For Diane" is-a poem which speaks of

"the shadow of life" as a "journey from darkness to darkness"
in which the speaker trails hi's deaths behind him through "a

night that has swallowed the ocean," a kind of timeless and

B

tiﬁe-eonsuming death-watch in which the images of crumbling

faces and. the insistence of shadows, lights; echoes, disin-

.
“ .

.

Romanticism to the Avant-Garde, for an exploratlon of the ﬁ\
relation of Romanticism to the avant~garde and espec1ally

Blake's influencé on the romantic vision and- through it on
contemporary writers.

‘ 69NYGP, py 11.,
, 7OWSBS' p. 5’. . ‘ - ’ ‘
N 71NYGP' p- ll

e e e & -
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'of decay, is also a love poem which begins with the "ogther

side of your voice is the_echo,of love:" and ends\with the
I wish that "soon may all sides of our sight be met iy the/

sxlence of love." 72

“ ’ ’ 'Y

The openlng stanzas of Celan's. "A Death Fugue" intro-

t

, work, a partial repetition which allows the reader to as-

‘similate the image, and to e with its expansion:

r

y . Black milk of orning we drink you at dusktime
. ) e drink you at noontime and dawntime we drink
- : you at night *

we drink and drink '
we scoop out a grave in the sky wher; it's roomy
to lie B

{

As Walter Hollerer says in "The Words Behind the Slogans,"

about the work of another poet writing in German, Gunter

. 3
’ >

‘ Eich} the "point of contact with early expressionigm'is the
. - . 74

/

L berg uses frequently, especially in his eérly’poems, is meant

t

. to point out according to Hollerer th%f khe "whole list of

enumerated tﬁings becomes a poem by virtue of the rhy{hm and

L

1y Co '1’

1
A

72t : >

? } WSBS, p. 5. . _ ’
: "3xyep, p. 16.
; ’ , Thyalter Hollerer, "The Words Behind" the Slogans," tr.

. 1961), 122. -

tegrating bodies creates a tone and feeling similar to those

H ) in Krolow's poem. "For Diane," however, for all its images
]
J

duce a sound pattern which-arises frequently in Rothenberg’s

,enumerative style.” This enumerative style, which Rothen-

Glender, Krell, Hollerer, Evergreen Review 5, 21 (Nov., Dec.

AR
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would assume, as well as his attention to prosody,  especially

z | 52 -

R
.

the power of sincere expression, withqut any affected sym-

= et hn

bolism." What is important about the &numerative stylé is ‘

that it achieves "more than an\enumeratl n, becau;e ths{f

reader enters and moves within a definite moment - a lyric

[ 3

—

moment. The moment -captured here is an exact and compelling

particle of the present which takes on its coloring through

i

A s ST

immutable individual objects." Hollerer points ofit thit Joyce

called such moments "epiphanies".75

Rothenberg refers to- P
them as envisionings of deep image.

v

In Rdthenberg's "Please Tell Qove for Me," the repeti-

tion of the enumerative style and of the word. "who" at the

'

beginning of the lines,énd of "tell" throughout the poem 1is

-

reminigcent of Enzensberger's use of "who" in "hotel fratern-

76

. 3 o f e 4 . .0
ite."’/ A similar use of repetition.and enumeration is

visible in Rothepberg's. "A Country Dark Without Ghosts," and

in "The' Stationmaster's Lament."77
\ -

) .
The poems in White Sun Black Sun introduce some of the 4

themes and images with which Rothenberg continued to work. ,
. hS -

"For Diane," "The Sorrowing Clown,"78 and the "The Station-
master's Lament" demonstrate the beginnings of Rothenberg's

"voice" as a poet and the beginnings of the personae he

- / -~

{

?SHollerer, pp. 122-23,

‘ 7GWSBS: pp. 36, 37 and NYGP, p. 55.
.-"T4sBS, pp. 12, 13 and 27. '

78WSBS, p. 26.
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as it is related to "enumerative style". Rothenberg's care-

, / : —
ful attention to line-break and his use of a breath-line and

the breaking of it for emphasis are in a sense the precursors
P

of the later and more experimental poems in -which he pushes

I’y &

"line” and "image” to their limits.79 In White Sun Black Sun

one also discovers the flirtation with surrealistic imagery
* which led to "deep image"” and the use of what Rothenberg

himself described, in speaking of Heissenbuttel, as "the /

. - momentary yisual image . . . that hovers at the edge of the
. . "\80
irrational.

The epigraph for White Sun Black Sun is taken from

N

Blake's The Marriage of Heaven and HeLl.81 It delineates a

visionOf an

+ ing city" from which a sun, "black but shining,"” -is visible

"at an' immense 4 tance."82 The image is paradigmatic for

Rothenberg: the interplay of smokey and fiery, which implies

!
a "live" center inside an obscuring screen, and of "black

but shining," which again introduces the mirror quality and

the black center which apéears to give light, gives the !
+ . 3 [}
reader an early taste of deep imagery §nd the interaction

, and interpenetration of imgges which Rothenberg employs not

. ~

79See particﬁlarly, Sightings, Further Sightings, and.
A Steinbook & More, in Rothenberg, Poems for the Game of
Silence: 1960-1970 (New York: Dial, 1971), pp. 56-89.

80yvee, p..d.

';

8lyilliam Blake, "A Memorable Fancy," Plates 17-20, v
The Marriage of Heaven and Hell, in 'BLAKE Complete Writings,
ed., Geoffrey Keynes (L¢ndon: Oxford Univ. Press, 1971), pp.
155-57, - .

82WSBS, p. 8..

e memRor v

"infinite Abyss, fiery as the smoke of a burn- .

@
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" black & white spiders".

';p the human condition\between white and black suns.

only in simple or extended metaphor, but ifi the very dic-
tion and structure his poems.
Vast spiders, "terrific shapes of animals sprung from

cogguption," crawl after their prey as they revolve around

the "fiery tracks" of the black sun. From the immense-dis-

tance from which the speaker pexceives the scene, he at;
tempts to locate himself, the meaning of his own existence,u
among the images. He asksé'"which was my eﬁernal lot?" The
answer provides further levels of ambiguity: "Between the -

8

Rothenberg's "A Lift Boy Lost," establishe§ the.

‘ poet as the speaker in the epigraph and makes the parallel

with Blake's vision explicit.84 " The speaker, a "city boy

" lost in the countre," is wounded by the sightsJ\the‘soundsqu

tée very textures of’natg e. He has been taken\ﬁfrom the
white' sun and . . . lef /. . . in the black sun.ng . o
Placed in the world, he is the loét child, the faﬁperless
child of Blake's visjon struggling towards identit& with Fhe

turning how, no door", and is caught
85 -

¢ry, "I/have no way o

83WSBS, p. 8.

844sBS, p. 9. See Blake's, "The Little Boy Lost," and
"The Little Boy Found," in\Songs of Innocence (BLAKE Com-
plete Writings, pp. 120-21

85blthough Rothenberg lin the poems in White Sun Black
Sun makes repeated reference to Blake's vision, especially
as it is expressed in The Marriage of Heaven and Hell, the
persona in WSBS is as disturbed by questions as comforted by
faith.” Blake's god/father does not appear in Rothenberg's
poems. Rather the speaker struggles to achiewe a perception

o~

~
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"Invincible Flowers," the poem which follows "A Little Boy

. 7 ,
.Lost," ends with the statement that the "light {s enclosed

on each side by the-darkness of/flowers."86 I;/"A Country

1}
Dark Without Ghosts," we are reminded that again "we must

come from the crossroa@s," and, the poet asks: "Does the

shadow have nothing behind it?"87 ' o

£

- o
of ,the "Thou" in the "Other." In the poems in WSBS Rothen-
berg is still tentative, gquesting. He senses the "Thou" in
the "Other™ but is assaulted by the "It" at every turn.

Rothenberg's exploration of "deep image" and his commitment
to it and to "visionary language" constitute a resolution ,

-of the quest, a determination to seek the "Thou" which im-

plies a faith similar to Blake's and which finds its,pa%al-’
lels in mysticism and religion, and is perhaps expressed as
parallel best by Buber on the one hand and the Hindu concept
of Karma on the other. The Hindu concept of Karma includes
the idea that each of us is born and re-born to work out cer-
tain prpblems, and that each of us must live out what we
carry with us from previous incarnations. The path to uni-
fication with the life-spirit of the universe is different
for each\of us, but in each incarnation we must accept what
we are and live it through in order to be rid of it rather

"than fighting against it, for each incarnation is a manifes-

tation of the universal life-spirit, and through the full

living through of each incarnation we approach it more closély.
er called the "It" is not to be despised or over-

Thus what B €
come, as it \is in Buddhism, but is' to be valued and examihed
to see how it is a manifestation of the life-gpirit. Buber's

‘concept of the "Thou-in-every-living-thing" is parallel to the

Hindu concept), and Rothenberg adppts this view of reality and
uses it as oné of the bases of deep image "which ,is more a
philosophy than it is a technical| term. Paz has pointed out
that "in poet a personal, religious vision of the world

and of man manifests itself" (p. 108), and that there is a
belief in “cq&respondences between \all beings and worlds," —

. which "is the true religion of modeX¥n poetry, from Romantic-

ism to Surrealism" (p. 55). What is more, this "poetic image
shapes a realjty which rivals the vision of the revolutionary

'and that of tI' religious" (p. 56);//

- ¥ \ i
8uses, p. 11. S

87WSBS, p. l2.
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v We ourselves are mirrors of mirrors, an image which
appears repeatedly in these poems. rThe.poems are’ full of

eyes, of cries, of images of images, of white suns and black

suns, spiders and moons. The landscapes are barren, as they .

are in "Seeing Leni Riefenstahl's Triumph of the Will," where

"the eye of some Jew my mother's brother and son/glares with-

"out end in the whiteness covering Poland," or so rich with

images that the richness itself suggests a barrenness.88

Even the sun becomes "something pale," "a cinder/dropped down

a well,/like a sea-egg,/like something that's lost/,"89 an

PR

image of post~War Geimany that is reminiscent’ of Celan's “"A

Death Fugue."

/ u
The dreams in the book, and there are many, are bad
g0

. 5 ,
dreams, and "the rain can't stop falling." The moon is dark;

the sun is black. In "The Sorrowing Clown," mirrdors "cover

a field where the moon is crying" and cities are "black-

bordered".91 What communication is p0551ble from such cities

+

rom SLlences h%avy with winter," a winter of "clowns
Qéair!"gz ;
; , .

fle poems .in White Sun Black Sun introduce the reader to

éhis ﬁrld of claustrophoblc lmages where there is "no way of

25,
z6.

i L ) .
' 91wsss, p. 19. »

92$sas, p. 26,
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turning now, no door." One can see that the imagery is
cumulative,-that the face of the dedicatory poem appears and
reappears through the book as one face or another, one love

or another, one echd or another, one death or another, show-

ing one side or another. The mirrors we are and the mirrors

we see present no pleasant vistas, and the sun is black, per-
haps blackened by Celan's "black milk of morning," the ashes
of'the concentration cambs; and the moon is a‘spider which

weaves a web of light to catch its prey, as we hovernover a

the "infinite Abyss", which is not some mythical Hell but

our reality itself,.
n93

The face in these poems is often "the
: <
profile of death, a coffin where "sorrow is hou_sed".94
. ‘ :
Only in the far side of the voice do we discern an "echo

W5 96

of love. All else is "“days without hope" in "black-

bordered cities,” and the speaker can only "battle the streets

with mirrors and chalk/and the night with dark kiéses."97

"The Stationmaster's Lament," a poem which demonstrates

,some of Rothenberg's techniques of this period, combines. a

lyrical guality with "realistic fantasies" and "irrational

images".98 It introduces a scene which is European in both ,

93ysBs, p. 5 - o - C

94WSBS,

95WSBS,

96WSBS,

97yusBs,
98,sms,

P.

P.
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‘conceptién and design while it includes "Busterkgaton—like
‘heaas" and a cello;playing workmen's circle of brakemen.

The location of the poem is "transnational," the images
particular to post-War Europe. The trains which “"have been
constant" are redolent of Mussolini's promises, and those
trains which have been "constant in death" are the éattle
cars of the Third Reich. The poem depends for its effectivé—
ness not only on the enumerative technique and on the répe;
tition of sounds and-images which produce echoes, but also onk
the ‘power of the }ines\to reverberate in the consciousness

of the reader among the other heard, seen, perceived or half-

perceived concepts and images in the mind.99 The poem is,

L}

in a sense, a narrative which depends for its "plot" on the

‘reader's ability to "see" or "envision" the interconnections

-

99The enumerative technique can be seen as one of the

bases of the theory of deep image.. As Hollerer pointed out,
the reader is forced to take cognizance of each "exact and
compelling particle of the present," because of the confron-
tation with "immutable individual objects" (p. 123). Hollerer
also points out that this technique is a link with German ex-
pressionism. It is also reminiscent of the style of Gertrude
Stein, a writer Rothenberg has claimed as an early and im-
portant influence. Stein's insistence on the noun as the
basis of writing and on the use of words for their‘associa-
tions and sound, as well as the use of repetition which led
to a confrontation with the concrete physical object which is
made present by such techniques, can also be seen as contri-
buting to Rothenberg's development of the concept of deep
image. Of interest also is the fact that enumeration as a
basis for both style and structure is prevalent in the Bible
and is particularly noticeable in the 0ld Testament prophets
as well as in Genesis. Rothenberg uses the technigue most
effectively in The Seven Hells of the Jigoku Zoshi (New York:
Trobar, 1962), rpt., Between: poems 1960/63 (London:Fulcrum,

+1967), pp. 23-42, a series of poems structured around a Budd-

hist theme. The poems themselves are fraught with Biblical
reverberations which are carried,in line and ‘image and es-
pecially in the prophetic tone which is coupled with the
enumerative style, a technique Rothenberg began to explore in
White Sun Black Sun.

a -
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of seemingly dispFrate images. The poem is complex, thé re- ‘
féfents‘mang and varied. -

True télthe title, the stationmaster laments what he
has buried. The chairs in his station, his consta;t com- . /
panions, lament wifh him, as do oéher inanimate objects such
as plants, telegraph keys, as well as do brakemern and con-
ductors. fhis station is no whistle-stop.: It coniéfns three
hundred chairs, dreamed or real. Although the colloquialiéms,

rhythms, and language are American, the images-are at once

transnational and transtemporal. . o

1
n

"The grey form in the grass," which appears in the first

stanza becomes central to the meaning as the poem moves to-

wards a‘conciusion in which where‘"grey forms were rising e
commuters/climb ramps throﬁgh the night/They throw ‘in their .
fistfulls of earth and bad dreams." The location is Germany,

where "grey forms rise" and«the "trains have been constant in

death." Although the cellos are now‘in the hands of-blonde

brakemen who have perhaps inherited or rescued them from the

final solutibn, they are also the cellos of the death camps,

of final farewells, lamentations said under the ga;e of the

eagles visiblg'as Hitler's symbols, the imperial symbols of

mundane wealth and power. Now, after the war, "where the

grey forms were risiné commutgés/climb ramps thréhgh the

night.". aPey climb thrdugh the darkness of their conscious- :

ness of history, through-perhaps dimly remembered visions of -

" what has become "a nation that buries the past from its i

— o

SR
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n100 Rothenberg has already told us that there are

101 o

.children.

