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ABSTRACT 

Tke purp •• e .r this thesis is t. aaaly$e i. iepth the p.etry .r 

Charles T •• li •••• i •• rier t. elueiiate hi. e • .cepti ••• r the 

relati •• ships betweea .an ani vari.us vital e •• penent •• r his 

UB!verse. With this purp.se in .ind, the theeis will r.cus .a ~ 

Way .r A W.rli, the pr.iuet .r the peet's .ature .astery. 

As rar as T •• lins.n is e.aoeraei, tae .aj.r eleFente .uteiie 

.aa which c.nfr.ut hi. in hi. endeav.ur t. c ... t. terae with his 

envireaae.t are aature, ti •• a.i art. It ie with theee exteraal 

ele.ente that .an has te r.ra a hara.».i.ue relati •• ship, i. spite 

.r their rnata.ental .pp.eiti.n t. hi •• 

Ia the rirst ohapter .r thie theeie, we snall expl.re 

T •• li.e.a's c.acepti ••• r the relati ... hipe betweea .aa aai aatureo 

As thie ie a rather wide subject, we have r.nad it expedieat t. 

expl.re it ia thllee sub-iiviei •• e, "FilMaeee .f Relati.aehip", 

"TAe Way .r·A W.rli" ani "Seein« is Eelievi~". 

The secti.a ileaied "Fi.enese .r Relatie.ship" ieale .ai.1Y' 

with ... '. c • .rr.ntati.n with the .utsi.e w.rli ae a payeioal 

eatitY' aai with .ther ilu.an beia«e. ~fte sec.a. aub-iiviei.a, "TAe WaY' 

.r A W.rli", is .a the .ppeein« f.rees in aature whiclra serve t • 

.. iataia her eseeatial iate&rity. The riul lIU'b-iiviei.n .f tile 

first oilapter ie enUtlet "Seeill& is Bellevill&" .ai reousee ell the 

prece ••• f percepti ••• A superficial 'reaUll&' .f aature, as 

T •• li •••• teras it, leai •• an t. the iape •• ibility ef reallY' 



o • .!.g t. ter-s w~th ,~ basicalIT alien •• vin •• e.t he fi.ts 

hi.self c •• fnnted bw. 

ii 

The .ec .... clt.apter .r this thesis expl.re. the relati.nship. bet­

wee •• an a.i ti ••• The i.tuitive Teacti ••• f ... wh •• c.arr •• tet witlt. 

this vi tal eiiu. wlt.iclt. spaas Ilis life. is te i •• iaate it tllreup 

vari.ua ea ••• like aeasuri.g it .r tr;ri.g t. tirect its c.urss 

bw exerting his will-p.ver. Te.li._.'s prescripti •• is te aake 

'truce' vitlt. tiae. aaa t. • .... e.t· ta its inevitable flux. 

The final sect ian, the title af which is "The Rel~ti.nships Bet­

wee. Life. ani Art" will be a genenl survey .f 'femlins •• ' s ca.oepti •• 

• r the fuacti ••• r art in a~.'s life ani his unierstaniing .r the ar­

tist's duty ~nd resp.neibility within the wider cantext .f hu.~. exis­

tence. 

The theae .r rel8ti.ns and centraries which prevaile in T •• lin­

e.n's p.etry fr •• the begiRDing .r his career .n, helps t. explain 

the s.ureee .r dich.te.y betvee. vari.ue ele.ente .r n~ture. This di­

ch.t.ay alee enc •• passes the eleent .r integrity which i~ • vit~l 

c.ap.nent er these r.rcee. Fer T.aline.n, the seluti.n which liee in 

frent .r a •• is b~eed a. hie accep~nce ar the separatenees ar the 

eleaente areuni hia, an accewplishae.t a~de p.eeible threugh a re­

linquiehMent .r hie prevailing ega ~nd baeic reepect •• eva t. the 

entity .r centrary eleaents. 



INTRODUCTION 

, One of the most eminent contemporary poets of England, Charles 

Tomlinson, comments on his poetry and IIIlJ'Sl 

My theme is relationship. The hardness of 
crystals, the facets of cut glsss; but also 
the shifting of light, energizing weather, 
which is the result of the oombination of 
sun and frost - these are the images for a 
oertain mental climate, components for the 
moral landscape of vr:r poetry in general. (1) 

These images best define his poetic world. It is hard and solid as a 

crystal. The objects and things prove their solidity under a changing 

light, blowing wind or pouring rein. The weather is energizing because 

frost and sun struggle to dominate it while fllxes and daisies try to 

aurvive. The mental climate of such a world could only be a searching 

and contemplating one. He finda a skull on the beach and thinks about 

the finalities. He links objects with each other and with human exia-

tence and observes the variety, richness, complexity and fineness of 

their relationships. The moral principle of such a world could not 

be but a relationship based on a recognition of the otherness of these 

elements. 

In the "Preface" to his Collected Poems, Tomlinson says that the 

title of his first pamphlet of verse, Relations and Contraries (1951), 

has proved to contain a dialectic very fundamental for subsequent 

poems. However, the poeas published in it were not included in the 

(1) eds., James Vinson and D.L. Kirkpatrick, ContemporaET Poets, 
(Londonl St. James Press, 1985) p.865 



Colleoted Poems except for one whioh is oonsidered u,y Tomlinson to 

be "a kind of prelude to what follows" (1). As the first poem of the 

book, it appears to be a good prelude to a~ evaluation of his oon­

oeption of poetry, and of his imagery and vocabulary: 

Poem 

Wakening with the window over fields 
To the ooin-clear harness-jingle as a float 
Clips b,y, and each suooeeding hoof fall, now remote, 
:Breaks olean and frost-sharp on the unstopped ear. 

The hooves describe an arabesque on spaoe, 
A dotted line in sound that falls and rises 
As the oart goes u,y, reoedes, turns to retrace 
Its way baok through the unawakened village. 

And space Vibrates, enlarges with the sound, 
Though space is soundless, yet oreates -­
From very soundlessness a ground 
To oounterstress the lilting hoof falls as it breaks. (2) 

This is a typioal Tomlinson poem, beginning with a sensory impreSSion, 

developing this impreSSion through detallad and ooncrete description 

using various antithetioal images and finally ooncluding with a oon­

templation or a reoognition of the Relations and Contraries, that is, 

of the relationships between the opposing elements of nature. 

The first stanza provides an auditory impression that evokes the 

very sound of the milkman's float on the SOil, through a masterful 

teohnique. The two-stressed word groups scattered among the lines 

provide the exact rhythms: 'ooin-olear', harness-jingle', 'olips u,y', 

'hoof fall', 'now remote', 'breaks olean', 'frost-sharp'. These Bound 

(1) Charles Tomlinson, "Preface" in Colleoted Poems (Oxford and Hew 
York: Oxford University Press, 1915) no pagination. 

(2) Ibid. 
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effects, alliterations and choices of words mcreate a harBh and 

solid atmosphere. 

In the second stanza, the sound makes a lIbere in the space: it 

is 'a dotted line in sound'. :But one can imagine the dotted visual 

line of hooves as well. The tension in this stanza is between the 

rise and fall of the hooves and between the progression of the oart 

and its sound which tums to retrace its way back. 

The third stanza is a contemplation on the possibilities created 

by that sound. A sound effect in a soundless apace enlarges it. If 

it had not been a silent one, this sound would DOt have provided the 

same effect. In tum, the sound gives it a vibration. 

This is only one way of reading this poe.. Its title and the 

famous expression of Pound, 'unstopped ear' in the first stanza linkS 

it to literary tradition. In this sense, it is a homage to Pound. In 

hia autobiographical Some Americans, Tomlinson states thet this poem 

• •• had been intended as a piece of Poundian 
syncopation, modelled on that "Ode Pour L'Eleo­
tion de Son Sepulchre" ••• (1) 

In "Poem", Tomlinson establishes parallels with Pound and himself. 

In "Hugh Selwyn Mauberley", Pound describes hiaael.f as one who 

••• had been bom in a half-savage cOIUItry, 
out of date. (2) 

In J\ound' s time, England was the oentre 01' anistic tradition and 

(1) Charles Tomlinson, Some Americans: A Personal Record, (:Berkeley 
and London: University of California Preas, 1981), p.10 

(2) ed., Geor. McMichael, Anthology of American Literature, Vol.II, 
(Macmillian Publishing Co., USA, 1974), p.1l43 



Pound had left his country for a journey to England. In Tomlinson's 

time the situation was reversed, England being no longer the artistic 

centre. During the 1950s, Tomlinson had mounted an attack on what he 

called 'the provincial laziness of mind' and 'equally provincial 

verse' (1) that reigned over England and advocated a journey to the 

modernist tradition of Europe. 

The difference between Pound's and Toml1DIIOI1's journeys is that 

whereas Pound made allusions to 1I;Ythical heroes of classical l1tera-

ture, especially Odysseus, Tomlinson places his poel! in a humble 

setting. Whereas Pound's ear was 'unstopped' to the classical tradi-

tion, Tomlinson's ear is 'unstopped' to -the sharpness of sense 

experience- (2). Taking the sounds of journey by cart as a starting 

point, Tomlinson creates a poem that expresses his 'poetica' in 

three stanzas. 

During his Phi :Beta Kappa address on poetry at Colgate College, 

Tomlinson expresses the main concern of his poetry as "the fineness 

of relationships" (,). However, insistance on relations and on certain 

formal and technical devices does not oreate aD,Y sense of repetition. 

On the contrary, each of Tomlinson's books introduces new technical 

elements, and new landscapes and people into his poetic world. In 

fsct, both his life and his work are manifestations of "fineness of 

(1) Bruce M. Martin, British Poetry Since 1939, (llestona Tvayn . 
lishers, 1985), p.14' 

(2) Charles Tomlinson, Sa.a"A.-rioaRs, p.10. 

(,) Ruth Grogan, "Charles Tomlinson: The Way of His World", Contempo­
rary Literature, 19 (Autumn 1978), p.479 
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relationships" between different people, artistic forUls and ways of 

life. His own life-style, at once urban and rustic, seems to be attuned 

to the very essence of his poetry. 

Born in Stoke-on Trent in 1921 into a working class family, 

Charles Tomlinson goes to Cambridge after a local education (1). Bet-

ween 1949 and 1951 he is an elementary school teacher "while trying 

to paint in the evenings ••• " (2<). In 1951-1952 he is in Italy writing 

most of the poems in his seoond volume of poetry, Necklace (1955). 

Necklace and his third volume Seeing and Believing (1958), reflect 

the influences of French symbolist poetry and American poetry, aDd 

both depict man;y scenes from Italy. 

Late in February 1951, he writes his "first poems in emulation 

of the three-ply cadences that Williams used ••• " (3). In 1959 he is 

awarded a travel grant to visit the United States. He travels along 

New Mexico, Atlanta, the Deep South, :Baltimore, Washington and )Jew 

York. In " F80pled Landscape (1963), there are American and British 

acenes. He is in New York aglLin in the Spring of 1966 and American 

Scenes contains much of his visits to America. In 1966 and in 1910, 

he reVisits Italy (4). The Way of A World (1969) brings British and 

American scenes together. The settings in Written on Water (1912) 

(1) Michael Schmidt, A Reader's Guide to 0 Modern British Poets, 
(London: Heinemann Educational Books Ltd., 1919 , p.31 

(2) Charles Tomlinson, S •• e A.ericans, p.98 

(3) Ibid. 

(4) Ibid., passim. 
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are the Isle of Skye and Italy and in The Way In (1974), the English 

Midlands and the Hebrides (1). The Shaft (1978) and The Flood (1981) 

contain many poems dedicated to the artists and people whom he knew 

and they both include Italian and British scenes. Notes from New York 

depicts many American scenes and people. About his last volume, !h!. 

Return (1987), Tomlinson says that it 

••• goes back to and tries to gather up the mean-
ing of the experience of beginning to write poems 
(that were my first real poems) in Italy in 1951-
1952 •••• the American experience is still being 
balanced up against these youthful days in Italy. (2) 

During these visits to various parts of the world, he meets many 

contemporary artists and shares their artistic interests. He approaches 

their contributions to world literature with his 'unstopped ears' and 

tries to make use of them for the benefit of English poetry. He is, 

moreover, the editor and critic of the works of American writers like 

Wallace stevens, William Carlos Williams and Marianne Moore. He has 

translated the works of Russian, Spanish, Italian and Mexican poets 

and contributed to a multilingual poetic work with poets from Italy, 

France and Mexico. 

He is also a painter whose pictures "do come back to the same 

area of imagery: water, stones, light, space" (~) and share the same 

concerns with his poetry: 

6 

(1) RIltA Gregan, "Charles T •• Eas .. : The Way .f His W.rU", C •• teaperary 
Literature, 19(1978}, p.473. . 

('2) "Charles T .. UJl.SSr1 At Sixty 1m .O.~veraatien with Richart Swigg" 
. f.N. Review, V.l.l4, a •• 3(1987), p.5S. ' 
(·3.)~.Ral!!Ula aa" Mike :iiir\(iJl., "AB l.te'tTie~ Wi.til Charl.a .['.aUas.n", 

·C .. teap.rary Literature, V.l.16, a •• 4 (Suber 1975), p.4l4. 



I like something lucid surrounded by something 
~sterious. I see poems and pictures as the place 
where the civilized, discriminating faculties and 
the senses of the elemental, of origins, reinforce 
each other. (1) 

Tomlinson's search for a profundity through the observation of peri­

phera is more obvious in his paintings than it is in his poetry. Sla1l1a 

filled with a dreamland of birds, clouds in the form of human heads, 

different natural elements united in one painting through the tech-

nique of collage constitute the imagery . 

In addition to literature and painting, another artistic medium 

that had fascinated Tomlinson during the 1940s was the cinema, leading 

him into writing scripts for films. 

Charles Tomlinson, a man of such broad range and scope of artis-

tic and intellectual interests, is a professor of English at the Uni­

versity of Eristol and prefers to live an isolated life in his cottage 

in Gloucestershire. Peter Levi describes his house as follows: 

••• (it) seemed to me intimately related to his 
admirable poetry. It is a cottage with an austerely 
fUrnished living-room in which I remember nothing not 
genuine. It stands in the quietest valley I have 
ever penetrated in Western England, steep-sided 
with hanging woods and , 
and badgers than there are people. Upstream there 
are the remains of one of the last box forests in 
England. (2) 

This brief glanoe at the way of life and at the artistic interests of 

Tomlinson gives many indications as to the sources of the variety and 

richness of his poetry. The sound of warm Mediterranean water moving in 

(1) Charles Tomlinson, "The Poet all Painter", Poetry Review, Vol. 4, 
no. 76 (1986 December), p.16 

(2) Peter LeVi, -Fifteen Ways of Looking at A Tomlinson", P N Review. 
Vol. 5, no. 1. 1977, p.40. 
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and out of the caves of Italy under a blazing II1ln, 'frost-ebarp' hoof­

falls of a horse on the icy English soil in winter, follow each other 

e 

in different poetic forms while the Mexican peasants, American Indiana 

and Englishmen share the same humanity in their capacity for confronting 

the outside world. 

The .un purpose of this thesis is to show the worldDg of Relations 

and Contraries in Tomlinson's sixth Tolume of poetry, The Way of A 

World. After the publication of this book, Miohael Edwards, one of 

Tomlinson's best oritics, wrotel 

It is an event, a happening in English litera­
ture; it confirms Mr. Tomlinson as the most 
powerful poet that we have among ue ( ••• ) I 
know of no better writing being published in 
England. (1) 

The Way of A World contains the best examples of his recurrent themes 

and images in such a variety of II1lbject-matter and form tbat to take 

this mature work as the basis for an analysis of his poetry will not 

rBlI1llt in any injustice to the richneas of his artistic concerns. Al-

though the poems are going to be examined by claasifying them under 

various headings in order to provide an easier access to the way of 

his world, each chapter is in close thematic relationship with the 

previous and ensuing ones. The first chapter, -The RelatiGl1ships l!et-

ween Man and Nature", including thoBe between various eleJIents of 

nature and human relationships, will also cover the way buaan beings 

peroeive and interpret the outside world and catch the possibilities 

it offera. The second chapter will analyze "The RelatiOnships l!etween 

(1) Michael Edwards, "Charles Tomlinson's The Way of A World", ~ 
International Review, ~40-~42, (1970), pp.52-57. 



Ma •• a~ Ti.e". The thiri chapter, which is a. "The Relatianships 

Betweea Art and Life" will be a general assess.ent af Ta.linsan's 

appraaoh ta art a.~ paetry. 
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CHAPTER I 

THE RELATIONSHIPS :BETWEEN 

MAN AND NATURE 

A. FINENESS OF RELATIONSHIPS 

The Way of A World begins with an epigraph by Jorge Guillen: 

Y tanto se da el presente 
Que el pie caminante siente 
La integridad del planeta. 

Jorge Guillen. Perfeccion (1) 

This brief poem gives a short eyuopsis of the boole: it ill about a 

world which overwhelms man with its integrity. Tomlinson aims at a 

similar integrity in his work. The Way of A World begins with a poem 

about the initiation of a human being into life (-SwiEDing Chenango 

Lake") and concludes with a poem on death ("TIle End-). The other 

poems are about natural. mental and artilltic processes. 

In the lecture he delivered at the occasion of hill Fbi Beta 

Kappa address. which was entitled "The Poem all Initiation-. Tomlin-

son reads his "Swimming Chenango Lake" twioe. explaining that this 

poem occupies the moral centre of all that he has done hitherto 

and that its analysis of the act of swimming was 

(1) "And the present is so much with UII 
That the stepping foot feels 
The integrity of the planet." 

Jorge Guillen. Perfection (Translated by 
'l'Iirkan Araz) 



almost an allego1:'Y of the way we take purchase 
on the world of phenomena yet can never 
'possess' it and the way it takes purchase 
on us, confirming our identity. (1) 

The poem is divided into four parts eo as to show how the wimmer 

moves from one level of experience to another and arrives at an aware-

ness of, or illumination about human existence. 

The title attraots attention with its unusual omission of the 

preposition 'in'. It is not "Swimming in Chenango Lake", but "Swim-

ming Chenango Lake". Thia omission brings an extra significance to an 

ordina1:'Y act of wimming. It becomes a trial for the swimmer, a 

confrontation during which the wimmer and the lake exert conflic-

ting powers on each other through their bodies and eventually change 

each other. 

The first octave of the poem (2) deals with the actual· sensations 

of the wimmer. The first sentence, with its more powerful l!Iound 

effectl!l in the first half, gives the impression that winter, or 

nature, is more powerful than the awimmer and that he is bound to 

obey it. Immediately after this prophecy, the swimmer begins to 'Nad 

the water' and sees how it carries contradicto1:'Y portenta. It is 

astir and steady at the same time, like a hesitating human being. 

What the swimmer reads in the water reflects his own feelings and 

creates a sense of unity between the wianaer and the laklt: knowing 

the coldnesl!I of the water. he is likewiee prey to autumnal hesita-

tionl!l. The weather and the trees are in a tremor. and the wimmer 

11 

(1) Rll.th Gl.-ega_, .Ibllarlel!l T •• li_sen:' ']jlle Way ef Hi. Werli". Cente_peran 
. Literature, (19(Autuan 1978),p.473. . . 

(2) Fer the textl!l ef the pee.s analyzea, eee Appenliix. 



is probably trembling, or at least ver,r excited. Then oome the leave. 

whioh have fallen into the water, antioipating what the swimmer him­

self will do to the lake: they 'launch' their 'imprints' on it in 

an 'eooentrio' manner. 1beir impaot on the surfaoe of the water 

ohanges the water, and although the leaves are ver,r light, the proces. 

is not a gentle one. The word 'launch' bas oonnotations of atrife, 

and implies the beginning of an attack. All theae words and descrip­

tions serY'e to oreate a tenae atmosphere between different elements 

of nature. 

In the seoond part of the poem, the observer passea from oon­

orete obeerY'ations into abstraot thinking. The rhythm of this seotion 

is slower than that of the first one which rendered the excitement 

of the swimmer and the movement of his e;pes from one objeot to an­

other. The seoond part, on the other hand, depiots the flow of water 

and refleots the thoughts of the swimmer. The two motional elements, 

flowing water and thoughts, are again united in the same mood. 