-

"no tears where there are no memories."”

»

In their very climbing, the commuters "throw fistfulls
( _‘of earth" as one does into an open gravé. By‘climbing‘onto.
the "innocent" commuter train, they surrender their- bad '
dreams, the memories which litter the train tracks andlare
_discarded like the fistfulls of earth in the grave.. On their

ahistorical commuter trains, "they run to the edge of the

night where no one will follow/Past lakes of blue darkness

.
e~

‘where furnaces holler: like bulls."
| The poem will yield another meaning too. The images can’
be read as American, the nationywhich buries the past from
its children can be read as America during the McCarthy period.
The eagle is an American symbol as well .as a German one, al=

. though it is meant Eb”convey the similar'symbolic meanings in
both cases. New York City, to which Rothenbérg magés o£her
'refergncés in other poems in tﬁe book,vis also ﬁhe centre of
commuter trains. The bad dreams of America and of Americans,
newiy melted.and newly minted, may be the béd dréams”of the
European experiences'they fled, the threat of the myth of
“progrgss".they face. The furnaces which appear at the end
of the poem are both:th? furnaces of the concentration camps
and the furnaces of pési—war technological pfoduction.

Rothenberg served in the U.S. Army and was stationed in

Germany between 1953 and 1955. As a Jew trying to understand

.

100ygp, p. 1. S )

10lyems, p. 24.
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_ ments, of moral imperatives to survival in the face of the

61

®

2l

the remains of the war years, Rothenberg was haunted by E?e

landscape and its spectres.

¢

tion of the disintegfation of Western European and particu-

His poems continue the explora-

larly German "High Culture.” 1In later volumes he explores

the relation of crimes to punishments, of actions to judg-

loss of a whole generation.

The work in New Young German Poets is an admitted -at-

tempt to rescue and display that which survived Hitler not

only physically but spiritually.” White Sun Black Sun is a
similar attempt at rescue, partly thé rescue of a Blakean

vision of America, even though the poems are full of images .,

of rot,_and diéintqgration. In the poems in White Sun Black
Sun are visible no£ only images of death, dis-integration,
"and disintegration, but also images of growth, of light
6verlaid on darkness, of life arising from thg images. Even
in "Thé Stationmaster's Lamgnt," t@gfe is a gentleness which
suggests that even, the stationmasger is human, is entitled
to grieve, is, whatever else he may have been, just 1£ke us
In this Qay "deép

©

Out of the oppositions and

in his everyday-needs and reactions.
image" functions in these poems.
°contradictioqs, the interpenetrations of darknesses and lights,
good and evil, shadowslaﬁd stars, life ana destruction, while
"the other side of your face is the profile of death:/it -
mirrors the étars‘thagdenter my fbom to £ill it with ashes,"

a voice, the echo of love,-is audible.lozn

3 N -
<

' 102WSBS, p. 5. The technique Rothenberg uses here is

’

4




AJthough White Sun Black %5&h is Buropean in many re- b

spects, in the tone, imagery, and settings of many poems,

there is no lack of American réferences.u The plastic flowers

of "young girls in lofts in the Bronx" appear in "Invincibie -

Flowers." "A Poem for a Small Manufacturer,™ with its king.

r

of dresses is certainly American in its smallest detail, "l

chiding America in its intention.lo3 Even "Seeing Leni Reif%n- -

stahl's Triumph of the Will," is dated, "San Francisco,

1959."

’

i —

\
|
|
"A Poem for the President,"” is 'a macabre fantasy set "in|

i

' the second darkness of Brooklyn" where there is "death in / .

the tenements."loﬁ Blizzards drive "their wagons down Broa%—'

wl05

1

and the "face of America !

in "The Sorrowing Clown,

way,

i

buried under/a stone" begins, "The Real Revolution is Tra-
éic.“106 What is demonstrated by the interﬁingling of these
Awerican poems with those so detefminedly related to Europe, i
and the introduction of the American image in £he European

situation or vice versa, is that the "revision" which Rothen-

o N : .
berg called for in his "Introduction," to New Young German

‘ ) ' i j

a = 4
particularly apparent in "The Counter-Dances of Darkness," ' -
(Between, pp. 18-23), in which the process of the making of =
the deep imace is:visible, and in The Seven Hells - of the <
Jigoku Zoshi, in which the interplay of images:provides
an excellent example of the working of deep image.

1034sms, p. 14. " “ » . o

104 : : ‘ ‘
O WSBS' p- 20. * B !

10%sms, pp. 20, 21. - | : -

106wsss, p. 30" i ' : -

a
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Poe;s is callea for equally'ln Europe and in Amerlca.

Erlc Mottram claims that the statements Rothenberg

o

made in the "Introductlonﬁ to New Young German Poets

PO '

to Rothenberg'é own cultural actions.

can

be According

to Mottram, .the beginnings of Rothenberg's "internalized N

actions lie in his research into 'deep image' [and] the

beginningé of externalized action" are manifested ﬂﬁ Rothen-
i .

berg's first translations. Rotifnberg.since "has moved from .
g's fir : moved

self-engaged ‘inner poetry to a social poetry in a classic

development, . ; . [and] Rothenberg's career in fact now

shows as a fine demonstratlon of the esSentlal proceéé of
2

poetry-—the 'translation performance of private into publlc

107’

and of one culture into another." In Rothenberg's own

langnage, poesis is "transnational"” and "transtemporal.”

;
Meptram quotes from Ritual:.A Book of Primitive Rites .

s

and Events, and points to a "rare" biographical note in .

whlch Rothenberg descrlbed hlmself as a “popullst 1n politics,

108

atheist in rellglon, ‘'sacralist in art. Mottram looks

at the broad contours'of the evolution of Rothenberg's
' ' [

poems and poetics and maintains that by the mid-1960s, when

o

\Rothenberg was involved in the performance of rituals and

"events" in‘&ew York City, the

i

%07Mottram, "Song," p..163. . o 3
108

S .

Ibid., p.-171. The quotation is from Rothenberg 8

. Ritual: A .Book of Primitive Rites and Events (New York:
1966), p. 15.

Something Else Press,

)
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event or ritual, or happening can still

be a lone performance, but more gener- , )
ally, from now on, much of Rothenberg's ‘ !
work will be a translation of group ac- , - :
tion. Already, here then he is moving ' i

out from the self into the social, find- . -

ing a way of doing so in accordance with
his non—ldeologlcal politics and aith,’/
and in accordance with being a "sacra-
list,"109 .

—

Although Rothenberg has published no overtly political dia-
.. tribe, or propaganaa for any'particula; cause, his work is

demonstfably political.. It shows a deep commitment to change,
i t

v '

-

a7d the kinds of changes Rothenberg recommends to us are not
. , A

changes in simple poliﬁical allegiances but a rending and

. Y
rebuilding, based on a romantic vision, of America. Octavio

Paz wrote of an "ambivalence of poets who see in magic and

revolution two parallel but not mutually exclusive methods of

changing the worid.“llo 'This is an apt description of Rothen

berg's development into ethnopoetics, the content of which is
both magic and revolution, a cdmbigation aimed at. changing
the woiid via visionary language. Réthenberg stresses boéh
the %agic and the revolution in lgter poetics. Paz has
pointed out that "the magic of modern poetry from Blake to

v . !
our own time is only the other side, the dark side, of its

”111 ' > ) : !

revolutionary vocation. In New Young German Poets and -

in hhité‘éun Black Sun Rothenberg calls for revolution and

7

for visionary language. In later works he toﬁples this .-

logMottram, "Song," pp. 171 72.

U0paz; p. 107. , N

;llpaz, p. 107. - ' , o '
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.York City, January 2, 1974," Vort No. 7 (1975), p. 10l.- As
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demand with a demand for attentiveness to "magic", the roots
of which can be seen in the almost Surrealist imagery bf the

EN

early works. /-

‘Although it is possible to see th% roots of a theo;y;Of
degéhimage‘in the early poemé, Rothenberg himself insists
repéatedlf that theory has little meaninglor use unless it
is accompanied by poems which demonstrate the usé of fheory. . : 1
The Modern critical®stance is to apply a theory to poems as
an aid to undgrstanding or evaluation. Rothenberg sees poems j
réther as the éefining force of theory in which;%ﬁe "kernel"
is gohtained. One defines by "selection, through juxtaposi- " \ﬂ
tion, throuéh presentation of types of poems ; . ..by poiﬁ;—

ing at something. The presentation of examples is a kind of e

definition,"t12

- '

112Barry Alpert, "Jerome Rothenberg--An Interview Con-
ducted by Barry Alpert with Charles Morrow Sitting In, New

Rothenberg points out, the effectivéness of images and es-
pecially of deep image, is cumulative. To abstract a few
lines or even a stanza from a poéem, or a poem‘from a suite

or series, is to surrender a part of the effectiveness of the
work. The "placement of an image within a progression of
images would alter the effect of the images before & after--&
condition the rhythm of the work as a whole . . . a guestion
of the play of images through time, a disposition of images
whose progression & intersection made certain things happen.”
("Conversation," p. 142.) The resonanges and reverberations . "
of images, patterns - of images, and the echoes and re-echoes ,

of sounds and sound patterns throughout a poem or a series . !
of poems or throughout a volume, serve to re-enforce and ex-

pand the meaning of each single image. - (Cf, Olson, Creeley,

Germain above.) For instance, in "The Fifth Hell," of The .
Seven Hells of the Jigoku Zoshi (Between, pp. 35,36) the
"paws of a cat" appear, just after the image of flowers and

-

e Taake e £ TR e A (LR St b ST

. roots in a window, as a frame for."slow tivers" of blood. “

They reappear as the butcher's "soft paws brushing earth,”
echo again in "and the bones will tell us that life eats :
life & grows fat/that we claw each other.” This line pulls




For .Rothenberg, theory is an almost empty "husk“, as
are explanations of deep imaqe;ithe theofy and'the poems -
complete each other to produce a unity of form and con- e
tent, .inner and outer, husk and kernel. One can perhaps

grasp the kernel itself at times, but the same is not true

. for the husk, which, without the kernel, is meaningless,

]
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together various images into a central image which expands

the deep image. The "flowers and roots" of the first

stanza reappear in "I féel the soft grass part," in a seem-

ingly guite different reference and context, and then in

"rows of sweet flesh," which ,echoes the rows in which we

usually find .flowers, and then in "marigolds stuffed into

jars in the sun/the flesh caving in, the wafm center." In

this image the butcher's window is brought back in a further

image of glass jars in the sun which are stuffed with mari-

golds rather than with meat, however the next line reminds

us of the meat with "the flesh caving in," and the image - '

moves to yet another level and in another direction with "the

warm center." Then, coming back to the flower image, the

image of a center, "the butchkr prods young leaves" and the

poem moves to a conclugion indwhich the images reverberate

and expand yet again to include other, further images. "And

if sometimes/we shquld pass a window/strewn with flowers. & ;

flesh/the old memory of the old wounds should begln/& the ’

sweet smell stick to dur throats:/We will know again/that _

image of a dark bull/bathed in its entrails/a shroud of wild .

heavy flowers/that draws us to worship in silence/the sorrow

of all this poor meat." Thus the flowers and flesh are de- ¢

fined as essentially one substance, that which grows from the |

earth, from the darkness of the earth/womb, and that which

is'clawed, torn apart, rots, and returns to feed the earth

again. As in other poems, the flesh of animals and the

flesh of people who eat animal flesh are seen as one sub-

. stance, and the bones of the cat, of the butcher, of the
speaker, of the bull, and of the meat which hangs in the

butcher's window are shown as substantially the same, which

suggests that they are essentially the same. The layering

of the images and the juxtapositions present the concept of

common Substantiality as a powerful and gut-rending feéling.

In the reader's unconscious perception of the interaction of

the images and their accumulation, "feeling precedes and

masters statement." (WSBS, p. 1) The images come full cir-

cle so that by the end of the poem the reader is himself

included in "the sorrow of all this poor meat." The sorrow

: and the meat are defined by the multlple images which inter-
act throughout the poem. s ‘
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empty. As Kevin Power put it:

The "deep image" as .it emerges is a
definition of that sensed awareness ,
we all share. It belongs to the ca- ' e,

\ «  +" tegory of vision because it reveals ~

what is there. Its field is that

of the permanent present. It de-

perids on the cumulative effect of

the build-up of images, their cutt-

ing edge, their suggestive capacity, : e

their penetration, & the flash of

recognition. The action & inter-

+action of the images move the poem

towards revelation, & the keys to

N such movement are found in tension .
and reverberation. The image is: /
not, ‘therefore, a static picture
or an object to be viewed but Ehe
active constituent of vision.ll3

. ) * . R
Out of such vision comes the poem,,which "will contain,

at one and the same time, the pbject and the subject, the .

external world and the artist himself."!!* .