12 

At that point, the water's being a tgeometr,r', a square, a form, 

oan be applied to the poem as well. In faot, the poem imitate a nature 

in all its variety and regularity. The lake is endowed with oonsis­

tenoy, with a form with four parts. Furthermore, it is similar to a 

musioal pieoe, a sonata in four distinct sections, repeating variations 

of the same theme. Thus art, as a component of human life, is includ­

ed in this natural encounter. 

The following seotion is about the actual confrontation during 

whioh the swimmer's splashes and his gradual progress towards a 

baptism are heard as a -.usioa1 crellCendo. It begins immediately after 



the slow movement of the 'pulsating flow' and the four-streseed lines 

are occasionally replaced b.r the three-atreseed ones with a quicker 

movement which imitate the strokes of the swimmer. This eection is 

the culmination of the experience during which the swimmer and the 

lake change each other. The use of expressions like 'aoissors apart', 

'away to tatters', implies that the act of swimming is an act of 

violence. The water's violence is its 'coldness'. llut again, the 

swimmer and the water unite in their resistance and they embrace each 

other with a 'grasp' and a 'grasping'. The swimmer lets himself be 

grasped by the water. He himself 'grasps' the substance and the 

meaning of water. Thus, the two different and colliding forces be­

come liberated in their unity. The moral principle underlying this 

unity is to refrain from egoism in the act of 1DIltual 'possession', 

to allow each to 'move' freely in 1DIltual 'embrace'. 

After the quick movement of the confrontatioll comes a slower 

passage in which the awimmer begins to understand the language of 

water, feeling himeelf a part of and apart from it. The water 'heals' 

itself, becoming smooth .agaiu.The swimmer heals himself leaving his 

ege aside. He is 'unnamed' in his union with water. 

The 'lost language' of Chenango, on the other hand, is one 

which can only be comprehended and responded to through a direct 

contact of one's own body with aature. To be hUlllan is to be open to 

confrontations with the outside world. The result is a kind of 'Know 

t~self' with its humiliating and s:mlting dimensions. Ths swimmer 

JlGW knows that although nature is 'impenetrable', '.erensss' and 

'cold', it is also endowed with a kind of lIISroy which enables him 

13 



to fiim in it. 

At the end of the poem, the swimmer is back on the bank watching 

the water. His way of seeing things has undergone a transformation. The 

earth is a 'mollaic' of distinct forms which are being 'shattered' and 

'ahaped' incesuntly and are in II continuouB flow. The smooth flow 

of the five-stressed lines and the use of expression. like the 'flow-

ing obsidian', 'last BUn', 'shatteringB', 'wind unscaping' and 'going 

elsewhere' all lead to finalities. Furthermore, there is a new prophe-

cy at the end, but this time one more philosophical than "Winter will 

bar the swimmer". The individual swimmer is part of this great flow 

and change, at the end of which looms death. A quotation from Tomlin-

Bon may reiterate the implications of this .. poem: 

At the edge of converllations, unoompleting all 
acts of thought, looms the insistence of things 
which, waiting on our recognition, face us with 
our own death, for they are so completely what 
we are not. And thus we go on trying to read 
them, as if they were signs, or the embodied 
mel!lsage of oracles. We remember how Orpheus 
drew vioces from the stonel!l. (1) 

These words reveal the way Tomlinson sees or 'readl!l' nature. The 

visible things lead him to inviaible ones, and back to the self again. 

liIature il!l superior to this relationship and after a mind feeling of 

fear and admiration, the eelf understands tbat there is no way but to 

accept the things nature is offering. 

Tomlinson presents variations of feeling and mood through a pio­

ture of II world peculiar to himself. In this world, nature's calmnesB 

or warmth is under the threat of frost or storms, or it is already in 

turmoil and natural elements are trying to I!IUNive. The obeeNer of 

(1) Charles Tomlinson, "The InsteDCe of Thinger paragraphs from a 
journal", Stand, Vol. 14, no. 2, 1972-73, p.52 
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theee poems is thus led into thinking of his own predicament or death. 

His "Weatherman" lives the pain of his coming imprisonment into con­

fined spaces in winter as he watches the migration of geeee to warmer 

regions. 

The beginning of this poell, with the antithetical words 'releaee' 

and 'tyranny' and with the connotations of 'white finality', summarizes 

man's predicament in a eentenee. Although there seems at first to be a 

contradiction between the 'releasing' weather and 'tyranizing' rooms, 

both are actually attributes of nature. The weather releaees one from 

the finality of houses, but it posees .. s a finality of its OWB as 

well. IlIItlediately after that comes a conparison that reflects .an'. 

hopes of freedom or escape from death: birds can flyaway to warmer 

regions while man can only ellOape within himself. Although migration 

is an escape from death for the birds, it reminds man of his own 

'going eleewhere' and disquiets his 'blood'. He feels like a prisoner 

in the house and in the universe, because he has no way cf escape. He 

mterprets the 'yelp' of geese as omens of his death. The word 'blood' 

is crucial in reflecting his instinctive fear and in establishing a 

bond between man and the animal kingdom. 

Then the sun dawns. Tomlinson depicts it as "opal changes of 

dawn light on the light of snow." The confrontation here is between 

sun and man. Ice and cold resist the sun. Man cannot look at it 

directly, 'winces away' and 'blinks back', because it is a life­

source. Drinking in its warmth and light, man puts his fears aside 

and establi~s his kinship with the world. He is then ready to 

accept its Clamour, it. cold and 'changea-to-come-from skies.' 

, 

15 



Tomlinson thus expresses his feelings about the outside world: 

••• I am awed by things that outgo my- grasp and I 
am awed by the my-stery of a universe that refuses 
to be tidied away. And this brings one back to that 
vexed question of the poet's self and the role it 
plays in his poems. In my- poems, self has to justi­
fy its existemce in relation to what 111 other. (1) 

The swimer of Chenango Lake justifies his existence by letting 

hiallelf be 'unnamed' by nature. "Weatherman" can put his anxiety aside 

and embrace the I!IUII as a regenerating force. Man's relation to uture 

in its perfect fora is like a love affair. In "SwilllDing Chenango Lake" 

two independent bodies, man and water, come together, penetrate each 

other and, in their unification, leave their selves aside without 

forgetting their 'othemess'. 

Out of this reoognition, on each side, of the separate identity 
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of the other, arises the moral principle of this relationship: respect • 

••• you can't have things your way all or even most 
af the time, yoU must respect what is other than 
you as you respect people in a conversation. You 
don't want to bawl thea down and you don't want to 
bawl down the universe. But you do want an awere-
ess af things that ill both passionate end balanced. (2) 

This is how Tomlinson interprets an ideal relationship between 

the eelf end other things. It is a passionate and baanoed love baeed 

on mutual respect. Nature, as a perfect eDmple of balance and bara.-

~, is the lIOdel for man. Ruman existence on eerth is a oonstant 

oonfrontation with things end people. Sensory organa foroe 1I8n to 

look, hear and feel, and the body rellPOnds to their call. Man either 

canfronts these external forcea, or recoils from them. In all these 

confrontations he liberates himself from the limitations and distor-

(1) "Charles Tomlinson at Sixty in Conversation with Richard Swigg". 
P,Ii~~vielol.Vel.14 •• e.3. (1987). p.61. 

(2) Ibid •• p.6l. 



tions caused by his ego. The free elements in TomlinBon's world are 

not free in their own isolated egotill1D, but free in their relatio_ 

shipB and through the help of their relationships. Freedom is a biDd­

ing agent. It IIIlleeS relationship possible without bawling the things 

and people down. 

Tomlinson's humorous poe. "Descartes and the stove" ridicules 

self-oentred attitudes with an extreme example of solipsism. He re­

veals the absurdity of Descartes' idealist motto "cogito ergo sum" 

and his doubts about the existence of reality through a powerful 

sensual description of the cold outside and the fire inside. At the 

beginning of the poem, Descartes tries, on a cold day, to enliven 

the flames of' his stove. The iro~ here is centred on Descartes' 

use of an iren tool, called 'armou1."3", to protect his hands from 

the flames, the reality of which he doubted. His being on the verge 

of 'aelting' into a recognition of the reality of the 'hot delight' 

the stove gave him an a cold day is strikingly huaouraus. As Des­

cartes doubts the existence of everything around him, Tomlinson 

gives a colourful and vivid description of the outside. In this 

section, the poet identifies all the creatures af nature and depicts 

the impact of the cold and the snow an Dature itself. AlBang other 

thiags, there are Descartes' aW1l feetprints lined ·with a fur af 

freat". Thus, if the phil ... pher exists with his faatprints an the 

new, why should he de~ the axistence of ather creatures? 

The last sectian of the poem comes illllDBdiately after the deacrip­

tien af changes of light. Darkness gradually oavers the earth with ita 

'uonillity'. ToaliDaan tries ta drag Deaoartes inta this ananialty, 

but 'the great aind' refuses to ca.ply. The paet laalates 'the great 

11 
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mind' at the end ot the line and the sentence continues in the tallaw-

illg linea "Sat with his back ta the unreasoning wind". 'The unreasolling 

wind' has a more pewertul and insistent sound ettect than 'the great 

mind' daea. Bence nature'a dominance on man ia asaerted. The adjeotive 

'_reasoning' iroDically turaa aut to be dellcriptive ot the very thiDg 

Deacartes himselt is doing. Sitting in the room, he insists an doubtiBg 

his senses. but were it not tar the 'unreasoning wind' and ths cold 

autside, he would not have set a tire inside. He is not sure about the 

existence of the tire. but even if the patter ot ash and anaw-bound 

tarms and the flames oannot disperse his doubts. the iron tool is 

nevertheless in his hand. moistening it. 

Another concept whioh is .. indiapensible part at Tomlillsan's 

world is that of 'civility'. Civility defines a lite which is shared 

by other people and things and based on mutual respect. It general:Q­

belongs to the aphere at human relationships, but sometimes it is 

used for nature. "Autuan" begins with a description af the tensions 

between the forces of winter and of summer. 