»

AY I /

i

. .
. ll3"Conversation!" p. 155. :
. 114Mottram, "Song," p. 168. Mottram guotes Rothenberg ‘

who quotes Baudelaire. !
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‘that . . . we still pursue, evade & have to face again in

" pogtics," Alcheringh New Series 2, 2, 7, (hereinafter ¢ited

Chapter 3

Ethnopoetics

Ethnopoetics is an ideology which takes as a main ‘point
of reference a Romantic view of the nature, purpose, and

function of poetry.l Rothenberg, who coined the term, de-
i
fines it in reference to Robert Duncan's articulation of
=,
what Rothenberg describes as "a healing and unifying vision °

our very complex rush into whatever future lies before us."

i

Thi?/ig,a‘vision, to quote Duncan, of an ;

ideal of vital being, [which] rises @
not in our identification in a hier- '
. archy of higher forms but in our
' identification with the universe. To
compose such a symposium of the whole,
such a totality, all the old excluded
orders must be included. The female,
the proletariat, the foreign; the / /
animal and vegetative; the unconscious
and the unknown; the c¢riminal and fail- :
/ ure--all that has been outcast and B oo
vagabond must return to be admitted in ' -,
"the Sreation of what we consider we
are.

¢

~

1Rothenberg, in "Pre-Face To A Symposium on Ethno-

as Symposium) points out that if "the present search began,
say, with the Ramantics, it was only that they called, re-
called, our attention to a late European version of a crisis
felt ‘already in the first civilizations,' the first organized
states--not only in the West but everywhere. . . ." Octavio
Paz delineates the evolution of the Romantic perspective
from Blake to contemporary poets in Children of the Mire:
Modern Poetry from Romanticism to the Avant Garde, tr. ’ ‘
Rachel Phillips, (Cambridge: Harvard Univ. Press, 1974).

2rgymposium,” p. 6. ' | .
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For Rothenberg, the "term that distinguishes our part of,
/ that total efforf, . « . that symposium of the whole, is
ethnos."”

- N
Ethnos wasn't always what we would now
Y. take it- to be, not an expression of
what we are as groups in isolation,
centering, orbiting around ourselves,
but an expression instead of otherness, -
a sign that points from what we are or ‘
may become to what we aren't, haven't
thought ourselves to be, may fear or - .
scorn (as in that older "hierarchy of
) higher forms"), . . . At that earlier
time then ethnos meant nation, people,
group, or race, not as this nation
("us") but as those nations ("them" or -
| . "others"). 'It was the Greek equiva-
| lent for gentiles, goyim, pagan,
| heathen--that last word (not ethnos it=
| , self but a word\pnistaken for 1it) mean-
| . . ’ +« 1ing people of the)heath, the country- .
| : ' side, the wilderness, the unclaimed
| land, the ones in nature, natural, the
. lower foreign orders set.apart from us,
- apart from cities, blocks to human pro- PR
- gress, ancienﬁg, primitives, the fathers
- or mothers we must kill, the poets
¢ {Plato said) whom we must drive out of
_ ~ our cities, out of our bodies & minds, . b
‘ in point of fact, those who scorn*“the
S b new god, the abstraction, unity, the un-
L
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conflicted single truth we worship. . . .

Ethnopoetics is not a new construction,

then, but the reminder of an older truth ;
y or linkage: that poetry itself is this,

the very language of the ethnoi, in the

o — equation Plato makes. As poets we are
then. .

Having defined ethnos, Rothenberg goes on to delineate what

°

he means by poetics: "Poetry, the'process.of{" He takes that

I3 . Ny X . 4
"as a process of cognition, of creation in that sense: know-

iy
]

ing, coming into. knowing where we are. To say, articulate,

!

. .
‘e . \



. the immeg}ate, inherited past & find resources for our search
! \

3

our sense of being in the world, however changeful, danger-
ouéﬁ & slippery."3 The process to be "uncovered and learned™
1 g

is not "our identification in a hierarchy of higher forms,"

1

but Duncan's "identification with the universe.” "In that
| .

érbcess,\of which ethnopoetics forms a part, we break with -

o

14
our meetiﬁg with the future, in something vastly older: the

'nature-related cultures,' as_Snyder calls them."4

The basis of ethnopoetics is the belief that poetry is
a s{gnificant'event at the centre of and centred in a'visio;
of the universe which admits of éhe possibility of the
sacrality of eQéry thing;skand this point of view is be-

lieved to be shared with or pdrallel to that world-view
{ "
;

3"Sympo$ium,“ R. 6.
4"Syrilposium," p. 7. L ) .

5See Rothenberg, Technicians of the Sacred: A Range of
Poetries from Africa, America, Asia '& Oceania (New York:
Doubleday, 1969), pp. xix-xxiv., In The Elementary Forms of
the Religious Life, tr. J.W. Swain (New York: Collier, 1961),
Emile Durkheim divided experience into two categories, the
sacred and the profane. The profane is the uninspired ob-
jectified world of normal life. The sacred is that which is
otlier than the profane. The' sacred has a recogniéable power
or fogce.' It is non-utilitarian and non-empirical, that is,
it is‘divorced from the profane world in that it has no
"practical use" outside its own sphere-of reference, and it
is not open to empirical investigation because the percep-
tions which arise from it cannot be proven or disproven by-
empirical methods. The experience of the sacred makes a
demand.on the one who experiences, not only at the moment of
experience, but further, extending into the profane world a

-moral obligation or an ethical imperative. In Biblical

Religion and the Search for Ultimate Reality (ChIcago: Univ. of
Chicago, 1955, pp. 12, 13), Paul Tillich, echoing Buber

whose student he had been, wrote of the "mysterium tremendum
gf’fascinosum,% which he described as the "wholly other."

¥
w
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common to "archaic" cultures or those which still retain -
-

tribal roots and rituals.6 The contemporary poet shares

with the shaman the role of both visionary and invocator.7

El

Tillich divided "objects of a cognitiée approach,"”" from
"elements of ‘an encounter, namely an encounter with the
holy." Cognitive or objective elements are "parts of this
encounter, not as things or values, but as bearers of some-
thing beyond themselves. This something beyond themselves
is«the holy, the numinous presence of that which concerns us
ultimately.” Buber's "every pure act and deed" is gn ex-
pression of a similar concept. See R.G. Smith, Martin
Buber (London: Carey Kingsgate, 1966), p. 7.

6Rothenberg, Technicians, pp. xix-xxiv, 385-87, 397-398, .
417, 419 423-25, 929, 474, 490. Rothenberg defines "“ar-
chaic" in Technicians, p. xxiv, +o mean, "(l) the early
phases of the so-called 'higher' civilizations, where poetry
& voice stdll hadn't separated or where the new writing was
used for setting down what the voice had already made; (2)
contemporary 'remnant' cultures in which acculturation has
significantly disrupted the 'primitive modes'; & (3) a cover-
all term for 'primitive,' 'early high,' & 'remnant.'"
Rothenberg quotes Ernst Cassirer's conception of the primi-
tive world-view in Technicians,p. 417. "Primitive man by no
means lacks the ability to grasp the empirical differences
of things. But in his conception of nature & life these
differences are obliterated by a stronger feeling: the deep
conviction of a fundadmental and indelible solidarity of life
that bridges over the multiplicity and variety of its single
forms.. . . Life is felt as an unbrokerny and continuous
twhole. . . . The limits between {[its] gifferent spheres are
not insurmountable barriers; they are fluent and fluctuat-
. ing." Rothenberg, Technicians, p. 425, also makes the point
that the "central image . . . of all 'primitive' thought,
{is] the intuition . . . of a connected & fluid universe, as
alive as a man is--just that much alive." He further points
out that such'a perception of the universe gives rise to "a
unifying vision that brings with it the power of song & image,
seen in its own terms as power to heal-the-soul & all dis-
ease viewed as disorder-of~-the-soul, as disconnection &

»

rigidity." Cf. Durkheim, op. cit., p. 14, "primitive re-
ligions . . . hold to reality and express it." 3
7

Rothenberg quotes Eliade's definition &f "shathan™ as,
"in the strict sense . . . pre-eminently a rgligious pheno-
menon of Siberia & Central Asia." (Technicians, p. 423.)
He uses the word, however, in the way Eliade does after the
concept is broadened: "Eliade treats shamanism in the-

/
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Poetry is seen by both to be connectgd to the sacred centre,
but whereas the shaman speaks fdr and to a like-minded par-

ticipating audience within a ritual, the meaning and function

S

4

broader-sense as a specialized technlque of ecstasy & the A
shaman as 'technician-of-the-sacred. In this sense, too, ! .

the shaman can be seen as a protcpoet, for almost always his

technique hinges on the creation of special linguistic cir-
cumstances, i.e., of song & invocation. In 1870 Rimbaud

first used the term voyant (seer) to identify the new breed

of poet . . . & the Copper Eskimos called the. shaman-songman

'elik, i.e., one who has eyes.'" (Technicians, p. 424)

Rothenberg explained to Kevin Power in "Conversation with

Kevin Power," Vort No. 7, p. 146, hereinafter cited as "Con-
versation," that his "concern with Shamanism . . . was also

part of an attempt to put a new stress on the function of

poetry. In David Ossman's The Sullen Art (New York: Corinth,

1963), p. 31, Rothenberg had pointed out that the function

of the poet is similar to that of the shaman, whose poetry

"had significance in his society; his poetry had an integral

function. . . . The shaman could do something which on its .

face was very simple but which was viewed as having tremen-

dous resonance or the power to make certain ‘things happen. .

. . [He] worked to change a condition of sickness to one of

health, a condition of disintegration to one of integration.

« . . Without this sense of poetry as an active, functioning

process . . . " what is left is "feeble in the world," caus- |,

ing nothing to happen. In "Conversation® (p_  147), Rothen-

berg nakes clear that the shaman's poetry “makes everythlng .
happen." Rothenberg also explained to Ossman '(p. 31), that ]
he had realized through his "working with early or archaic : o
poetry," that "the poet is, to begin with, one with -the ‘ ‘
priest and the shaman, not only 'making’ but 'seeing'." Both
shaman and poet are 'seers' and it is only in "societies |
where the poet's experience has become separated from the . J
total experience of the community [that] making, in the ’
purely craft sense,” arises. (Cf. Durkheim, op. cit., p. 29: . .
"Collective representations are the result of an immense co-

operation. . . .") In the "Conversatione (p, 146), Rothen-

berg makes clear that there is a direct relatlon between the

role of the poet and the role of the shaman.’ "It seemed to

me that they were going through basic processes that I was

initially familiar, with through modern poetry. Here, then, -

was an example from an early culture of an individual func-

tioning in very much the way that the modern poet sometines

asserts himself to be functioning. . . . There is a clear ‘
relatlonshlp between the Shaman & the poet; the shaman after

all is typically also the singer whose songs are related to

the process of vision. So he's also the 'seer' to whom Rim- ' -
baud called our attention ., . . a poet renewing his vision in

each instance. .The modern poet seems to want to take over

something llke the shaman's role--either for himself or to '

Spread it through society.' S
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i
of which are understood by the participants, the contempo-
rary poet is cut off from such procedures by the nature of
Western culture, and it is his job to revitalize that cul-

ture by remiﬁding us of the existence of the numinous and of
- # 8
i

the necessity of admitting. the existence of the\sacred.
In practical térms, for the contemporary poet thf&\»
means an awareness of "the sense of poetry as an act of vi-

sion, ‘charged with the immediate energies of authentic

speech and shaped by its moment in history."9

81n Assays (New York: 1966), pp. 56, 57, Kenneth Rex-
roth gives an example from American Indian culture. Rex-
roth's idea can serve as a summation of the tribal situa-
tion in a more general sense. He explains that songs, "like
other things which we call works ‘of art, occupy in American
Indian society a position somewhat like the sacraments and
sacramentals of the so-called higher religions. That is,
the Indian poet is not only a prophet. Poetry or song does
not only play a vatic role in the society, but is itself
a numinous thing. The work of art is holy, in Rudolf Otto's
sense--an object of supernatural awe, & as”%uch, an impor-
tant instrument in the control of reality on the highest
plane.” (Otto's use of "holy" and "numinous" correspond
generally to Tillich's and bear a close relation to Durk-
heim's definition of the sacred. Rothenberg admits that one
of the major distinctions between the shaman and the contem-
porary poet is that, in Kevin Power"s words, "the shaman's
role was socially integrated at its centre, whereas the
modern poet finds himself essentially outside of his so-
ciety. . . ." Rothenberg sees this as being "a reflection
of the difference between . . . cultures." ("Conversa-
tion,"” p. 146.) ) :

9Jerome Rothenberg and George Quasha, eds., America a
Prophecy: A New Réading of North American Poetry from Pre-
Columbian Times to the Present (New York: Doubleday Anchor,
1973), p. xxix. Rothenberg refers, in America a Prophecy, ’
p. xxxiv, to Pound's definition of an epic as "a poem in-
cluding history." He quotes Charles Olson's definition of
history in‘'the same paragraph: "history is the function of
any one of us. . . . Frequently I employ the expression
history promiscuously with life. "That's my point. A func-
tion is how a thing acts. . . ." Rothenberg's insistence.on
the centrality of the act of vision is supported by

4
4

'
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part in our knowledge of ourselves and others, "the in-
" tellectual activities of man are eye~conditioned,"” and the

/

]

"So the poet, the artist, is into our own time the one °

-

who is ‘perpetually recovering his primitivism,' as Stanley N

' d

Diamond describes him: his abiiity to see, to think con-

cretely, to sustain contradictions."10 In this, the poet is
p

-

P R

information from science and by the philosophy of science. .
In ""The Mind as an Instrument of Understandlng," in The o :
Origins of Knowledge and Imaglnatlon, PP 4, 5, Jacob Bron-

owski asserts that, "we need to review the whole of our

natural phllOSOphy in the light of sé&ientific kﬁg%ledge

that has arisen in the last fifty years. . . . And we be-

come more and more aware that what we think about the world-

is not what the world is but what the human animal sees'of

the world."” As has been pointed out earlier, Bronowbkl

maintains that what dlstlngplshes man from other animals is
imagination. He maintains that there is a physiological

basis for this belief7 Bronowski, p. 10, connects the ¥
words visual, vision,’and visionary, w1th the words 1mage,
imagery, and imagination. .He points out that almost tall - . .
the 'words that we use about experiences of the kind that

go into visions or images are words connected with the eye .
or' the sense of sight." Although sound plays an important /

"place of the sense of sight in-human evolution is cardinal® .
{p. 11). He attaches "so much importance to the sense of
vision,, because we have become almost wholly dependent on ~
it, and its emergence as the major mode of perception of the
outside world has undoubtedly been the great culturally form- *
ative ability for human beings" (p. 13). George Santayana .
in "Understanding and Imagination," in Interpretations of : |
Poetry and Religion (New York: Harper, 1957), p. 5, reasons J
that the "eventual distinction between intelligence and "
imagination is ideal; it arises when we discriminate various .
functions in'a life that is dynamically one. Those con- . T
ceptions which, after they have spontaneously arisen, prove
serviceable in practice, and capable of verification in sense,
we -call ideas ' of the understandlng. The others remain ideas
of the 1mag1nat§on v Later in the same essay he remarks ; .
(p. 7), in language quite similar to Bronowski's that ."the /
intuitions which science could not use remain the 1nsp1ra—
tion of poetry and religion." For a parallel .to Rothenber
goncept and expression see Martin Buber, Between-Man and Man,
tr. R.G. Smith, (1947; rpt. Boston: Beacon, 1955); p. 33.
"True address . . . directs man into the place of lived
speech." . 4

lo i 3 "

Rothenberg, "Symposium, p. 7.