The civility ot nature overthrown, the badger 
must fight in the roatless colosseum ot the 
burning woods. (1) 

On the other hand. the fundamental human need of being in 'oivil' 

relationships with ather people is generally impeded by the egoin 

and apathy at human be1nga. "Terminal Tra1llps" explores the vawioua 

difficulties and tensions ilIY'olved in hullan relationships. This poem 

is an exa1llple of extremity again. beoause the protagonists are out­

cast.1 a ud waman. a drunkard. and a sober tra1llp. Although aliell ta 

(1) Collected Fae .. , p.189 



the people among which &he finds herself, the aad wo.aa 

declare. to the e.tire 
r.01ll1 I expect 
a civil a_awer 

, There are important difference. in the poea between the aad woman 

whose fUndamental humanity i. co .. tantly felt in her search for a 

cORAection with .ther., aDd the civilized aDd aaae people around her 

who do not see. to have any intention of &baring aaything, and who 

caRDot, at a~ rate, re.pond because abe i ... utterly i.olated i_ 

her ._ world. Her bolation 1& emphasized by highlighting three .. in 

feature •• Firat, ahe has no conception of ti1ll8: 

she aipa 
at the unmeasured time of her 
terrible leisure. 

while for othera 

••• the clocks 
impose a certainty. 

Secondly, she haa .0 sense of place. She inhabit. "thia ahifting 

place" while others have a 'deatinatio.'. Thirdly, ahe is mad. Mad-

.eee can be considered to be an extreme case of eolipeiBlll. To COIlllllU-

Ricate, she tries to create a personal language; she 'babble.' 

for the right Bound 
the word to exprese 
her groundlese humanity. 

To expreae the i_portance of language ae a common 1II8dium that biDde 

.an to thingll and other people, Temlinllon _YIII 

In WI7 own case, I should add that the particu­
lar, rather than existing in its own isolate 
intensity, meane first or all the demands or a 
relationship - you are fOTOed to look, feel, 
find words ror something not yourselr - and it 
meana, like all relationshipa, a oertaia forget-
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fUlness of self, so that in oontemplating some­
thing, you are drawn out of yourself towards that 
and towards ether people - ether people, because, 
though the words you use are your words, they are 
aleo their words: you are learning about the warld 
b.r using the cemmon inheritance ef language. (1) 
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:But sometimes even language is i-.potent when it comes to draggiJlg peeplo 

eut ef their '8elf~entred' werlds. "A Word III Edgeways" 1. a fUJlDY' 

pee. whioh reflects the auperfioiality ef verbal contact when it lacks 

a~ real exchange ef feelings and theughte. ~mlinson imitatee the 

way a tal .dive perSOR interrupte the 41acouree of another ia 

••• mid.­
.. rrative. 

The diffioulty and te.eien ef the lietener 18 enked through the 

interruptien of expressiene 1a their vital pointe of oonneotionl 

'they / .. y', 'I / all', 'hia / 8elf', 'u. / intereetiag'. The lieteJler 

f1Jtde the diacourse 'un1.tereeting' and 'UlU'Bcipreoal', because the 

eole aubjeot 1. 'the self' ef the epeaker. The poem eKe in an ex­

ohange ef goed wiehee and thanka as if it really were a oenveraaUen, 

but it 1., ia fact, a sollleq~. The &nneutien ef these polite werde 

te each ether ahews their auperfioiality and eapti.eee. They indioate 

pelite behavieur, but they are far frea being signs of civility, 

beoauee the twe individuala de net feel u;r real oeacem er respeot 

fer each ether. 

Whe. the 'eelf' oea .. e te be a liaitetiOR ef er reetrictie. en 

_II.' e peroeptiell. ef the eutaide werld, ene 1liiY have the ohance of 

eeeing tha'w.rld in all it. o.aplexity and integrity. 

(1) Jed Raaula and Mike Erwin, WAa Interview with Charlee Telllinsen", 

Ce.t~nl8ra!y Literature, Vel.16, no.4, (aw-eer 19751, p.407. 



ll. THE WAY OF A WORLD 

The .o.t i.pertant teatu~ ot TemHnsan'. universe i. it. 1J!.tegr1ty. 

It i •• ot, .awever, a .tatio UBiverse. The praoess at lIISta.orphosis 

is oo •• tantly in the peet' •• iRa. Ootavia Paz rightly oo_nta: 

Whether the peem is about rooks, plut., ADd, 
inseots, leaves, birds ar hUlIan beiags, the true 
pratagoniat, the here ar each peem is ohaage. 
Tamlinson hears raliage grew. (1) 

Signirioantly, Telllinsan's J:l&tu~ peem. generally develap a. 

lIISditations. The aboerving aind first experiences the awe or excit.-

Mnt er oatohing natural phenoaena in their strain or violenoe. Then 

it di.oovers the law waderlyiBg the .trire. This diaoavery generally 

takes the ro~ or a ~oognitia. ar the pewer and integrity or .. ture. 

If huailiation is ane or the oonsequenoes ar mch an acoeptanoe, rree-

do. is the ather. Freedoll, beoawse treedam is ta be able to see the 

world as it is, tIS dieoover its laws, and to DOW where a huun being 

stallde in hie ~lationl!lhips with ather elements and ather oreatures. 

To.linsan sese lire through an ascetio' e eyes. There is na excess 

or joy or pain iB Hfe. There are na extremes in the way hUBan beinga 

or other o~atu~s ooufrant it. Every turaall ends iB peace, and 

(1) Octavia Paz, "Tne Graphice at Charles Talllillson" in Black and White 
by Charles Talllinson, trans. Miohael Solmidt,(Cheadle, Caroanet 
Press, 1976), p.lO 



peace ill ferever threatened by upheaval. The redeeming feature here, 

h .... ever, ill that there exi.ta a la ... , a regulating f.ree undwrl.ying 

th.se change •• The pra.e pee. "Autu_", menti •• ed abave in .ur dia­

cuaai ••• 1' the aignificaDOe af civility, reatatea thia c.natant 

struggle ia •• re atraightf.rward terma: 

Peace? There ... i11 be •• peace UIlt11 the fragi­
lity .f the lIIasquih ia .vere.me and. the spiral • 
• f the infuaaria turn t. glaaa in the cryatal 
pend ( ••• ) It ... ill endure? It ... ill e.dure aa 
l.ng aa the frest. (1) 

The sudden 'fl .... ' .• 1' freat •• a war. day' a ».1ght ill "The I.ata.oe" 
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uy be taken aa a. example .f un'. petential for eatablishing harm.ny 

with the w.rld. At the beginning .1' the pee., the barber' a 'cdd sheara' 

give hi. firat surpriae ta the pretage».1at. The berber f.reseea freat 

far the night .Dd hia cuatamer believe. hi. because he ill a un wh. 

b.wa the waya af uture. But aiaee the day 18 warm, the u. fargeta 

the barber' a pr.phecy and 1a surprised again when night c.e.. The 

appeaiti.n here ia bet ... ee. the 'tepid' day and the aight 'fraat' aa 

they f.ll.w .ne •• ather creating a dyu.i ... The fraat 'burae' handa as 

11' it were fire, 'flawa' as if it were water aad evelltually cevera the 

eartll., thua 11Ili ting the faur e leRnta wi thill i tae 11'. It i.. hawever, 

diatiact fra. the .thera, being hard like a cry.tal. There ia, iadeed, 

.... thillg ainiater ill ita fl ..... It appraachee by atealth like all eellY, 

aad, fiadhg a hele ia the hedge, illYadea .. tura. But thia ia a eur­

prise .n1y f.r the barber' a cuat.mer, a hnun beiJlg igaerant .f the 

waya .1' .. ture. 

The batiBctive withdrawal .1' un fra. fraat aa. be ce.pared ... ith 

the withdrawal .f a f.x fra. a buun habitati.n in "The Fax Gallery". 

(1) Callected Paeae, p.l~. 
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Thia house, which seems to be built in a valley near a rorest, gives man 

a chance to have relationships with other creatures. In the middle or 

. the poeE, the II&n exclaims, IlUrprised by the appreach or a rox 'straight 

at the houee'. But the anilla1 IlUddenly tuna back, reeling that this is 

na place ror raxes. Reciprecally, huaan beings da nat Visit rax dens 

either. The childish excitement or man haping to have a closer contact 

with a rox 111 rendered threugh the use ar three-stressed short lines. 

Although the animl paSIleS ror an ideagram ar agility in man's warld, 

and althaugh the twa creatures, un and rax, inhabit the 11&118 valley 

ar waod, it is impossible rar them ta have a closer relatianllhip. 

"The Way ar A Warld" is the rirst ar a series or poems about the 

integrity or the planet. The abserver or the pee. remembers a scene 

with a gull and an ash-key whirling in the air under the pull or a 

gust ar wind. To quate hin, it was a "IIUrge ar air", "whirling" and 

"diaheve11ing". Be rears lest everything rlaat in the air. But he 

.atices that there exists a counterfource preventing things rram 

r10ating up. The black and IlUpple boughs ar trees and their reotl! 

bad them rirm1y to the sail. The di.aaver,r ar a cresll-Current, ar a 

"ating gravity warking against an upreoting rarce assures hin that 

the world is sare under their balanced powera. 

Similarly, the daisies i. the peem af the ..-e .... can resist 

wind aDd rain because ar their reats and their dry.ells. They are 

capable or flying in the air withaut being brekan. TbIla, a reated 

flower beC01l8S an iuge or 'rlight'. 1bere is a delicate balance bet­

veen tae "atiag gravity, without which they weu1d nat be able to graw 

at all, and the upreoting graVity, without which they wau1d not be 



able ta ataM upright. Withaut .eisture, they wauld fade away. aM 

witheut dr,raess they wauld nat be able ta pratect their bedies which 

wauld &well up and caUapee uader their aWR weight. 

As the abeerver af the daisies tries ta cl .. e the wiRdaw. he 

.atioes the weight in his ham. and this dieoavery leads hi. te think 

af the daiaiea' flight in terms af a reciprecal euppert between 'the 

grave and the acute', The grave reata euppert the aoute atalks. and the 

grave stalks auppart the acute leavea. 