<

o
« ' .
.
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not alone; ethnographers; anthropologists, and other schol-

| ’ ars have beern exploring the "primitive" and the "archaic."

P e

. y \
o In Charles Olson's words, we live "in an age in which inher-

ited_literature is being hit from two sides, from contempor-’
.ary writers who are laying bases of new discourse at the same
time that . . °. scholars are making available . . . texts

which are themselves eye-openers." Such texts, and-the

“spread of information about the past “
and the culturally remote has made the
present genération, in.Gary Snyder's : o
words,  "the first human beings in his--
tory to have all of man's culture avail-
able to our study" and to be "free
enough of the weight of traditional cul—,
: tures to seek out a larger identity." ”
» . But for these acquired meanings to be

more than a burden of information, we

must put them to active use--must em-

ploy them, that is, to bring about an :
. . .actual -change in our modes of percep- .
. tion. 1In this process, present and
past will continue to shape each other
through a contemporary poetry that cre-
ates new .means of reawakening and re-
fining our attentions.}

N

@

“
The "keys to a tradition of- 1nd1v1dual vision" are 'to be

-

found in Romanticism whlch lately “has been recognized (as
o llRothenberg, "Symposium,"” p. 7. Some of the, writers

- ' whose texts Olson mentioned as "eye-openers" include Carl

0. Sauer, Edgar, Anderson, Victor Berard, Robert Hayward

; . ’Barlow, and Jane Harrison. Olson was also aware of the grow-~
lng availability of Mayan, Toltec, Indian, and other "archaic"
materlals, see his A Bibliography on America for Ed Dorn (San
/Francisco: Four Seasons Foundation, 1964), and the Sauer/ -

/ 1979), 136-38.

S . . ,
/e . 12Rothenberg and Quasha; America a Prophecy, p. xxx.

/ ' ! a
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/ Olson correspondence printed in New World Journal 1, 4 (Spring.
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it wasn'tjearlier in this century) . . . [as] a permanent

step forward in the evolution of consciousness.“13

0 'J .
visionary and "prophetic sense . . . [affirms] the oldest -

This

function of poetry, which' is to interrupt the.,habits of

ordinary éonsciousness by means of more precise and highly
charged uses of language and to provide new tools for dis-~
covering the underlying relatednesslof all life."14 .

@ For the American poet, the realization of the Romantic

tradition is of particular importance. Rothenberg reads

"American poetry as containing a 'prophecy', an ‘inner
{

truth' linked to the process of change," which is related o ) G

to a "special concern for the interplay of myth and history

{which] runs through the whole of American literature.“ls -

Rothenberg sees this concern in the works of° Thoredu, Emer-
son, and Whitman, who, he claims, "saw the ‘poet's function

in part as revealing the visionary meaning of our lives in

16

relation to the time and place in which we live." ' Rothen-.

berg draws direct parallels "between the mythos of Blake's

America," and his own theories, and takes this, with the work
america p ;

v

of Thoreau, Emerson, and Whitman, as constituting an

13 Rothenberg and Quasha, America a Prophecy; p. xxxi. ' :

l40p. cit., p. xxxi, xxxii. Buber's parallel is to say ' !
that it is our task "to affimm" the world and ourselves "and oo
by this very means td transform both." The Way of Man, (Lon~
don: Routledge, 1950, p. 6) We can realize our true humanity
in relation, in "all that is lived in its possibility of
dialogue."” (Between Man and Man, p. 3l.)
Ao

15

s

Rothgnberg and Quasha, America a Prophecy, p. xxxi.

lslbid., p. xxxiv.
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- : L “American emﬁhasis on the rélationship of myth and history,

v
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1 - T e, Loy
- n of poetry and’ llfe, as the central Q@anlng of a 'prophetic '
rr o . Q} \ .
. % .
s, - © . native tradltlon.‘"l7 . N ) \

L «. i P} ' . N '(:"0 e ' ~
‘ oo Rothenbgrg'maintainsvthaq "poetry is less literature
N H . « \& '

than a. protess of thought &' feeling & the\arrangement of

N . /';) B . -
that into affective utterances."18 That process, "treats | ’ ]
words—--all woras:—as substantive, measurable, having eﬁch‘ . )

a certain weight & extensibnf roots of words holding them

firmly to earth, . . . ~Aad since the words aré "real” .(be=

lng measurabie by welght & extensxon), they may be called:
forth . . ."}9 What happens : 5
-- K ] , _ . /
‘ : is that ?omethlng has been sighted & f , -
) stated & set apart (by name or.by e :
e destriptlbn) . « . fixed, held fast'
in all this vanlshlng experience. .
"It is this double sense of sighted/
sited that represents the basic
poetlc function (a settlng—apart-by—
the—creatxon—of—spec1al—cxrcumstances ,
that . . ,/TRothenberg] calls . i
T "sacralism") from which the rest’ fol - [ ' :
lows---toward the building &f more ‘
complicated structures & visions. . iy

, } . » BN} . , l. k
The particulars of these "complicated Structures & visions," . .
L} " - R .

fofphqthenberg are the felation of image ‘to vision, and the

" relatign of vision t;\myth and history, in particular the . .
.3 < . ’
. al A * D

.. ’ , . ’ Y

_ 17Ibid., pp., xxxiv-v. . . RN
. L v e o

laRothenberg, Technlcians, p. 405 : e

191pia., p. 392 L - | , |

[ ted
2°Ibid., p- 397 , 5

. .
[ * 3
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- relation of "poetic" vision to American and America's his-
. ‘ ' ‘ ‘tdrx::/:ethenberg's manifesto is clear:
{
. oo , . 1) I will change your mind;
S 4 2) any means (=method) to this end
.0 : 3) to oppose the "devourers" = bureau—
. crats, system-makers, priests,. etc. (W. ™
S ‘ Blake) ; .
) . « 4) "% if thou wdst understand that wch
/ ' o is me, know this: atl that I have sd'I
, have uttered’ playfully--& I was by no - .
oo meang- ashamed of it" (J.C. to_his disc- e
r ‘iples, (The Acts of St. John)2l
J . 3, N .

<

. The manifesto ¢an, be understood, in'Eric Mottram's words,

-

"as part of that preponderance of the social fruitful action
everywhere‘being rediscovered in America in the 1960s, to

: " | iy . . . X 3
i ol counter the cruel disasters, of American colonial and domes-

» . 9

: x - s . . s T
: - tic 1mpe:1allsm.“22 #

Y ¢

! . ¥y ) .
, S . > In a fCraft Interview conducted and published by

The New York Quartérly in 1971 Rothﬁ&berg madetwas p051t10n\m-

, ISR expli it. ‘; S N ,
s ‘- o«

14

- *la&rome Rothenberg, Manlfestos (New Yprk: SOmethlng
e Else Press, Great Bear Pamphlets Series, 1966), rpt. in -
Poems for e Game of Silence:- 1960 1970 (New York: Dlal‘

\Preas, 1971) ~p 53 v

o - 22Er1c M ttram, "Where the Real Song Beg;ns- The Poetrys
" of Jerome Rothenberg," Vort No. 7 (1975), p. 172. "Herein-
after cited as “Song Mottram s lnterpretatlon,:although g

w,,,e_.e
-

y b to .the 'Poland ptems (see Poland/1931 (New York New Dlrectlons,’
‘\ ’ §974]), and his asons for writing them. _See aleo Morrls

} -
‘\ " New' York: Basic Books,,1977), aﬁ&_’hapter 4§ of this thészs, ,
‘ particularly p. 93 below. . o

~
o




h
] - N

Poetry, it seems clear to me, grew out
of a tribal and communal situation. . . . .
Poetry in a certain sense i$ a non-. ' - .,
civilized thing. It is primitive in the .
sense that it is one of the first high
developments in cultures that have not - N
developed a political state. I don't '
think it ever really in any signifi- ‘
cant sense goes beyond that development. |
It always remembers its roots, back 'in - <::\
that: prlmltlve culture. It is a way of
being in the world, and so the poet time
. and again in the history of civilization
. comes into conflict with estabk&shed :
© authority.?3 . »
~ S
The established authority with whom the poet comes into con-

flict is represented by the "devourers," the "bureaucrats,

«

-system-makers, priests."

R?thenberg arrived-at this position partly via his work

with "tribal" poetries. His interpst in tribal poetries had

begun while he was a graduate student at the University of ‘ .

Michigan and had continued into the 60s.%%" His main interest

had been in the tribal use of image, and to find parallels

to his own ideas about deep 1mage 25 His involvement with

the trlbal and r1tuallst1c grew when he began, in 1964 to Q

db*readlngs of primitive poetry\ln New York Clty.26 As a N

~ poet-performeér he became involved in "the sort of literafy'@

. -

23"Craft Interview with Jerome Rothenberg,” New Yorkg '

Querterlz No.: 5 (Wlnter 1971), p. 9. Herelnafter cited as,, .
" NYQ.. A )

24NYQ, p 9 . ' ." ] ) l ' . o ! . ‘ ) .

; E;Y Alpsrtv "Jerome Rothenberg-—An Interview Con~ r
ted by arrygfilpert with Charles Morrow Sitting In, New

Yok City, J ry 2, 1974," Vort Ng. 7 (1975), p. 104. !
Herelnafte . & as ‘{Qterv1ew. '

26 ) . L] , +
P NYQ, 9.
S R '
b ‘
N LX] G
» N "
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" text that emerged when the happeninés people had to get it

down on paper." Hegbeggn to see similarities of structure
in tribal rituals and in happenings and that he could “pull.

kY

out, from the fragments of a ritual,

a scenario that re- ’

v

sembled the scenario of a happening.“27 He found that the

exploration of the "historidélly tribalm situation suggested

’ !

"possibilities for things here and now: to work out certain

kinds of relationships, and to pick up from the primitive -« o
’ [}

song/poe¢ry/ritual/chént the possibilities of hew .forms and
28

v

ideologies.”
One of the new forms at which Rothenberg arrived is

"total translation," a process of translation in which

¢ - Il

"words, sounds, voice, melody, gesture, event, etg.," are

all accounted for "in the reconstitution of a unity that

would'be shattered by approachlng each element in isola~

¥ 1129

tion. Translation becomes "performance of total c1r; . oo

w30

cumstances’ of composition , because, especially in

't%a‘translatlon of tribal or "archaic” matérlals, a "full
and total experxence begins it, which only a to al transla-

¢ , ' f

tion can fully bring across.* 31

A Lo - -
27, e - S _ :
Interview," p..104. . .
28nrntbrview, " p.. 104.

29Jefome Rothenberé, "Total Translation: an experiment o

in the presentatlon of american- 1nd1an poetry," Stonz Brookg
‘No. 3/4 (1969),—p. 301. ) , :

.
5
' - -

R Mottrarw "Song," p. 171:

31Rothenber‘g, "Total Eranslation," é. 301.

'
' p . .
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Rofhenberg had approached the translatidn of tribal’ :

. materials as a poet rather than as a c%%tgrél historian,32 ‘
. " and ‘realized ghati"the primary'céncern hés to be, as with

one's own workf the creation of poems--not a slavishness !

to the cultural boundaries of another person's language."

,Because people in different cultures think differently, | ' %

thére "are things which literally won't stand up wh?n pre- : '
- sented literally, without re-creation. . . ."3° ‘

Because the material with which he was working was of- '
ten "an oral berformance for which there waé no written .

3

Il!,(»‘text," Rothenberg dépidgd that "éomething that was inhérently <

sung . . .. chanted, could finally define its form in ‘English

“only through an equivalent to that: through something that

( ; ' wds also suné."34 He had learned in trying to translate :

Seneca and Navajo chants, "that there must also be a way of

translq}ing the word distortions, the nonverbal sounds."

There was something Rothenberg "wanted to do with poetry

« ' * g . ot
i that 'had dimensions other than the verbal. Obviously all "

" poetry has other than verbal dimensions. But poetry that’

comes out of . . . chanting, poetry that can't be separated : V.

. o ‘from its performance, would finally call for a more intensive ‘ i
© - v . . N . .

- ' effort at tranélation5“35 9 : 1
X ° . o 3 |
= o [ ) . |
o ‘ . e o ' ' ' > s
*2yv, p. 19. o, :
, BBOSSﬁéQ!‘p. 30. _
T . 34, . " ‘ | . ) . )
L Interview," pp. 1:05-6. ‘ ' fe
} Y ! ’ . . 35;bidc'p- 108- s ' :‘ . . , ‘ L
\ " ' g ._: . . ’
.';gt' \ .
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. - As- with most Indian poetry, the voice S
carried many sounds that weren't, 4
strlctlﬁ\speaklng, "words." - These tended -
to disappear, to be attenuated in trans~

. lation, as if they weren't really there.

But they were there & were at least as . N
important as the words themselves. 1In g
both Navajo &‘Seneca many songs con- . ’ ,
sisted of nothing but those "meaningless" ",
vocables (not free "scat" either but

. fixed sounds recurring from performance
to performance). Most other songs had
both meaningful & non-meaningful elements,

1
~ i !

- & . . . were often spoken of, qua title, .
N by their meaningles§ burdeﬁs. . i
. : !

These "meaningless vocables”, Rothenberg learned,

"might in fact be keys to the songs' structures:. something

1

Ossman, p. 29. .