This diohatuy between appeaing natural ferces oan be abaerved 

in a •• ther pee •• "The View". which apena with winter appreaohing and 

the waads .. king preparatians t. pretaot theaselves. Against signa af 

vitality like the sun and an apple. there are signa af destructien and 

death li gust and frest. An ald, empty hause with a dark windaw 

makes .. n think abaut the darkness in the UJliveree. He thinks .f the 

invisible, hidden aspect!! af nature and imagines the windew aa a way 

which mal" prabably lead te the centre .f the universe. The idea af the 

enstence af any centre is again destreyed by the riat af rain and 

thunder. Water, air and fire eend their fiercest blaws an te earth and 

thus shatter any hapes af finding a centre an earth. 
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C. SEEING IS llELIEVING 

The observer of Tomlinsen's peeas 'reads' uature te arrive at conclu­

sions not only abeut natural laws or human predicaments, but also 

about the mystery behiDd the visible. When seeing acquires a more 

comprehelllsive lleaning as the first step in interpreting uature, the 

problem of perception comes into the foregreund. 

'See~' denotes different phases of perception in different 

poeas in the book. At its simplest, it is the second step after 

looking and the step previoue to understanding. In "The Fox Gallery", 

people first 'look down to see' the fox, and at the end 'see' how 

utterly the two worlde are different froa one another. 

The second fora of seeing is encountered ill the word 'read' ill 

"Swilllling Cheuang. Lake". The difference betw~en seeing and reading 

is that the latter can reach a conclusi .. relying on previous experi­

enees and on their iaprints on .. n's brain. As a aatter of fact, it 

aecessitate. a knowledge of the alphabet of what is read, as in the 

ease of the swiamsr who Dan read the surface of t.he water to reach 

the coaelusion t.hat it. is cold and t.hat. winter is approaehillg. 

Seeing as coaprehe .. ioa 18 generally hidden in peea. which are 

visual descriptio.. eading in a coapreheasion or t.he relationsAip. 

betweea things. "View", "Daisies" aDd "The Way of A World" all deal 

with observatioR. whick load to a conteaplatio. aad a conclusion. IR 

"The Way of A World", seeing is replaced by 'watching' and cellpreea­

aien by 'grasping'. 'GraspiRg' 18 • lcey_rd in ·Sviaming Chenango 



Lalre", uniting a cerebral activit,. with a oorpereal one, and an act 

of the human b.d;y with that of water in the .ost perfect wa,.. 

TIle pr .. e pee. "Pen" establishes this relationship in the 
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process of perceptio.. l' explai.. that the act of eeeiDg is connected 

to the ay.pathetic .erve .,..te •• That is wh,. what the eye is looking at 

beco_s a co_nd for it te send a acript of te t~ brain for that 

organ te .ove the b.d,. accordingl;y. The werd 'acript' _lre. a differen­

tiation between a replica or the .ight &ad its transformation into 

_aning through a system of codes. Thus, the co.plex deciphering e;ys-

tem of the body correspends t. the complex s,.stem of ciphers in the 

universe, and perceptio. gain. creative diensions. 

This is the way Tomlinson defines his conception af seeing in 

"The Insistence of Things", 

••• what one actually sees is more than the sight -
an instance radiating unl.olred-for instances, a swarm 
.f unreasoning hapes suddenly and vulnerabl,. brought 
into the open. (1) 

For Tomlinson, one of theee 'unlooked-for instances' is Eden. 

In the expression 'I have seen Eden', eeeing becomes an experience. 

The idea of Eden with its light, air, and gener.us land, and with its 

direct co.tact with Dature, is thought h be pessible te experience on 

earth. 

To.linson's trust in the senses, and especiall,. in eeeing, is a.r 
.0 _an. a handicap ,hat prevents hi. from noticing the distortions 

sight is prey h. In -Pee.", he explains how a light source, the 

(1) Charles ~.linson, -The Insistence of Things", paragraphs fro. a 
3ouraal", ~, Vol. 14, n •• 2, 1972-73, p.52. 



velumes and shapes .r things, uy dist.rt .ur perceptien. A sull 

thing like the skull .r a bird can be censidered te be a rrail thing. 

:But the blade-like beak and the additi.nal iapact .r senutiens caused 

.. .an by .ther sens.ry .rgans, shatter a~ illUlli .... about the rrailty 

.r II 'bird-skull' and reveals h.w a.lid thia little thing is. 

tTile eye .r the aini' is an expressi.n T • .Iinson uses to derine 

the process or perception. nWeatheraan" l •• ke at the sk7, hearing the 

birds which are 

Unseen, they drive the eye 
or the aind the way they g •••• 

The third paragraph or "Skullshapes" is an explanation or the 'eye or 

the aind t. The twa iaportant p.ints TOlllinson .. kes here are, rirst, 
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that seeing 111 nat i .. printing an exact c.py .r aature .n the retia, .. d, 

&ecoDd, that it is related t ..... ries and c.llCepti.= rormed previous-

17 in the brai •• Every new ae ... tion or visia. is iaplanted somewhere 

in the brain acc.rding te its relati.n te those already existing. :But 

besides interpreting visi.ns in relati.n to previous experiences, the 

brain is also capable .r creating aew possibilities ror seeing things. 

This possibility bel.ngs to the sphere or artistic creati.n which can 

Bee Eden an earth, or can listen to the s.und or the dead in silence. 

Mare profound ways or seeing devel.p as the eye tries to see the 

iIlVisible. Thill process iJrnlvlIII reelings and intuitions that can gene-

rally be c.nsidered as i_anent in the process or perception. 

. In "Taut Ellteure de Mon Regard", TOlllinson uses the image or a 

circle, which is also the shape .r tha contours .r the earth and or 

the hU1ll&D eye. Since the world is thus like a circle, the eye can 

only see the p.rtion .r it which is within its sight. The eye 111 like-



wille a circle, but it .nly llees threugh its pr.truding half. Taking 

this deficiency as a starting p.int, T.mlins.n devel.ps his noti.n .f 

invisibles. Nature gives u.ny clues indicating that there are myste­

ries in it. Cl.udehapes, water surfaces.r skulls f.rce,us t. ask 

the same quutien time and agaiD.1 "What ill there behind all the peri­

phera?" But this questi.n can never be answered. That is why T.mli.­

e.n puts the eye at the centre .f a circle and claims that 

T. see is t. feel at y.ur back this domain of 
a circle whose power consists in evading and 
refuSing te be completed by yeu 

Te only see the shapes and cdours and to nss the damain hidden in 

the dark is a f.rm of blindnees. 

ID. "Night Transfigured", seeing is tranefol'lled inte an epiphany 

when two people suddenly understand h.w the dead and the living are 

united in one universe. The poem uses the contrasting images of light 

and dark. Living people enter into a dark nigt.t with a torch in their 

hands. Under the torch-light, nettles seem like crystals, and theD., iD. 

the light of this transformation, like solidities. They reveal some-

thing about the eSllence of lifel death. This sudden awareness or COD.-

fr.ntati.n with death is frighten1~, as implied by the usage .f the 

expressio. 'drew back'. 

The .... nt .f this rec.gniti.n ie teru.ed 'to eee with the words 

ve did not u.ke', that is, it is den.ted by the silence of two pe.ple 

e%perieD.ciag identical feelings .f, ave. The silence is shared by both 

the liviag and the dead. Whea 8hared, it speake and tells .f the pre­

Ti.ue ~nerati •• s. The disc.ver" .f the iBvisible exietence .f the 

dead results in an awarODees .f the fact that the dead and the livi~ 
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share the Ae universe. Thus, their absence speake er their existence 

alli their seund is heard iB the silence. Altheugh the eye and the ear 

de Bet eee er hear anything in this dark and silence, the mind per­

ceives that death is immaaent in lire. 
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The highest re~ ef seeiBg, artistic visien, is 'never a priseaer 

ar the things aeen', as Tealinsen uphelde in the preee peea "Preceea". 

Thus, ill the aece:ftd. paragraph er "Skullehapee", it is net the eye, Ilar 

the 'light', but 'Gadew' which explaree the receseee ar a ekull. It 

thererere seells that the best way er explering the unknewn, the biddell, 

is using all implied language which belongs te art. A etraightfeniard 

language is as limited in Bcepe as a naked eye. What we need te eee is 

the thing which ie net there. That ie why it cannet be illullinated in 

bread daylight, but can enly be cencealed, implied, by 'shadewe'. 

Ristery er Uae,' alleth"J' d ... ain that refueee ta be shaped 

oer aallipulated, by hu.a. will aad that can enly be cellsented, is the 

topis er the rellewing chapter. 



CHAPTER II 

THE RELATIONSHIPS .. -EETWEEB 

MAN AND TIME 

III TeaUllsen'e werld. where everything ill i. lIetie. and in a precess 

af trarusfermatien. tie appearll all a crucial elemellt. Tie ill ealle­

ti.ell the duratian between Bight and dawn. dawn and l!UIleet. IIhadaw 

and Ught ar rain and I!UJ1lIhine. semetille II the great !lux, the 'ping 

eleewhere' at nature and lien, and lIeDletillee a hillterical peried with 

ite civic relatianllhiplI. 

Time is generally regarded all an enea;r asseciated with dege.e­

ratien, decay and death in nature. III Tealinaa.'s peetr.r. hawever, 

WI! encaunter na INch IlUggelltien at Delltility. Fer hi •• time ie net 

a separate element. but the bacltgraund far Dature and buaan life, 

bath af which are pervaded b:r inceesant altBratiane. It ill ane af 

the thinge 'ether' thall the self. but. at the Aile tille. it ia lIa 

deeply illVelved with the self that lImIan beings find thellselvee ab­

Uged ta cae te teras with it. The,- teel a siailar lIeed ta _Ice a 

'where' in time all they da i. uture. 

The fir lit twe peellll te be eDaiDed in thi. ohapter are retuta­

tiane af extrelle rellpa.see by .a1lll artillte and iadividual. te their 

tie. :r. these peelle, Te1llinean defe" aecial traditia.., agai •• t 

the radical and blaady tranefawatia.., which are. as far a. he ie 

callOeraei. aanifestatians af ege-ce.tric atte.pts til tran_nIl tille 

and ta farce a 'where' far the :self. '!'be ator twa peell. are abaut 

tae p8ellibiUtiae af _king peace with it. 



"PreaetheulI", ene er the bellt er Tealill8eu'. peeas explering tae 

artists relatieDship vith his tiae, reveal. the antagenisa betveea 

artistic er pelitical drea •• and the brutality er pelitical a.bitieas 

by aucceaaf'ully jWttapelling a tlluaciereUII upheaval i. aature and a 

.u.ical piece b,y Sariabi. vhe.. "Ilepe et transferaing the verld by 

.usic aDd rite" is lIi.ulated by ceapellitie •• TIe peea begins vith a 

de.criptien et nature all it is ralliDg apart like the auBic er 8oria­

bill. Nature "dillevu. un'. zeaith" and ceunteracts upen the mUllic b,y 

caulliDg the radie te ".i .. er vith IItatic". Lire'll deainance ever artie­

tic drea •• is thus i.plied a. a prelude te the peet'. theae. Thill 

Rullsian ceapeser'lI .usic reainde the listener er the actual realiza­

tiell er lIia11ar hepes during the Octeber Revelutien in Russia. ThUll, 

uture, 8oriabin's .usic, the Octeber Revelutiea, and Te.lineen'e 

pee. intermingle in theutic UR1ty. 

~l 

In the aecend IItanza, the pee. begins te II7llChreBize the varieull 

phases er the Octeber Revelutien vith the iDtrednctien er divers auei­

cal instruments. At each IItep, it refutes Scriabin's illusiene b,y 

aetting thea against the real pregrellS er the greatest transreraatien 

in hisbry. The centrast between the inst1:'lm!!nts a ausician veuld use 

and these a pelitician veuld is strikiaglye.phaeized by the expreeei ... 

-.eb .r instrumente". 

Tenliae.n '. cri ticilDl er artists like Scriabin ie directed tewarill 

their "ranatic ege er eccentricity" vhich blinde thea. While thelle 

artiete are wrapped in tlleir eccelltr1c dreaall, the "eyllteutic" peli­

ticiaDe prepare allether de .. er "iaily prase" ter the peeple. III 

8oriabin'lI ausic, Pre_theull beceHe the ruler er a brand nev verld 

and IItarts a nev phase in huun hilltery. llut in real lire, there are 

ae aythical hereell vh. aeeead t. pewer by terrer te rule in jUlltice. 



~alinB.n o •• pares a pelitioian's attitud~ taward. an artist with that 

ar a. anti-aeait.'. t.ward. a Jew, and e.pha.ize. the flD4a.ental anta­

geaia. between artistic creativity aad pelitical abuse. 

I. the penulti.ate staaza, the upheavals in nature, Seriabin' a 

_sio aad hhtery have 41rrerent reeultB: nature re-e.tablishes ita 

harnaay, the auBic eads ia arti.tic perrecti.a, the revoluti.a ia 

blead-slllei, and the pee., in the last ataaza, eads with the "ciaily 

pra .. " ar lir •• An ioe-crea. vaa plaTing "Greeaaleeve." replaces 

Seriabia'a .eraie auaio and the ideali.t prece •• ia. ar revalutianary 

uraea. TIle laat li .. uy be iaterpreted as Ta.li.s.n'. oaning ta tel.'a 

with his ti.e, because it a.sert. that the ti.e-elt a.li41tT ar peli­

tioal ia.tituti.n. ia England and the .. w .ause. with their ugliness 

atill have a '.eroy' ar their ava, althaugh it i. a 'cruel' a.d atale 

Ta.U ... n explain. lU.. ide .. abeut revalutianary change. ia all 

i.terview: 

I a. auch •• ved by the .T.at .r revaluti.a. Aa4 I a. 
aati-rev.luti ... ry. I .ee the aesa.siaati.a .r Tret.~ 
in The Way .r A Warld ("A.sa •• in") a!! an atte.pt te 
transcend time, al ••• t as a caricature .r my.tici •• , 
an atte.pt t. have the future .aw .a ane'. awn teras. (1) 

"A ..... i." pureues the same theme by revealing the 41le_ .r 

tha .. wh. j.i. in the actual transfaraati.n .r histery. The pee. 

develaps the dramatic .... l.gue .r Trats~'s assas.i •• Ta.li •••• is 

.are iatere.ted in the assa.sin'. autl •• 1e .n lire and histary thaa in 

Ai. pelitioal •• tivea. 

(1) 

The peen begin. by reveali.g the disparity betweea the way the 

Jed Rasula and Mike Ervin, "An Interview/With Charles T •• lias.n", 
Caatenp.rary Literature, V.l.16, ••• 4, (Sija.er 1975), p.4l0. 



assassi. iaagined the aeBaaainatien and hew his se.aatiens distracted 

hi. in the actual .e .. ellt ef the aot. The paperweight attracts his 

e;yee and he eeee Treteq ae a priaener inside the transparent paper­

weigbt. After wiping eut thie i.age he eeee "enly hie vulnerableness". 

But thie tille eeunde begin te distract hi., papere "rasp", "nap" and 

"crackle" and theee eeunde lead hi. te the eeuna ef hie actual strik­

iag .f Treteq'e head. Then he tries t. get rid .f his audit.ry 

i.presei •• s. 

The technical uetery .f the firet three etanzae reveale h.w the 

aSBaesin's a.biti.ne t. change hiet.ry in .ne blew is related t. hie 

tuadaaental iguraace abeut life. Hie frequent use .f abatracth •• 

aat Latinate w.rd.e like "distracti ... ", "4iacri.iaati ... ", "pattera.", 

"reo.piti.Da", "liquiditiee", "abauri.", "YUlnerable.eas" reflect. hi. 

l •• ee relati.llehip with the .uteide werld a.d hia lack .f direct 0 •• -

tact with it. 

The inllical atateaents in the third. atanza are e.phaaized 

thnugh line 4iviei •••• The fir.t aenteace at the end .f the first liDe 

is "We iahabited t.gether". It refera t. the paat relati.nahip ef the 

aS8&.si. and his victi. until the day .f the lIUrder, a ... creates an 

expectati •• that he ill S-ing te regret what he ia g.iag te d •• The 

sec.Rd li.e eada with the MDtellOe, "I llUet put d.wa", raieiag si.ilar 

expectati .... The .ew line, •• wever, reveala that what he want. t. 

put d.va are hia aellM i.preaai .... I_diately after that o ... a the 

expreaai •• "ita abllUri" wAica ca. alee be read "it's absurd" a.d tws 

bee.ae a ___ .t •• Ais th.ugbh. 



The .a.ent lae strilces Trataqr's heaa is the cubiutian ar his 

canfrantatian with a aURan being in a vialent crush. He is naw under 

a shawer ar sense iapressians. He begins ta see the raa. in all its 

detail. Objects talk ta hi. and tell hi. where his bady is standing. 

Trataky'. aninI cry vibrates 111 his blaad anll he hears the saund ar 

papers, as ir they were whisperiD.g i1l a ·rear'. The eSBeJltial au.aai­

ty ar the assassin inevitably caass ta the raregrauad under the iapact 

ar the cry that undte. hi. with hi. victi. thraugh a blaad-tie. Fur­

theraare, the assassin experiences direct badily cantact with his 

victi. as he laans tawards the dying .an. leraTS the aurder, the 

assassin had bee. awaTS neither ar his ease1ltial kinship with the .an 

he was ta kill, nar ar his 'atheraess'. After his vialent blaw, the 

assassin i. harriried ar the i.age ar Tratsqr and, in a rallacy ar 

visian, reels as ir "tae bady that rase against lie were ay awn". He 

is ignarant ar the ract that entities ather tha. his selr are never­

theless related ta hi., and that he ca .. at kill a .an withaut, i1l the 

precess, killing hia awn huunity. 

At the end, he is astanished ar reeling uneasy arter what is ta 

hin a great hereic deed. Ta.linsan e.phaaizes the a.bivalence ar tae 

killer's reelings by using a.bigueus wards reflecting the ireay 111-

valved in the illusian ar p8ssessi1lg histary i1l a.e's awn hends. 

Indeed, the aS88ssin thinks that he hald. the tightrepe ar hill­

tat.')" in his grasp, but the repe is .at a resilient ane. As the ward 

'tightNpe' aa .. atea uNbsU •• , the assessin appears by i.plicatia. 

ta be .are ar a juaper than a Iaere. Other ca_atatiaRs ar the ward 

are pressure an4 the uae ar rarce, .a that ta think ar it as the 

'tightNpe ar .. cessity' is awltwari. If it laad been a necessity. there 



w.uli have been a • • eea f.r vialeace. 

'Grallpi_g' ill a lIignifica.t wari Te.Unll.n UI!eS te aefine the 

pr.ceslI .f perceptie •• I. "Swiaaing Chena.ge Lalee", it is thr.ugh 

beta p~lIical and ... tal c.ntact taat the pretageRist attai.1I an 

aware.ells .f hi.aelf i. relatiaa t. the .ut.ide w.rld. The aS8llasi., 

•• the .ther han", i ... ly '&ra.piag' a iead bedy, tll.ugh he iaa­

«i". hi •• elf te be 'grallpiag' the .a_nateat repe .f hillter:r. 

Mentally, he is iacapable .f preperly grallpiag awythiag becaun .f 

the fuaia.e.tal flaw in hi. attitude t.wari. the .ut.iie w.rld. 