" usually disregarded, the refrain or so-called 'nonsense
syllables' . . . in fact of fundamental importance . " L p
[as] both structural.clue & miqrocosm."36
\\ It is necessaiy to transléte "totally" because "a poem f
in another language . . . takes the place of an inmediate
inspiration out of a life experience." To make a poem,
either one's own, or a‘ﬁranslétion; is to "'translate' things
i and'experiences into words, to apprehend them in a sense no
longer ‘foreign but accessible as someﬁhing of one's own."37 . {
-
This understandlng of the poem prov1des the theoretical link
between té%al translatlon and the mak1ng40f ”orlglnal" pogns . 8 v
The work 1n 1ght1ngs, for 1nstance, attempts to expand
.36 ' ' !
~“"Total Translation," p. 292. - George Bantayana in ,
Interpretations of Poetry and Religion (New York: Harper, ,
. 1957), p. viii, made a parallel remark: "Mythology cannot be-
come science by being reduced in“bulk, but it may cease, as
i . mythology, to be worth having."
s 37 '
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"image' to carry a variety of possible visions via the in-

¢

terplay of speech and sxlence.38 The 1mages are to be read

so that "an equivalent area-of-silence" is created "around

>

J .
each phrase or successioq{bf phrases“dgo that "the spaces
represent a Silence equal or pro-

portional to the duration of each succeeding phrase’."39
Sightings!/attempts to "cdnditi;n the rhythm of the work as
a whole . . . [so that] the play of images through timeé" and

the disposition of those‘images, their "progression & in-

tersection," achieve an event which is "like carefully timed

explosions or releases of energy."40 Sightings was, accord-

ing.to Rothenberg,?"a final step in the process of deep

1mage," which allowed him to explore "which alterations in, .

-

language brought with them alterations in consciousness."

¢

Rothenberg was trying-to achieve "a structufe,.‘. . sans

41

further comment." In such a performance, as in the

38Je::ome Rothenberg, Sightings, (New York: Hawk's Well

Press, 1964) rpt. in Poems for the Gamé of Silence: 1960-
1970, (New York: Dial Press, 1971) pp. 56-69,.

39

Eric Mottram in "Song," p. 170, makes an important
p01nt about the differehce between hearing the Slghtlnﬁb
and reading them: "In publlc or on tape the separated
phrases gather tension, since the hearer feels that he has
to milk the aphoristic information as well as feel the time
as space. The distance combines the pregsure on the im-
mediate phrase with a-sense of the phrase to come, as well
as a listening to.silence. . . . In private, the next phrase
is visible, the tensions relax, and the poems appear more as
a mealtatlon sheet of objects for the reader's own resource-
fulness." :

40Jerome Rothenberg, Poems 1964-1967 (Los Angeles:
Black Sparrow, 1968), p. 12. -

41

"Conversation," p. 142.
)

-
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.to the I Ching in Technicians, when he discusses the I Ching ;

, J ,
/ - ’ !

N .

tribal situation, Jackson MacLow points out that the poet

is "pre-eminently the maker of the plot, the framework -

not necessarily of evervthing that takes place withi# that

/

framework! The poet creates a situation wherein he invites -
other persons & the world in general to be ‘co-creators with

42 - : \ ' ;

[

himi"

Rothenberg makes the parallels clear in a commentary

in terms of the possibilities oﬁ "a Kind of tension, energy, //P‘—//(
etc.’, generated by the joining of disparate, evén a;bitrafy

images." Echoing the description.of the Sightings as, a

"progression & intersection" of images to achieve "carefully.
timed expiosions or.releases 6f energy ;" Rothenberg speaks
of correspondences in the I Ching which interact to create
changes; "every change a measurable bur;t of energy." He

senses that such "series of 'correspondenceg' [are] a handy

. ancient mahual of poetic process ﬁgf all those levels of

vision Biake spoke of). . . ."43

"manner in which the I Ching tends to look upon reality

‘geems to disfavour outr [Western] causalistic procedures."”

Like the Sightings, the , \1
L
1

The "configuration formed by chance events in the moment of
observation" is of more interest than "hypothetical" coin-

cidences.44 Thought "of gpis kind, when #pplied to the .

1 '

42'I'echnicians, p. 419. , T .

,43Technicians, p. 401. ' '
44"Teéhnicians," p: 490. The incomplete referenceyfor . ) ¢
the quotation is given as: "C.G. Jung, Foreward to WilMelm's:’, .
I Ching, p. 111." - e X RN B . . )

- ! - 3. .
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s -

i [



i

say e i s

ToAE e e e

e

85

»
1

field-of-the poem, defines that field both in primitivg/

carchaic & in much modern poetry.” '"Synchronicity" thus bEfl .

comes "a principle of composition” which links many "modes "~
[ ' -
of poetry with "the whole world of non-sequential & non-

causal thought." Rothenberg remarks on the parallel between
our awaréngss of these¢pqssibilitie§ in both, archaic and in

contemporary work with our awareness of the contemporary de-

velopments in'physics, in "which anythlng-can—happen."45

0

Many of the works which are collected in Poems 1964-1967

are of an- experimental nature. Further Sightingsl(l967) de-
monstrates the broadening of'Rothenberg's\conceétién of 'the
pdem to include the possibilities of "concrete" materials,
and ﬁérpicularly the possibilit%es of’distortionf of word
énd’lidé that he had expioréd‘in his translation experi-

ments.46 This is carried through.in A Steinbook & More, in

whlch’Gertrude Stein's longstanding 1nfluence on Rothenberg

and her "games with logic and aphorism'afe presént.“47
To Eric Mottram, the "space-time-silence diagra@matic

forms, and the dedicationm of the second set of Sightings

to Ian Hamilton Finlay suggésts the shifts in procedure to-

. 48 . . .
wards the concrete poem." This move, and its relation to

.

” N e

45‘fechnicians, p. 490,
46

Ibid. See also pp. 398, 407, 408. . . ; :
) . .
47Mottram, "Song," p. 170. Cf. "Interview," p. 111,
Techhicians, p. 385. See .also Jerome Rothenberg, Revolu-:
tion of the Word: A New Gathering of the American Avant Garde

Poetry, 1914- 45 (New York: Seabury Press, 1974), "Preface,"
for E;fellneatlon of Rothenberg s idea of Stein's importance.

8Mottram, "Song," p. 1790. ‘ . o

N
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Rothenberg's awareness of pictograph, and hieroglyph, is

3

clarified in the "Pre-Face" to his translation of Eugen

-~

Gomringer's collection of "concrete" poems, The Book of Hours

& Constellations. In the “"Pre-Face" Rothenberg prints an

excerpt from a letter to Gomringer in which he makes the

.
'

connections clear.

You speak of constellations, Finlay
_speaks of corners, I speak elsewhere of
combinations-~but always it's a ques-
tion of making the words cohere in a
given space, the poem's force or
strength related to the weight & value
of the words within it, the way they
pull & act on each other. The poetry P
shows this beautifully; the problem of ‘ i
translation is related to it also &
throws its own clear light on how & '
why we translate.49
3

Rothenberg's interest in doing the Gomringer transla-
tion may have been related, as Eric Mottram claims, to Gom-

ringer's "use of words as particles in rituals, a procedure
Rothenberg had already discovered in ethnic poetries . . ." -

4 v

and to the forms of the poems, in which "diagrammatic state-
.o < '3 °
ments [are] surrounded hy -space-gilence." Although Gom-

ringer's works are /"completely contemporary, they are re-

50

L2 .
lated to archaic and ethnic procedures"” in a way’ that is

]

‘ . ) ¥
similar to the multi-media effects of song/chant/movement/

picture in tribal rituals. By extrapolation from the

o

) 49Eugen Gomringer, The Book of Hours and Constellations:
Poems of Eugen Gomringer Presented by Jerome Rothenberg (New
York: -Something Elsé€ Press, 1968), p. 1iii.

50

. : , V]
Mottram, "Song," p., 170. ' ‘

'
~ v
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experiences of the tribal situation Rothenberg had learned

v

that, to quote Hugo Ball "The word & the image are one. .
Painting & composing poetry belong toget'her."51 '
The concern with, the visual had occcurred early in

Rothenberg's work. In 1962 he had phblished The Gorky Poems

which Eric Mottram saw as, above all other work, ﬂthe

seminal and connective book for Rothenberg's develgpment at

this stage. . . . Rothenberg's concern with Gorky's paint-—
ings wag "their metaphoric movement between representation

of the object and abstraction in terms of over-all develop-

ment of design and colour.">? Rothenberg believed that the

2
"structure. of suspension in time & space" in his poems

"isn't unrelated to Gorky's own workings."53 what interested

Rothenberg "was Gorky's obviously transitional relationship
to abstract painting; i.e. that while the paintings were
;learly abstract there was a residue of quasi-identifiable,
quasi-semantic shape . . ." wﬁich ié'paralleled by the word
distortions and image/line distortions in "archaic" ma-

terials.sé In the Sightings and in The Gorky Poems Rothkn-

berg wés approaching the mixed media work he did in the

s

.4 ‘
51Technicians, p. 408. The quotation is from The Dada

Painters & Poets, ed. Robert Motherwell, p. 52.
52Mottram§ “"Song," p. 140. See also Jerome Rothenberg,
The Gorky Poens (El Corno Emplumado, 1966) rpt. Poems: for

the Game of Silence, pp 96-115, or Poems 1964-1967, pp.
75-101. ‘

53

Rothenberg, Poems 1964—1§%ﬁ p. 101.

54Jerome Rothenherg, *Ian Tysop;: A Homage," Open Letter -

- /

Fouxth Serles No. 1 & 2 {Summer 1978), P. 127. ’

LW
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‘'work in the 1960s was "abstract in appearance, but with a

. , 88
A : . /
1960s with various artists, particularly Ian Tyson, and
\ _ »
the -whdle series of mixed media performances associated

55 S

with the Poland poems. In Rothenberg's words, Tyson's

®

curlous sense of semaptic reference 'that drew h1m to a kind
of en face translation of existing verbal texts. . . . An

abstract art that kept a base in language . . . a hard-edge

art that sought its roots in mythic"dream-time'.“5§

4

Through the late 60s Rothenberg and Tyson collaborated on a

number of mixed media "“texts"™ which culminated in their work

on Songs for the Society'of the Mystic Aﬁimais which Rothen- . -

berg "had already translated . . . as essentially concrete

poems (translated them into concrete poems, since the origi~-

nals are purely oral) ... ." in an attEmpt to create "a medi-
ative visual field: as 'the’ tantrist yantra is the‘classic

visualization: of the ofal mantra. The intention here was to

i

make the words and'image one . . . and to make their later

A

contemplation into an actual performance, a meditative action -
on the viewer's part. And that in itself I took as an actual

commentary on the nature of American Indian song and vision!37

-
\ : £l
B

55Rothenberg, "Ian Tyson: A Homage," p. 128, and Poland/
1931 (New York: New Directions, 1974).

56

>
S i o 8 | Vb e S G i o

Rothenberq, "Tyson," p. 128.

57Rothenberg, "éyson," p. 131. See also "Shaking the
Pumpkln. Songs & Other Circumstances from the Society of the
Mystic Animals (Seneca),"” Engllsh versions by Jerome Rothen-
berg and Richard Johnny John, in Shaking the Pugpk1n~ Tradi- L
tional Poetry of the Indian North Americas, ed., with com- . AN
mentaries, Jerome - Ro‘ﬁenberg,(New York: Doubleday Anchor, - :
1972), pp. 15-42, N

\ \
o B \ . 3
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_he began his exploration of. the “historicaiiy tribal," the

. v oy

» -

+

Mystic Animals as a performance piecé. and as a collabora-

tion is the epitome of what Rothenberg had looked for when

"possibility of anqinterchan?e bepween the formo . ..." and
the possibilities of tryino "to worg out certain kinds of-
reiationships, and to pick up from the primitive song/poetry/
ritual/chant the possibilities of new'forms and iciéologies."58
The ldeologlcal content of the 1nterchange is expressed
"in ethnopoetlcs, a movement away from "conventlonal poetlcs“

-

and the 1mpl;ca€Tbns of conventional poetics and towarQS "a

poetry of’utterance";which is transnational, transcultural,

and';ranstemporal, and in which the "irrational" and the
3 ; ’
"sacred" are no-longer ignored. Joachim Wach's definition

Y . ! . . !
of religious experience presents.a summation of an ideology
59

-which is, in a sense, embodied in ethnopoetigs. In Wach's

words, the experience

.
u‘
. -

58 - L : -

"Interview;" p. 104. )

59Such parallels are made frequently in-discussions of
* both poetry and religion.- For instance, Gary SﬁYde:L\}n
"Poetry and the Primitive: Notes on Poetry as an Ecological.
Survival Technique,"” in Earth House Hold (New York: New
Directions, 1969), gﬁ 118, makes the point that: "Music,
dance, religion; an philosophy of course have archaic
roots~~a shared origin with poetry." George Santayana, in °
Interpretatlons of Poetry and Religion (p. v.), maintained

that "religion apd poetry are identical in essence, and ’
, differ merely in the way in which they are attached to prac-
tlcal affairs. Poetry is called religion when it intervenes.
in.life, and religion, when it merely . supervenes, upon life,

is seen to- be nothing but poetry." + - .

“ [N
e .
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ultimate reality; that is .
act not to any single ox fi

is a .response to what is experienced as-

.+ We rég-

nite pheno-,

m e

90

,the

* menon,>material or otherwise, but to what N
we realize as undergirding and condltlon—
ing all ‘that constitutes our world of ex-~
perience . . . a total response of the
total being to what is apprehended as -

. ultimate reality. That is, we are in-+
- volved not exclusively with our mind, our
’ affections or our will, but as integral
persons . . . [in] the most intense ex-
perience of whlch%man is capable.

- 3 * ',‘(,,-‘

-Such integrated experlence, as Rothenberg has p01nted out in -

the’ anthologles of ethnopoetlc materlals, 1nvolves, in Wach'

words,

act."60 ¢ :
Vd "

"an imperative, a commitment whlch impels man to

¢

; That action, for Rothenberg,—is_the;preSenfation of a

unifying vision which will allow the.re-integration of the

experience of the sacred and of "the symposium of the whole"
. ’

into contemporary American life. Part of that vision isﬂthe‘

integration of the "archaic" and the "Romantic" into the

Anglo-Protestant vision of America. Such an integration
is one level at which the etthpoep "comes into conflict

with established authérity." What distinguishes- the ethno-

poet from the Romantic -visionary is his attemp(:‘ to intﬁ:‘a(te
authentlc speech" of the "ethnoi" into the Anglo—

"tradition" in all.ways &, at all levels, thus brlnglng

[

contemporary American . conscxdusness aﬂd self—conscmousness

prophetlc natlve

o

into closer correspondenceGWLth the
» »

——— !

60Joach:.m Wach,,Ters of Rel;glous Eiperxence, Christian

and non-Chrlstian (Chicago: Univ. Chicago P?ess, 19519, pp.\
32-33 ) ] .
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"makes everything hapéen." /
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\ ' =,,‘tra'dition."‘ Such an..,act';‘equi\res a ref‘i;ntexzpretai;ion of the |,
,“ ' past joi‘it is ohly such reintgrpretétioﬁ that will Fnab%;)l
- \ : _ ds to make a new vision of the pﬁssent and thence the fu~
L ture. lRothenberg's vision, like theyégaman‘sv is designed
- x\ to heal and iﬁtegrate. It is gn'attemét top"change your
o | mind," and’ in thus changing; o% attempting to éhapge‘the
. frd

mind of the-reader/participant, the pbet, like tﬁe.shaman,

P
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-

- Poland .
- . - - - ) v
“ . ‘ E) -

‘Rothenberg's’ work is a fine illustratioh of the cdncept,

which underfies ethnopbetic§, that everything is related to

\

everything else., %hié is particularly true of the Poland‘
poehs which incorporate earlier work.l' ‘ . .

,Thé\Polana poems were bequn in tﬁe mid-Sixties. Rothen-
berg détes h}s realization that he should have bgen'"possibly

going in that direction" to a conversation "around 1959 or

60," in which Robert Duncan pointed out to him the possi-

" bilities of dealing with his own tradition :and of using

~- lJerome Rothenberg, Polan_/193l (New York: New Direc-
‘¢ions, 1974). The Poland poems are a group of poems col-
lected in the New Directions edition but which appeared at
various times in other works or as separate books (see biblio-
-graphy. Y For instance, "Satan in Gbray A Homage to Isaac
Bashevis Singer," appeared first in A Steinbook & More, then
in the first instalment of Poland/1931 (Unicorn, 1969), is
reprlnted in Poems for the Gamé of Silence (bial, 1971), and
is then reprlnted in the New Directions edition of Poland/
1931 which is both a collection of the Poland poems ahd an
expanded version of the materlals. I1f Rothenberg's thesis
that the positioning and juxtap051tlon1ng of a poem in rela-
tion to a variety. of surrounding materials makes a differ-
ence ‘'to our reading of the poem, then "Satan in Goray" ought
to be amenable to different readings when'it appears in A
Steinbook; when it appears in the Unicorn Poland, and when
it appears in the New Directions collection. "

L2
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Jewish materials.2 He had so far jgnored that tradition aﬁé
_ those materials, and it was only aﬁter‘He had coﬁpleted a

large amount of work 6n thé ériQal and ethnic materiéls‘that y

he could come tébz}s own ethnicity as material fo;-his work.

Rothenberg s also insisted, ih both Ehe New York

k¢
N

Quarterly "Craft Interview, ‘and in conversation with Barry

Alpert, that the desire to write the "ancestral" poems was

related to the Viet Nam War, in that .he felt that America

had develépéd/into somethiqg’“repulsive," and that he-had "H&.

desire violently to disassociate myéelf from any kind of

AS

naive Americ¢an identificéttion."3 A revealigg’autobiographi-

cal and socio-cultural perception arises in the Alpert in- .

terview when Rothenberg explains that: "At that point, aft;;\
having denied ir? some ways the ancestry, I wanted very much
to take hold of it, as if what it was that pushed one toward

. . . . 4
those denials in America no longer made sense."
. /

* Another important stimulus towards Poland was a meetin
‘yith Paul Celan in Paris. The possibility of doing a book
of translations of Celan's work had arisen. Celan ques-

tioned Rothenberg repeatedly about his “predentials to wotk

on his [Celan's] poetry . . . a specifically Jewish

¥

2"Jerome Rothenberg--~An Interview Conducted by Barry
Alpert With Charles Morrow Sitting In, New York City,
January 2, 1974," Vort No. 7 (1975), 1ll4. Hereinafter
cited as "Interview."

. 3"Interview," p. 114. See also the "Craft Interview
' with Jerome Rothenberg," New York Quarterly No. 5 (Winter
1971), p. 18. Hereinafter cited as NYQ.
’

4"Interview," p. 114.
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éhallenge: was I 'Jewish' enough to do them?"” Rothenberg

had already "started on the Poland poems by then," and

"partly from the confrontation with Celan . . . it began

to take form as a kind of ongoing work."5

[
-

Rothenberg "had been wqfking on the presumably exotic
primitive poetries and there were . . . challenges: as some-
body asked Olson . . . why do you go to another culture ta
get your myths?" For Rothenberg there was a whole Jewish '
"reéervdir of myth and poétry."6 Finally, pg}tly.bécadse of
the Viet Nam War, it seeméd to Rothenberg "no longer worth .
very specifically not being Jewish or not being what I was
ancestrally to have a share in the American present.“7 Thefe
is also an understated but centrdl question which underlies
the impetus towards "ancestral" poems: "if the ‘Jewish poetry | -
in this century had developed instead of ﬂéing cut short,
what would the Jewish poetry be?" Rthenbgrg's answer, in
part, was to "create the imagined, the desired, poetry, and
with that, an image-of—the-worla.'. L

‘The Poland poems inéqiporate a great deal of what Roth-
eﬁberé learned in the technical experiments such as Sightings
and A Steinbook, in the gggnslatidn and'totgl translation

»

work, and in the experience of massing together ; great

.

-

5"‘Interview," p. 115.°
QG"Ihterview,“ p. 114.
"NyQ, p. 18.

8"Interview,“ p. I15. . '
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variety of ethnic)maéérials. By the time he came to write
4 ' :

the Polahd poems he had a sense of h{s own poetics anq a.
suré'feelihg for the possibilitiés of persona and voice, of '
which he makes greéﬁiuse in this series.

The Poland poems are a conscious atteﬁpﬁ to incorporate
varied and various source materials. In a sense the work is
purely autpbi?graphical aléhough Rothenberg is firm in his
denial of autobiogi‘aphy.9 The autobiography is that of a
cultural exéeriénce filtered'through the, perceptions of a

particular poet. Rothenberg told Barry Alpert that "Poland

is the séif‘as much as possiblé in terms of ethnos: a kind

of participation mystique in something very old. It's all
» L]

Y - - . / ’ -
_extremely specific to what I am, but 1tfs not what you think

. ) 10 ¢ .
of as autobiography.™ d( o i
e

nberg's vision of the transplanting

.

Poland/1931 is Ro

of Polish shtetl culture to America, its evolhtion”there, and

Q

its meeting in America with other cultures. In Harris Leno-
witz's words, the Poland ﬁpems "deal with the new facts of

Jewish life in America, movement to this new life from

o L4

Eastern Europe and existence in Eastern Europe, the mytholo-

a

~

11

—

gised ancestral beginning, vigwed as continuous with the new
life." K#

, The series 'is a work $f Rothenberg's imagination; -

the details are those which are meaningful to Rothenberg for

9NYQ' pn 10-'
10

LI

"Interview," p. 115. | A

llHarris Lenowitz, "Rothenberg--The Blood" Vort No. 7
(1975), p. 180. Lenowitz is a sometime collaborator'of
Rothenberg's as with "Gematria 27."
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reasons the reader'may .intuit but canrot know bec#use. the
links of the "narrative" are often omitted. It is,- however,
Rothenberg's experience Af the New York Jewish community

from 1931, the year of his birth, onward, that informs the

work, and Rothenﬁérg's iﬁﬁgination which invents details and

Hl

’particulars of a Poland whith existed more in the imagina-

4

s

tion of(the new Americans exiled from it than it did as a

. ~ )
physical place., ‘ . - ’
Th, ems are also autobiographical in th sense that
¢ .
they are thenberd's most openly self-revealing poems. They

\

"make present" not’ only Poland but Rothenberg in a way that
few of the earlier works do. It is not that Rothenberg's
earlier works are less honest but that they are more obscure,

more involved with existing mythologies or other people's

.

. ¢
myths and symbols, and more inviéggd with technical experi-

ment, as in the works collected in Poems 1964-1967, than the

Poland poems seem to be, Thapuis not sg'say that the Poland
poehs are not heavily "worked" and well-crafted, or that they
dd~not‘make use of existing myths and symbols. ?hey are,
however, less an illustration of Rothenberg's technical
facility'and more a‘ré;elatioﬁ of his own imagination and
myth-making abilities than many of the early works. -
Athough in the Poland poems Rothenberg chooses to

speak through a variety of personae, the voice which spéaks .
through those personae is clearly his own. He allows the

reader access to his dreams, his imagination, his fantasy

world. He makes these:present without apology or embarrasssc

4

N
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ment. What the poems lack in elegance they make up for in

clear and "authentic speech.” . ' ‘

There is a unity to the woék in the series too, .a unity

-

of voice and of vision which is lacking in the middle, ex-

V 1]
perimental pieces, whare the thread which binds them is. -

4

technical and experimental. It,is as if in the experimen-

‘tal works Rothehberg had been serying an apprgpticeship and

in the Poland poems he Has learned to trust his own voice,

)

" to be less cqncerned about-illustrating‘his‘theories or test-
ess cgp ; ‘ )

ing them, and rather to trust that he has mastered technique
adequately so that he can simply say what he wants to say.

In relation to trusting his own voice, the Poland poems
i

-

are closey- to the work in White Sun Black Sun than to many

of the intervening works. Both books are highly structured

&

formal statements but their structure and formality are |

gquite different. The poems in White Sun Black Sun are often
0 [1 .
elegant-at the expense of narrative clues. They are well-

wrought and demonstrate what Rothenberg had ‘learned from his
readings. _The Poland poéms are perhaps more formal, in that
the whole series constitutes a formal conceivéd structure,

but the excruciating experiment with form of the sightingsﬁ
4 ' N
is gone; in the Poland poems the technique is incorporated,

taken for granted as a tool rather than functioning as a
central ‘reference point for the wori. The poems proviéé,

with modification, an illustration Sf Olson's idea that form-
i . ’ 1

is an extension of content, although in Rothenberg's case it ,

is impossiple to say, a5 Olson said, .that "form is never any
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more than an extension of content."

The content of the Poland poems is Rothenberg's per-
: son;l vision of the personal and public/private experiences
. of a group of characters who straddle half the dbrla, one
‘ 'foog in an eighteengh-century hyética% tradition lived oyt -
in material povert&, the ;;her ﬁoot’planted firmly in America{
an America almost mystical for them,‘an America almost un-
known to them beyond the chfiges of New York, but an America
in which they believed hevertheless with a fervour perhaps
transferred from their frequently abahdoped'religious mysti-

¥

| ciém, in a way they.hdd never beiieved in, Poland while they
| . Dlived there. Haéing once arrived in America, tr‘ley.‘proceded~
L ) to mythologize Poland in much the way they had mythologiied
America when they had 11ved in Poland Many of them, con-
fined to New York Clty, or even to the Lowér East Side, held’
- . onto both myths with a fervour‘once reaerved for yet another ,
my;hical city, Jerusa}em. Rothenberg's Poland shares in tﬁe
.“reality of all three myths, combines and confuses them.
5 . In the boland poems, as in Rothenberg!s imaéination,,
America isvgiven a-reality by being named and called forth.

. . 'The space and place embody both a mythical America and\a

e and

mythical Poland and‘become more "real" in being portrayed and

called forth than either place can be ‘for the inhabitants

who knaw only small corners of the actuality ekcept insofar

¢

HE M . . ate ’

t ° 12Charles Olson, "Letter to Elaine Feinstein, May, 1959,"
rpt. in Donald M. Allen, ed., The New American ‘Poetry (New
York: Grove, 1960), p. 397. - .

4 ¥
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icfeate through those poems an analogue, a bréggntatign of the

99
L ;

as they are able to imagine. Thus Poland/1931 is a full-

N

blown mythical struéture, and it is a myth of America in

which the. ethnoi are fully incorporated, as it is a myth of -

a community which has ceased,to exist in Europe or in
' . .

America in this century. Rothenberg describ?b this creation.

"I'm trying to reconstruct for'hyself a world to which I am

both closely connected . . . and from which I am at a great
- 4’1' /

distance, with no possibiﬂity of réturning. Therefore some-

) ) ) ot . 13

thing to be reconstructed by the imagination." What

Rothenberg has been "trying Ee do in various ways is té

’ |
Eastern European Jewish worldrfrom-which, . [he] had been’
cut off by birth, place and cirdumstance," and to which he

no longer has "any wai‘of returning becausegit doesn't exist

in that place any longer."l4 : .

~The keys to the Ppland poems individually and as a

4

series are given in "Poland/1931: 'The Wedding,'"™ which

. l (
opens both the Unicorn and the New Directions editions of

©
[

Poland/1931. The poem opens:

v
-

L3
EEN

13"Interviéw," p. 1ll6. -

14“Intervigw,“ p. 116

’ ~

v

T e, g
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my mind is stuffed with tablecloths

- | : . 100

& with rings but my mind

is dreaming of poland stuffed with poland
brought in the ifagination

to a black wedding

a naked bridegroom hovering above

his
how
thy
thy
thy

naked bride mad poland

terrible thy jews at weddings

synagogues with camphor smells & alnonds
thermos bottles thy electric fogs
braided armpits

»
7

* Poland is stuffed with Poland, a surfeit in the imagina—‘

tion, for this is a mythical Poland which inhabits the

actualities of Poland, and both exist in the imagination. In'

the imagination a black wedding occurs, occurs again and again.

like a mythic event. The event is ritualized doubly, for the

weddlng is black From the third poem ‘in the New Directions

collection,

"The Key of Solomon," the reader f£inds out that

Rothenberg is using classical symbolism to equate black with .