"TAe weight .f a w.rld" which "u •• teadie. his feet" ia the 

weight .f air that eaablea .ae t. stead .a .ae's feet. He usell the 

iadefillite article 'a' t. i.dicate the w.rld, iaplyiag that he is 

juat begi .. i»g t. feel the exi.tenoe .f a aew warld, iifferent fr •• 

hia .va. Thi. aay be reai"TIIe Way.f J. W.rU" ia referenoe t. T._ 
li •••• '. aaaceptia. af the w.rld which 

The a •• a •• ia feel. as if "ae were fallen i.t. the cantaaiaatia. 

af c.ntiagenoy". The fact is that bath weria are derivati.n. af the 

.. ae Lati. w.ri, taagere, which .. ails 'ta teuoh' (1). He is indeed 

beiag 't.ueaed' b.th by the autaide w.rla a.d by hi. victia. Ca.tia­

geacy i. aa aJl.teJIya .f aeoe.sity, but what he thiaka is necessity is 

ia fact a c.ntingeacy, while what he thiaka are ceaUngeaciea (like 

baa .. , l •• ka a.d tiae) are really .ecessities. Mareever, he i. actual­

ly 'fallen', because he betrays hi. relaU ... hipe with .ther peaple, 

ather thinge and with hi. tiae. He ha. alllll 'fallen' inte the hand. 

af .there by acceptiag t. be aD i.atruaeat f.r the realizati.a .f 

(1) Ruta Grapa,"Cllarl •• T •• liaap, The Way .f Hie W.rU" ,.e 
Canteaparar:r Literature, 19 (Autuaa 1978 ), p.479. 
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pelitical a.biti.as. He i. 'falle.' ia tie'a ju~.ent, as ti.e c •• -

.iler. hia t. be aa assa.sia, •• t a here. 

After twa negative illustrati •• s .r relati.nships with ti.e, twa 

i .. taace •• r atteapt. at .. lciag eae'. peace with it "Y' elucidate 

T •• li •••• 's c.acept .f ti.e as an iwAerent ••• peaeat .r the deed. aaa 

w.ria .r .... 

Oae .r these, "llefere the Daace", prellll.ts a pri.itive culture'. 

tivergent c.acepthll .f tie. Ia weatera culturea, ti.e is generally 

" •• eiaerei te be a h.stile eleeat. Pe.ple Hasure it, c.apete with it 

aad try t. tra.seead it. I. this atteapt they are active, aiaee theY' 

are atteaptiag t. iap.me their will upe. tiae. F.r the Iadiaaa .f tae 

p.ea, h.wever, tiae caJUl.t be captured by runi.g after it .r .easur­

iag it. Duriag the ritual that will 1lRite the. with the r.rces .f 

.. ture, the peri.d .r waitiag i. c.aaiderei t. be part .f the cerea.ay. 

Furthera.re, the ritual i.e ••• t begi. at a .. tiJlite tiae. Thua, a 

aurati.n which ill .. t Haaurei expaai. a.d aelt. ute tile e •• tuu.us 

flux .r ti ... Tile I.dia.s refuse te C •• II\1" thia iurath. thr.ugll aay 

.ther activity, ani thus ti.e 'buras' with.ut bei-.g c •• su.ei. Every 

..... t has i •• ediate .aterial existeDC a.i is felt t. be ead.wed 

with a cura. The repetith., i. the pee., .f the w.ris -the ..... t" 

aai "is expa.sible" i. para.the .. a beC.Ha a. iacaatati •• whispered 

by eacil I.Uan te the .ther .r t. hia.elr, aa iIIe •• tathn reiteratea 

while the gr.up is waiting f.r the da.ce te hegia. Thus, the c.aauai­

tY' as a wh.le is a.algaaatei i.t. the greater rlux .r .. ture. 

AD.ther exaaple .r aa. c.aing t. teraa with tie, tae peea 

"I. the Full.eas .r Tie" &eal. with the p8Bsibilities .t aa. in 
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establishing a 'fiae' relatl.nship with this c.Roept. As iadicated 

.vertly ia the title. it is ab.ut .. a iR the 'full fl.w' .f ti.e. The 

te~ 'fullaess' iescribes ti.e a. a perfect entity. It is 'full' because 

its a.ve.eat is circular. tae ge • .etrio figure .f a circle being a 

traiiti.nal ay.bal .f c •• pleteness aai perfecti ••• T •• lias •• 's appr.a_h 

ta tise is expressed at tile beginniag .f the p.e.1 

... the way 
Ti.e. ia its tullaess. fills us 
As it fl.w .... 

Ti.e thea is a.t the eae~ wh. ~eals' h.urs .1' iays fr •• hu .. a lives. 

When the 'self' o • .es t. teras with it. the successi.n .f days. years. 

seas.ns and huaan beings will tun .ut t. be beautiful. :Besides. ti.e 

.ffers .pp.rtunities f.r .eetiag pleasant pe.ple and creates frie.4-

ships which will eventually o.nplete .ur lives. 

The p.ea itself deals with the chaace .eeting .f twa strangers. 

T.alins.n sets this eveat ia a leoati.n where bath aen are a11ens. aDd 

the stre».gth .f the ele.eat .f cllaace is thUs ellhaacei: the situati.n 

is a. l.ager a c._.a-place .ae. TIle pr.tapnistll bel.ag t. different 

uti.nalities. differeDt cauatrin. aad they use iifferent laaguage •• 

They .eet ••• t ia .ae .f their .va •• uatrie •• but ia the alien terri­

t.r,y .f a. airpert, aaii.t " •• .rusi .... caaes aai telepll.aes". Ia.e-

diately after tae .. sty. f.rtuitau • .eetiag. tJae peea •• vea i.ta tile 

sl.w ani beautiful iescripti.a .f a quiet Uabri.a eveaiag .a a trai •• 

TIle ievel.paeat .f tile pen 18 circular. As tae BUR c •• plete. 

it. _yelic a.urae. tile twa lie. eRi v.p ia frieai.alP. aM •• tlley 

c •• plete tlleir .va cirel ... Tile all.rt j.uraey. ia the peea are all 

part .f ..... «reater j.uraey ia life. aM aa.ldai' •• till greater 



j.urney ."i thi. the tlux .t tie. Thu., tAere are twa •• ve.ent. i. tAe 

pee •• O.e pr.gre •• e. i. tke directi •• • t deatA a.d it i. li_ear. Oa 

. eTer,. pai.t •• this Uu, tkere are little aegae.t.a which c ... ist .t 

tAe cha.ce. ti.e .tter •• Ia accepti.g these chaace., ... o ... ect. 

tke .. eegae.t. i. obcular e.titie •• Ta.U •••• oall. tuee accepta.­

oe. 'o ••• ent' t. ti.e. They are'.e~tiati ••• ' aJlll 'truce.' witA a 

t.rce greater thaD .aa. Thi. is .. t a paa.ive c.me.t aa tille tera 

i.plie., but a que.ti •• • t tree ok.ice. T •• lin ••• explains the 'he.i-

tant arc' .t tke p.e. in a. interview: 

••• (it) is •• e we ca. c.~ert i.t. a circle by 
accepti.g things a. give. - i. this pee. by •• t 
atte.pting t. e.oape free tiae er tra.ecead it er 
search fer the •• ent .f iater.ecti.a ar the ti.e­
le •• with ti.e, a. Eli.t i.es. The pee. celebrate • 
.,. triendship with Octavi. Faz. Maay chaRcee led 
te .ur .eeting; we hai c.rrespaaded berere but 
ti .. lly .et by chaace at R •• e airpert, the. tra­
velled t.gether t. Sp.lett •• Our trieadehip ripe.­
ed thr.ugh chance and tie but we che.e it ale. -
aad the arc beca.e a circle ani chaace becaae 
'eveat', which ia the p.e. r~. with 'c.n eat'. (1) 

The arc et tiae AU ita ceuaterpart 1a arti.tic creatie., wb.ich 1e 

.ue .t the pasl!1biUtiee tiae .tters. The quiddity- .t this arc will be 

the eubject-aatter .t the t.l1.wiag chapter. 

(1) Jed Raeula and Mike ENia, "AB. !atervie" with Charles T •• U •••• " 
C •• te.perary -Literature,-V.l.16, » •• 4, ,Suaaer 1975), p.409. 
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CHAPTER III 

THE RELATIONSHIPS BETWEEN 

LIFE AND ART 

••• The artillt liell 
F.~ the ~ve.ent .r art. Believe hi •• 

Caarlell T •• li.II •• (1) 

Ia tile preae-pee. "T.ut EIIt.uri ie M.n Re8llri", Te.line.n oreates a 

laulICape .r .bllcuritiell threugh the usage er a. i.plied. language. It 

is an i.aginary laJlillOape in which "llhapes ••• staring back inte r.re-

gr.und shapell", .. the arc .r winter", "gl.wing .bllOurity", "a windew 

which is n. wini.w", "a late sun", are i.plicatiens .r UJlpresent pre-

lIeneell. In the sa.e pelia, .ere.ver, the eye i. in the centre .r this 

w.rli "halr er which balancell ill iarksessn• Tealinll.n'lI art explerell 

thill iarkness "whellll pewer censist!! in evaiing ani refusing h be 

c •• pleted." 

T •• linll.n ieclares that this iarkness is the IIphere .r artistic 

creati •• : 

(1) 

(2) 

••• things are net given abs.lutely, •• that there 
ill .uch (aecesearily) that ellcapell us, escapes the 
reras er language. ARi ±n this I rej.ice. Ir yeu 
ceuli .1.l1li that circle, ir language er c.ascieulI­
aesll c.ulli ce.pletely peSles. their ebjecte, there 
w.uli be ••• ere ree. rer literary eadeaveur aai 
there weuli be .e IJUrprises, n. iillO.veries. (2) 

Caarles Tealiall.n, "A Meiitati.a •• J.hR C.netableW, Cellectei 
Peeas, p.35. 

Jed RallUla .... 'Mike ENi., nAB IRterview with Charles Te.li.II .... , 
C.nteaperary Literature 16 (1975). pp. 408-409. 



T •• lins.n's PNse-p.e.s are general17 expl.rati.as .r the .... ay 

tae buaan .int triee t. peaetrate tat. that evasive t ... ia .r tae 

'uUverse. Ia the sec.at paragraph .r "8m1lshapes", r.r exa.ple, the 

reoesses .r sm1ls oan.t be appreheatet either by the eye .r by a 

•• urce .r light, ant .Dly "shat ..... reaohes t ....... ut .r this ..... rlt .r 

ael.eted oavities ant teelares it." In .ther ..... rts, tarmess can .a17 

be penetnteli by still an.tker eleaellt .r tarkRess, that .r peetie 

laagee. Ia T •• li.s.n's ..... rlt, suoh i .. ges are net tuplieatiens .r 

.. ture. Ris .... erlt is a .... erlt .r iteas, ant the visible shapes ia it 

Aite tlls iavisibles. 8iaoe laaguage is tae ealy .. us the aini eaa 

use t. enter int. this tarlenesa, it sh.ult be blurreli as .... ell. T._ 

lins8ll. traasr.rae language inh a cipher, as it is bpliet ia "Op­

peeitieas"1 "T. oipher ie t. tun tae ta.ugAt ..... rt tate rlesh." (1) 

WIlat .... e are preseatell .... ith in the r.ra .r a pee tic i_ge is in actual 

ract a th.u«ht «iven the shape .r a Intacape, a smll .r a n.wer. 