Saturn. The black wedding is a saturnalia at which the nakead
’ .

bride and bridegroom are_visible. The absurdity of _this doubly

imagined situation becomes obvious in the lines which follow,

"mad poland/how terrible thy jews dt weddings." The idea of

a Jewish wedding in Poland as a saturnalia is an obvious in-

version, and this inversion is carried through the whole idea

~ ’ 5 . .
of satugnalian chaos.' If there is an orgy, it is an orgy of

tablecloths, except'in the imagiﬁation, for the Polish Jews

were the most religious in Europe, and males and females

were strictly sepérated atvweddings, as they still are among -

T~

the Chassidim.

There is yet another level of saturnalia, to

[

- which Rothenberg may be referring obliquely: this is the

celebrations of the Chassidim who sang and danced towards

2

[
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mystical viq;on in what, to an uninvolved observer, might

well appear to be an orgiastic celebration.

Y

The obvious irony and absurdity being witnessed in
the poem become clear in the ensuing lines, and with

"braided a%mpits,?-tge poem comes gasping to the ridiculous,

|

‘the ingmic, the fantastic, the conception of the imagination.
The ironic intent is clear in later references in the poem,
for example in the line, "thy silks are linens merely," and

in "let thy oxen's dung be sugar to thy dying jews. . . ."

Poland is epvisioned as a mythical centre of the universe .

on a par with Jerusalem, a sacred centreuwhere, however,
‘the "saints unbuttoned," repeat "endléssly the triple names
of mary . . ." and where the "grooms shall work ferociously

upon their loomlng brldes/shall bring forth executloners .

. .“lé The Poland of these poems is the Poland of the

imagination, among which are scattered bits and pieces of

material gathered from "reality" such as "true" stories,
"factual" narratives, details’of people's lives, family

Py
v ¢

15Kevin Power, "Conversation with Jerome Rothenberg,"
Vort No. 7 (1975), 148, Rothenberg guotes from a poem which
speaks "of the Seneca view of the world & of an old hebrew
{sic) version of it:" .

.a city on . ‘
a turtle's back
a long house

was like Jerusalem
's temple resting
on a whale
The poem appears in Rothenberg s A Seneca Journal (New York:
New Directions, 1978), p. i, where it appears under the title
"Salamanca A Prophecy."

s

.



R

reminiscences, ideas and details from old Yiddish novels,

"letters, histories, pictuies, images coming out of pic-
n £

tures, old family postcards, other pictures of Jewish

Poland. . . ."16

[T

"Cokboy," a poem which appeared in Poetry Review (Lon-
don: Spring, 1972) and in America in C;altergillar (1973),
has been described by Eric.Mottram as one of Rothenberg's
"major. culminative poems," in which "an inherited mythologi-
cal reality,"” dbheres,l7 and 'in which Rothenberg celebrates

"the interactions of Jewish and other cultures towards a'

prophetic 'America;'. . . ."18‘ "Cokboy" apéears as the

final poem in the New Directions edition of Poland/1931
and Brings into clear focus the myths and realities to which.
many, of the other soems in the "ancestral” group refer.

“Cokboy," is a full example of the upside~down world of the

¢

éaturnalia which is explored in the Poland poems, and in’'it
the mf%hs‘énd symbols which are common to many of the other

pcems in the group are subspmed.19 As an instance of ubside-

’ > . -

16"Interview," p. 1l1l6.

l7Eric Mottram, “"Where the Real Song Bégins: The poeﬁry
of, Jerome Rothenberg,” Vort No. 7 (197%), p. 178. Hereinafter
cited as "Song."

18Mottram, "Song," p. 178.

19Rothenberg has explained, in this instance to Kevin
Power and in reference to Sightings ("Conversation,” 145-46),
that, "if the mind is trapped by certain structures & ideas
that act against its own desires & necessities it's often - ,
forced to overthrow them in order to begin again meaningfully
on the task of reconsidering what one is & what one can do.
The Iroquoian term, turning-the-mind-upside-down, is used in
an old ritual that involves the guessing & acting-out of

I3

L}
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" i
I3

down-ness,- true to the overall theme. of Saturnalia, "Cdkboy"

> , b : ’;
demonstrates : oo

«
v

-

*the tendency to "confuse forms" by means- : ~
of the inversion of the social pattern,i C. -
the juxtaposition of opposites and the .

s unleashing of theé passions-~-even in their
destructive capacity. 'All this-is a -

means not so much towards pleasure as to

brlng about the dissolution of the world
in a momentary disruption . . . of the
reality principle, alongside the cor-
responding restoratlon of the prlmlgenlal .
illud tempus.Z20

E

P

ya a
e

In'"Cokboy,“JaSFEric Mgttramvsgys, "the Jew, that fan-
tastic récipient and generator, has become a cowboy among
Indians, an Amgg}can enjoying 'this amalgamation endiessly
||21

surprised by the intersection at which he lives. .". .

o 4

4

’
3

dreams. Dream represents the wishes & desires of the soul -
& the dreamed reality is viewed as the mind in -the state of
being upside down. In other words ‘things happen in dream
contrary to the waking reality. Then, having.dreamed, one .,
‘enters into a ceremony of acting out the dream. In other .
words, the condition of being upside down is brought from v
the dream life into the waking life, so that instead of be-

ing at odds with the dream & the desires of the soul, one . - .
becomes at one with them. . . . The best modern formulations.

I know of have always involved vision & structure (or the _
breaking down & building up of structures). And the one

simple iftea that connects the two--turning things upside

down, turning the world up51de down--provides a term that's,

inclusive & certainly more useful than talking about image

on the one Hand & the movement of the line on the dther. .

All of this, ultlmately, looks towards a single’ process of . ‘
transformation & change, which is-:directly relevant (as it .

.was for the Iroquois) in ‘the larger context of changlng &

transforming our experlencg of the worild."

20J.E. C;rlot,*A Dictionary of Symbols tr. Jack Sage, ‘
.(New York: Philosophical Library, 1962), p. 233. The re-
ference is to Mircea Eliade's Tratado de historia de las’
religiones (Madrid: 1954).

21Motr_ram, "Song," p. 179.
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In "Cokboy," as in the entire series of poems, Harris Lego—'
[

‘ , Witz tells us that the "overall thrust . . . is towards - ¢

. acceptance of fl?idity, sex, violence, etc:ﬁ'with all its .~ . '
N . — felt dangers. (The Baal Shem becomes 'Cokboy' though he
v ° * 9 , . , . i
. suffers the becoming in a still hostile gentile world, in . . bt

« which he shares the death of native Americans anBi other

*
it e ‘

. T . tribal people..)"22

Mottram points out that in the Poland. poems, the -
» A N !

| A "deep ithages™ are drawn from'a ‘rich soil .
’ of personal experience, ancestral memory, '
: and an historical bank of located mytho-

. logical objects, characters, customs, .
. " and rites. . . . And most especially [in] e ) "
' , ' / "Cokboy" . : . Rothenberg really strides ’ -
P . .into his confidence with lond composi- ; .
- a ‘ tions which gather momegtum, -climax
T .rhythmically and materially, and conclude,
. in true ceremonial style. o

a

) I !

Mottram also notes that this material, which combines > )
N o - ‘

0y

- . - »
"Rethenberg's "Indian' and Jewish work is a profoundly Ameri-

w23

can celebration. .-. . In it, Harris Lenowitz poilits

.

out that "the olaest Poland-of-the Jews and the newest
America-of-the Jéws are- linked through adherence to 'The

Code of Jewish Law, '-which is both Rothenberg's poem on this,

r

and the tig}e of the book from which he gathered the v : ' . "

2Lfenowiti,‘"The élood," p. 184,  Lenowitz continues:
-"This thrust in Rothenberg begins to appear much earlier, in
. the Gorky poems. . ... Then becaomes located in the Jewish
v 5 . L
K _ _ _experience. ‘ e
23 ) : .
Mottram, "Song," p. 178. C£. ' "The Dreamers," in A
Seneca Journal, pp. 83-9, particularly parts 3 and 4. .

; ‘., § .

a

t

-
- . — (
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fragments." And, as Lenowitz perspicaciously pbints out:

.

"so you shouldn't think that all these adhering Jews, -Polish
and American, observe the restrictions of the Code, -I should

say that for all -of us awareness of the system presented in

¢

the Code is adherence, whether we follow the rules as §iven,

re-interpret them or choose to oppose them altogether.“24

( :
There is truth in what Lenowitz says and this truth

e

‘"reflects the upside-down quality of the American Jews who
fled Europe in search of.religious freedom. As well, it adds
a further dimension of irony to the Poland poems in that

Rothenberg may be-speakin& to aﬁd for the last generetion of

Ashkenazim for whom such a statement is true. ’Such observa-
/

tlon/ln the breach however is central to Rothenberg s Poland

in é;e same way that the,;nversmon of the law end order of

. :
h the group.
The inversion is clearly established in "Cokboy" in

y

the repetition of the complaint :iat "dis place . . . /has
~all the letters 901ng backwards . . ." an obvious puﬁ on the
" relation of Hebrew to English orthography and a key too to
the problems the mess1ah/Baalbe//y/indlan/Chrlstlan en-

counters in trying to "read t signboards/to the des-

ert. . .“25

1 — i
& . v

24Lenowitz, WTﬁe Blood," p. 180.

25Je;;§9/§bthenberg, Poland/1931 (Wew York: New Direc- ‘-,
7

tions, 19
are to this edition, pp. 143-51.

//// : , . |
/7 ’

p. 144, All subsequent references to "Cokboy"

A
-
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/ Rothenberg tells us that

—

when the Baal Shem visited America
he wore a shtreiml 3
the locals thought he was a cowboy

/
and then procegds, with puns, wit, and irony, to confuse the
Bagl Shem with the Indians, Christians, captains, comgiﬁéers,
delicious madmen, and a whole host of American characters

in an American landscape in an American world in which Cokboy,
/

\an American Moses/messiah/progenitor, ed?oes the vision of

the final\ggem of the Seve&kHells in which myth, symbol, and

reality intersect, interact, and interpenetrate toc integrate
diverse cultures in a unifying vision. "Cokboy" thus echoes

Py

Rothenberg;s early works as well5és serving as a bridge to
the Seneca matérials which follow the ancestral poems.27
When, in "Cokboy," Rothenberg asks the rheforical ques-

tion, "vot em i doink here?" he echoes the questing of "A

Little Boy Lost," in White Sun .Black Sun, and the Blakean
: 4

image of "I have no way of turning now, .no door." The dif-

ference is that the gersona who speaks the lines has changed

»

considerably in the intervening years. The persona in White

Sun Black Sun is earnest and almost fully Romantic. "Cokboy"
presents us with the trickster, the character who turns

things upside down.

’
.

26A "shtreiml” is a large broadbrimmed hat favored by

male Chassidic Jews.

27See Rothenberg, A Seneca Journal (New. York: New Direc=-

‘tions, 1978), and The Notebooks (Milwaukee: Membrane Press,

1976).

\
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/ of Chicago Press, 1965), p. 35.

107

The trickster is a flgure of great complexzty and
appears in a number and varlety of North American Indian
legends. in a great number and variety of guises and dis-

guises. Ruth M. Underhillldescribes”the trickster_as "a

]

age . . . the man-animal whose power rose sometimes to the
height of creation. 1In some tales he transformed the world

ffom w1lderness to a fit habitation. Zn others, he plays

n28 .

clownish tricks. )

.

Karl Kroebqr, in "Decdnstructionist Criticism and
American Indian therature," analyses the-figure hé calls

"Trickster-Transformer” in a number' of Indian legends. Kroe-

¢

‘ber has ascertained that

< [4
Trickster-Transformer appears in a multi-
tude of roles between creator and clown.

And the mythicalf age for which he is focus
is a timeless time intervening between an |,
original creation and the appearance of
man as we now know him in the world as we
now know it. Thus in all ways Trickster-
Transformer is "between," even as he is
principal among those like Rut unlike !
men, man-animals, -He may be said to
serve, above all, transformations of
mythical into hlstorlcal reality. Among
American Indians, Trickster-Transformer:
emerges in diverse guises--spider, raven,
_ bluejay, mink, coyote, the hero . . .
-and perhaps even dlsaulsed as a woman for
homicidal purposes.

«
28Ruth M Underhill, Red Man's Religion' (Chlcago Univ.

s [y

29Karl Kroeber, "Deconstructionist Criticism and
Ameriean Indian Literature,"” Boundary 2, 7, 3 (Sprlng 1979),
74. Hereinafter. cited as Deconstruction.

fantastic figure who was the very focus of the mytﬁical -

Vs
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In one of his better-known guises, the Trickster=Trans-

N L]
former figure is known as Coyote. One cannot say, as Kroeber
A " ’ ¢

points out, that Coyote "means 'so and so' because he always

also means something else: in his meaning one fhing the poweé
to mean another is implicated. He is too tricky to be ab- Y :
stractly identified. He transforms . . . any definition of X

30

him even as he provokes one, into making a definition." Coy~"

*ote "embodies capacities to chaﬁge from'onelreality'into an- /
other, démonstrating the power which makes possible transform-
.ing'of one actuélity into another, as when one passes from

dreaming to waking. This capability binds him to essential
cultural processes, which are specific fashions of defining

and evaluating modes of reality and their interrelapioné."3l ,

In the words of one teller of the legend, "Through " ~
stories everything is made possible:" Kroeber comments that
this is "specific, not a vague generalization: through
stbries everything of the Navajo way of life is established.

Through its stories the subtlest dynamics of a culture are

realized, affirmed, taught."32

In European culture, "The Fool” in the Tarot paék is )
perhaps the closest paralle} to the figure of the tricﬁﬁter.
The Fool is the "final ehigma of—zhe Parot, d%stinguished‘
from the others because ié is un-numbered . . . the signi-

-fica of this is that the Fool is to be found on the fringe

/

30Kroéber, "Deconstruction,"” p. 74.

S

3lOp. cit.! p. 78.

3ZOp. cit., éngj:
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of all orders and systems." In order to "try %o invert the
prevailing eviluorder . . . to rega{n health and goodness'iﬁ
becomes necessary to turn’to‘the dangerous, the unconscious

and the abnormal. . . . Further, the Fool afd™~the clown, .
., 4 ’
. . play the part of 'scapegoats' in the ritual sacrifice of

P
“ P ¢ Lt

v b 25

||33 ~ o - &/

R T

1

.

<

humans.
o

The parallel figure in Jewish legend is the “qhbchem,“
ankinverted use of the Hebrew word for a wise man. The
word is used ironically and the meaq}ng is usually cleaf
from context. In North American Jewigh culture, this figure
has been fe@uced in stature' to that'qfathe "schlemiel," a
‘bumbling incompetent who occasionally, like "The Fool," has
moments of insight. ) '

The stress on these figures and particularly on the
significanée and meaning of the Trickster-Transformer is
due to tlve use that Rothenberg makes of the particular; and
the structures of such myths in "Cokboy." Cokboy is tbe
Trické;er-Transfqrmer. ée appears initially as the almost
schlemiel, the Jewish immigrant who can barely ﬁronoﬁnce
Engiish. Cokboy gets "lost tzu get here" and yet he is here,
is at once "a hundred men/a hundred fifty different shadows"
who, like the Trickster-Transformer, ié every'one, no one,
/cuiture hero and clown;'able to be in one and many places
like ;he Fool or the Trickster, in various guises at once.
Neither the place qe gét lost to arrive at nor his identity
can be pinned down: he is legend, legendary, myth, and mytHL

-

maker, ~ t -

3ciriot, pp. 106-07.
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* and 'the mythical/mystical "kabbalistic time," in which

d
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me my grandfather ‘

men with letters carrying the mail

lithuanian pony-express riders '

tHe financially crazed Buffalo Bill
still riding jn the. lead

hours before avenging the death of CuSter
making the first 3-D movie of those wars

or years before it 4

the numbers vanishing in kabbalistic time
_that brings all men together

< -
- c e

id - v

In short, he is "the very focus of the .mythical age," and

in coming to "bring the Law to Wilderness," he transforms

"the world from wilderness to a fit habitation." But "the

n

mythical age for which he is a focus is a timeless time . . .

events are telescoped by the creative and fransforming magic

P
powers of the storyteller who, in Navajo culture, makes

everything “possible," and in Rothenberg's language, "makes
everything happen.” ‘

In making everything happen Cokboy is at once the Baal;
o N

Shem and a Mexican cowboy, a Jewish shaman and a trickster

o

who, in the intersection of cultures will
. 7
' search for my brother Esau among these Redmen © )
their nocturnal fires I will share |
,piss strained ,from my holyycock "’ : ' .
‘will ‘peax seed of Adenai -
& feed them visions :
I will £ill full a clamshell
will pass it around from mouth to mouth
. we will watch the moonrise , .
through each other's eyes
the distances vanishing in kabbalistic time. . ° .

Thugs the distances between those

P’

o ¥
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; who threaten my beard your ‘hair .
. but patronize me -
& will make our kind the Senator from Arizona .-
the champion of their Law
who hates us both

!

-

and t@e Baal Shem and the Indian and the Mexican and the

.\ cowboy will all be .resolved in "kabbalistic time" wherein

such transformation fof one actuality into another,” are

\ssibleL . /

. the vision of the Cuna
o the vision of my grandfather

\. vision of the Baal Shem in America

\ the slaves in ?teerage

~

all coalesce in one common sion, as time reverses and all
N - S

the letﬁers go backward
\ . N
ness. . &\ ." ?he Jey, the broken-let;ered immigrant, is

1

fransformed as he

A

the méuptaihside/& meets an eagle . . ." that symbol of
power, of ré%son aﬂé\lucidity, symbol- too of America, and
perhaps of the soaring imagination. The eagle, now "Yiddi-

fied" as an "iégle,"

1
v
N ]

+ i, lifts him

like an, elevator

to a saﬁs place above the sunrise )
there gives a song to him

the Baal‘'Shem's song - y

repeated- W1thout words for centuries. . . ..

\
a

The transformation is'completevin the transfer of the
song, for 1t is 1anguage whlch makes 'evefytbing happen. "

The Indian chant, hey hgya heya is translated into the

ecomes shaman, and "his spirit rushes up

) #
, "a reverse in time/towards wilder- -
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Baal Shem's "yuh~buh-buh~buh~buh-buh~bum," and the mythical

2k '

America of the yearning Polish shtetl dwellers for ' N

Jerusalem/Ameriga is joined to the myth of the North

<:>American Indjans. This transfer of songs implies the

transfer of.powers: the power of one kind of leerning, of

n] 2 A< et A &

exegesis and mystical 5nowledge and prayer, is joined to the ' *
power of another kind of learning, to survival skills, and
. \ . 4

) to the mystical knowledge of a different culture and the
ST j;

Y kinds of shamanistic powers of that culture.

, From Poland or the steppes of Russia to the."Wyoming ‘

steéﬁes,‘ as in a dream, Cokboy has travelled through
"kabballstlc forests" until he meets "an old indian," end
"tﬁe prophesiés of both join at this point. . . ." Thus

the one/two or thé "one hundred @en/a hundred fifty different’

shadows," each bring remnants from his own culture, - the

-

peace pipe from one and the walnuts cracked against a rock
in a handkerchief from the other. This part: of the myth and
"Cokboy: Part One," ends as "the fire crackles in the pri-

pitchok/in a large tent somewhere in America/the story of

_the coming-forth begins."34 - -

¢ ¢

Like beote—Trickster—Transfbrﬁer, Cokboy, in "Part C

34"The fire crackles in the prmpltchok—" is an English -
variation of a line from a Yiddish song which is usually sung
to children. The lyrics describe with nostalgia the "old
country style" of instruction in the alphabet. The refrain %
calls for the repetition of "aleph, beth,”" the first two ‘
. letters of the Hebrew alphabet, thus the beginning of the
’ "coming forth." The "aleph" and the orderlng of letters
and numbe;s has particular .importance ln ’kabbalah

v [}
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Two," remains his indefinable sé1f and everyone else. He

3

appears at first to disguise himself as a woman, not for
1

"Homicidal purposeé," but for the bringing forth of."a little

Moses" who is also himself and the child of the Cacique's

daughter. Cokboy is all of them, the mother, the father, the

litfle Moses, the doctor at the delivery. It is a hard, birth,

"s6 hard the Baal Shem’ dreams about it. . . ." The Baal
Shem, we are reminded, "was in correspondence with Wm. Blake/
appeared on Peckham Rye" an&fbut of ,Blake's viéién of America
and out of the Baal Shem's vision and out of'the‘Indianfs
vision, “"America is born," hard, add Rothenberg proyides £he
details of the new, tran§ﬁormed,creati6n myth. .

In this Aew made-in-America and made in imagination

vision, Cokboy subsumes the culture of the ethnoi and pre-

sents it larger than life. He is still Coyote/Tfickster,

cowbéy, and the Baal Shem Tov, but he has become, in addition,

the biggest prick in Americél COKBQOY, symbolically the pro-
genitor of mythic proportions. He is at once "like the great
_cock of the primal beings" and "myself my grandfather/(he
sings) my name is Cokboy/---COKBOY, understand?" As COKBOY,
creator, trickster, brogenitor, culminative symbol, he "will
be the Great Deliverer someday yuh-~buh-bum. . :“ of every
"thing and every one in America, even though America is now a
) "disasteé“ for his visions.

As it turns out, in trying to finvért'the prévailing
evil order," the disaster %merica ﬁag become, Cokboy, like

the Fool, must "play the part of" the scapegoat. At the end,

2
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no matter what his guise or disguise, he is sileqt, "silent
in America" for,having spoken his vision, he'g "got nothing
left to say. . . ."

In Cokboy Rothenberg has created a persona %:om a
variety of cultures and)haﬁ synthesized a variety of myths
to produce a new mythical progenitér, Qne who ig at once
the bringer of Law tp the Wilderness.and a part of the
Wilderness. Rothenberg's theories and his conceptions of
ethnopoetibs, his vision of American histor& and his ideas
about the interaction and intersection of image come alive
in "Cokboy." 1In "éokboy,“ the "despised,"” the "alien,"
the "ethnoi," are represented and presented not only singly
but together, joined in one persona as father/inseminator of
America. This is a vision and a personification of American
history and a vision Rothenberg offérs for the future. 1In
"Cokboy" Rothenberg tries to re-mythologize America, to
present the'"other" face of history{ The “stories" Cokboy

tells are meant to present an alternative vision of America

"and of American history. The poem tells us that we are

. dealing with an admitted inversion. We are in that place of

myth and legend where everything reads backwards, ana thus
the tales the poet tells are no less "érue" than the "ob-
jectivg truths" the historians would have us believe.
Cokboy is no more unlikely than the Anglo-Protestant
white vision of a white Americé. Hé may in fact be rather
more likely a progenitor. The absurdity of his claims
demonstra£es\the absurdity of the claims he is created to

3

counter.



[4

Cokboy's claims far himself are so far outside the
: p ’

accepted version of American history that they must, in
their very absurdity, he taken seriously. The irony is that
the‘mytﬁ of America as being an gimost uniformiy Anglo-
Protestant white culture has been built in part on claims
which, through Cokboy's eyes, we see as equally absurd. The
American m§th of black sexual power has been use§ to spread
real fear, to provoke terror. The same idea, presented by
Cokboy as a claim and a boast, is p;tently silly. Once we
have recognized that such an idea is silly, can we ever
“again fail to recognize its silliness when it is presented
in a different context? If wé do recognize thg absurdity of
an idea, whatever its legendary status and proportions,
when it has been trahsposed to another context, then Rothen-
berg has succeeded iq following his program. He has changed
our minds.

The power and complexity Sf "Cokboy" and of the other
Poland poems is related to this mind-changing. Rothenberg,
true to the poeti;s of deep image, works at several levels
simultaneously,‘and via juxtaposition of concepts and images
changes our vision with his‘suggéstions for alternative
readings of realityﬁ This is exactly the technigue he used
in the anthoiogies ot eﬁhnopoetid‘material§ ‘in which context
in part detg}mines céntenq. It is a technique Rothenberg
also used in the Unicorn edition of Poland/1931, in which

4
poems were printed on separate leaves of paper which could

1

" be moved around, interposed, and juxtaposed. This technique

)
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of juxtaposition is also an extension of the image/silence/

line experimenﬁs of the Sightings. “Cokbof“ is thus a major
work for Rothenberg bécéuse ;n it he brings together his
theories and demonstrates how they work in practice.

\ Cokboy is a major Eharacte£ for Rothenberg becéuse in -
éokboy Réthenberg brings together the various personae he
had explored and lets .them speak through one culminative
persona. It is not only the mythicai elements which find

é point of confluence in Cokboy. It is also Rothenberg as
Jew, Rothenbexg as etﬂ;opoeticist, Rotheﬁberg as "alien
poet," Rothenberg as shaman, and Réthenberg as visiqn;}y.
fhe "I iA "Cokboy" is all the "I"s of Rothenbérg's preced-
iné poems, To:Cokboy Rothenberg commits the "eyé" of all
those other,poems, the vision and visions contained in and
mide preéént by'theﬁ.

Yet while Cokboy is a mythical figure of mythical
proportions,. he ié:not an archetypical figure in the Jungian
sense; rathéf he is stereotypical, and this, as Rothenberg
has claimed all along, is the basis of his mythical propor-
tions. The idea of archétype forceg us to”look into the
private uncoﬁgéious of the individual for the basés§of myths.
The idea of stereotype forces us to look at a culture,‘g
collectivity of individuals, for the baseg‘of myths. Such an
idea echoes Buber's idea of "community" and "dialogue." :‘

\ Buber saw the roots of reality\in "man with man." Meta-

N . . .
language and metastructure are irrelewvant in such a concep-

tion of rgality. Out of dialogue and community, reality is

-

¢
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born, and myth and poetry are the keys to that vision of
reality, for they are forms of commuqication between people.

The poet thus functions as myth—maker and myth-keeper, as

an:inventor of reality, and this is obviously Rothenberg's

.

understanding. The shaman or myth-keeper functions witHin
a tribe however, and for the tribe the myth is "true."

Stereotype means recognizable "sets" of imagés, key words,

' +

names or phrases which clue in an attentive audience. In

'Y
the case of North American Indian tribes, even "non-sense

vocables" may serve. The attentive and participating
‘ ‘ /
audience recognize the meaning and the content of the

stereotype because'they have been taught to recégqéze it.
Archetype, on the other hand, implies a personal
autonomous consciousnes$ against which Buber offers commun-
ity, a concept Rothenberg translates into tribal myth and
ritual, in other words,‘stereotype.' Rothenbe;g's argument
then is againsf the "personai" or the "archefypal" inter-

pretation of how reality is madé.35 Like Buber, he sees

«

reality as function of learning or socialization, and'of

*

group or community, with emphasis on learned vision and myth

which, according to both Kroceber and his sources, is how,

\
< j ’
via story, "culture is made possible."36 Rothenberg's vision

prre O

may be partially determined by his ethnicism, by the self-

perceived "otherness." This appears to Rothenberg even inw

"l 35NYQ, p. 10. *

“

36Kroeberv "Deconstruction," p. 74.
+ M " ‘
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" and for them, perhaps "with" them, within a community of like-¢

- and 1ntegrq§es the ldeal of shaman w1th poet by speaking with-

L
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the banding together of poet;_;hb, as "alienk" defy their

3
allenatlon by deflnlng themselves as a cemmunlty 37

It is to the ethn01, and for them, that Rothenberg/Cok-

Vel

boycaddresses himself. Like the shaman, hF speaks both ‘to
, \ .

minded. Thus in Cokboy Rothenberg defines his constituency

DU P e

“to, and for, hls self-defined communlty. In "Cokboy,"

-

Rothenberg is trying to produce the integrated persona and the
integrator of stereotypes who, like the shhman,‘can "turn a
condltlon[of 31ckness toc one of health," by constituting a

4
correctlve to the "white" view of American hlstory by pro- .

viding a new and healing visionh: for the ethnoi. , Cokboy re-
/ ce .
envisions history, and in reé-envisioning, he revises it, re-

vises the perspective from which we can see the future too. !

' “As Rothenberg said imn another context: -"Imagine, to -

have a dozen powerful dlsease-curlng stabilizers that have
\38 ’

§

been dreamed by you.

. ey ’ ) (]
7Jerome Rothenberg, "Pre—Eace to a Symposium on Ethno-
poetics," Alcheringa New Series 2, 2, 6-9. ¢ -

°38NYQ, p. 36..
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