Ia tae sa.e pr.se-pee., smlls aat shells are aell ..... i_ges, but 

beta are hel .. tat, b.th reeeaeUe vaeuey with 
its .ppnite ••• Iati .. te presences er silent 
plerdtuie. 

Iaaginati.n rills the h.ll ..... oavities .r the smlls anei creates a 

pleRitude .ut .r their very h.ll ...... ess. With tAis acquired plenitude, 

tkey bee ... archetypes .r •• rtality. 

r th -- ~e. "A Precess", T •• lins.n III the begiJllling. a.. er pre~-.. - , 

e •• pares the language he Voses te teacribe the raiD te the language .r 

(1) Caarles T •• lins.n, C.lleetet Pee.s, p.189. 
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a aere priaitive culture. The syntax is Ret raailiar. It iees net 

cennect things. but leats us seaewhere elee. where the "rear. tense • 

. ubiquiteus ani inoeseant .... evereeaes the hills ... " This is the 1&a-

~ge er art. ani it purpese1'ully draws attentien te its e_ peculiar­

ity. It enables the peet 

te enter the werli er iaages ani. thereIT,y. te 
be entered IT,y tltea. Te experience the priaer­
iial in the given. the arehetypal ia tlte cen­
crete. T. be pesseseei by u~vernable presea­
ces. ani render thr.ugh paint that iavalliea 
ceaing rren eutsite ••• (1) 

Theee weris reveal the way TeaUnsen ceabines the cencrete with the 

arohetypal ani the singular with the universal. The eutsioie werli ani 

the werli er i_ges censt1tute the twe rea11lll er experieJlCe iaplicit 

in his peetryl the BeRllery ani the Hntal. The peet interprets tile 

Ituaan signiricaJlCe er what Ile sees ani shares this experience with 

ether peeple threugh the .eiiua .r art. WlIat he calls the self-rer-

getrulBess ant ebjectivity er the·artist is the a.st iapertaat racter 

enabliag Ain te bece .. aware er tlte pessibilitiee the euteiie werli 

is erreriag hia. Artistio precees begins with the artist casting aside 

his ep. 'te be peseeseei' IT,y erlerbr things. It centinuesas a 

.utual relatienship between the euteite werli ani the artist. Tlte eai. 

that is the finished werk er art, is the sharing er this experience 

with .thers wh. have siai1&r que stiens in their ninis abeut the truth 

Iliidea ia the uaiverae. Wlaat they lack is a Ileighteaei .nee .r 

awarelleu. which is previaed rer thea IT,y the artist. whe iaprevee the 

(1) Charles Tealinsen. "I_gil aa' Chaace: Fren A Netebeek". In Elack 
aai White. p.20. 
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way peeple lIee b.r .eaall er artilltic laaguage. Supplying the ebject er 

this ieaaai, the artist's jeb is beth private ant public. 

Te.linsen's cenoept er the relatienship between the public ant 

private functieas er art is net relate4 te the subjeot-aatter er hill 

pee.s. Altheugh he has written pee.s ea histerical and seoial eveatll , 
hill .ain interest hall always been the precesses experiencet by the 

peet ant his reaierl the artist's perceptien er the eutside werlt and 

the reader's participatien in this .eatal preoess. The artist's duty 

is te traneait this private experienoe threugh the integrity er his 

art aRt threugh a .astery ef teohnique. 

I think the private and the public i.pulse are 
reoenoilei in ene's care rer language - ene's 
tuty tewaris that is a duty te a thing at ence 
public and private: ene will se deal with lan­
guage that inserar as it is in ene's pewer, ene 
will net issue a tebased currency. (1) 

Fer Te.linsen, the respensibility er the artist te his age er te his 

reader lies in his .eticuleus crartsaanship. 

The public and private i.pulses er Te.linsen's art are ce.bined, 

threugh his 'unstepped ear', with artistic traditiens er varieus cul­

tures, with the veices er the artists er varieue oeuntries ani braaohee 

er art. He ai.s at a perrectie. he triee te acquire rre. thea. Te.linsea 

has always beea agaiast artiatic treDis which ieaaDi iselatiea rrea 

the eutsiie werli and rre. the internatieaal iatelleotual ant artiatic 

cliaate. His re.peasibility ill te oentribute te this general oliaate 

aat .ever te illsue "a iebaset ourreacy". 

(1) Jei Raeula aat Mike Erwin, "All Interview with Charles Te.linsen", 
~~ate.p!rab1 Literature 16 (1915), p. 411. 



Te.linl!len .akel!l a 'where' fer hbl!lelt in verli literature, a 

place in line with the neiernil!lt traiitien ani with the cente.perar,y 

achieveaentl!l et varhul!I artistl!l. He censiiers hi.llelf te be "an heir 

at Feuai, Meere, Crane, stevenl!l" (1) when he begiu lab peetic career 

in the 19501!l. Hill interellt in ~rican pee try at that tiae .akel!l hi. 

"appear an eii tiBh in Englil!lh waters" (2). Te.linllen, explaining 

aew he wal!l iafluencei by the Aaericalll!l, UTili 

I wall ••• haunted by a nuaber et Aaencan pee.l!I­
theT .ade an inhabitable at.el!lphere that seeaed 
ceneistent with aederniea as I knew it threugb 
painting, particularlT cubilla ad tie llrUo1c6 -
ani Williaas lIeeaei part et this werld all ne 
ether English tigure iii ••• (3) 
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T .. linsen iB a pelTglet, ani Was "'"fere receptive te the iafluences 

at- w.rQ Ile reatl er translatetl tre. Italian, SpaaiBh, French er Japaeae 

eriginals. In replT te a queetin. asking whether hill peetr,y is emellsive-

IT subject te varieus iafluences, he 8&T81 

A .eallure et the real artist 111 hill capacity fer 
iiacipleahip. (4) 

:But being epen te these divers cantributiena iees net prevent hia tre. 

beiJtg eSl!lentially English ani eriginal in his art. He atlds: 

Yeu oan't have tea auch influence if Teu knew what 
te tla with it. (5) 

(1) Charles Te.linllan, See ~ricanll, p. 12 

Ibii., p.12 

Ian Hanilten, "Feur Cenversatienll", 
na. 8 (Neveaber 1964), p.83 

(4) Ibii., p.84 

(5) Ibii., p.B4 

The Lenden Magazine, Vel. 14, 



In all hie palellics, pee.s ani paintings, Taalinsan is a .an 

ar parts, the illternatia1'lal figure whe tries te re-establish the 

laasenei ties with Eurepe ant the past. The .. Clerniet traciitian ani 

abjectivity are the twa .. jar criteria agai.st which Ta.linsen juiges 

ais cante.peraries: 

A paet's sense ar ebjectivity, hewever, ar that 
which is beyni hi.self and beyani his .ental 
canceit ar hiaselr, and his capacity ta realise 
that ebjeotivity withia the artefact ia the gauge 
ar his artistry ani the first prerequisite ef 
all artistic gellius. (1) 

During the sixties ani seventies, hewever, the general peetic 

telliellcies were rar rre. ailliag tewaris ebjectivity. The editer alli 

critic A. Alvarez, rar instance, advecatei canfessienal peetry ell the 

greUBis that it rerlected the catastraphies af eur tiae, catastrephies 

like wars, oallcentratien oups and. tile like. He believei that this 

kini er paetry revealei iieatical iestructive, farces hidien in the 

psyche ef .811 •• He applauiei persaul risk, extreaity arul. eve. suiciie 

as the artist's re .. rkable respellSeB (2). T .. linsan, e. the ather 

Mai, is agaiast the renee tie. af IIIICh extree respenses ill art. He 

(1) 

there are certda thillgs ane wauld like ta see 
aa eni efl the invitati.a te prelengei adeleaceace 
rre. Liverpeel; the euiciie .aRia; Francis Baee.­
like IICre .. iags abaut the absuriity ef the universe! 
the 'Leek, I •• ru1llillgBy life' type ef paetry. (3) 

Jaha Press, "Previaeialis. Rat Traditien", Rule aad Energy: Treaia 
ia Briti8ft Peetry Siaee the Seeeai Werli War,CLende.1 Oxferi Uai­
versity Press, 19631/pp.lo6:107. 

(2) Alaa Siafieli, ei., The Ceatext ef lish Literature: .S-oiet ani 
Literature. 1945-1970, ew Yerk: Hel .. s ani Meier Pub11shers Inc., 
p.2l6. 

(3) Charles ~.linaen, "View. ea Peetry", Review, ae.29-30, (Spriag­
Su •• er 1972), p. 50. 
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The peem "Against Extre.ity" is Te.Ullsen's refutaUell ef these respell­

ses threugh whioh peets try te shake peeple by way ef RJI exhibit!.n e£ 

. their experienoes. 

The pee. begins ant enis as a oall fer 'treatises' and 'briiges' 

that will bini the artist te age-eli artistio traditiens ani refsrs te 

Sylvia Plath and her werk as a negative exa.ple. The weris 'exercise', 

'exhibit', 'sin' ani 'hereille' unite Sylvia Plath with reli«ieus fana­

tios ef the put. The quiok ani frantio rhyth. and quarrel-Uke seunal! 

ef the .iidle ef the pee. fere«reund the slew a.i harwenieus flew e£ 

tae begiBning ani the elli. The pee., as it oe.es te a olese, refers t • 

• ature, ie.enstrating the fallaoy ef a ohaetio eutleek en the werld. 

I. nature, ughts, iays, the .een and the sun fenew ene anether i. 

suooessie •• III art, the extreaists are 'ill leve with endings' witheut 

allY suooessien. AD artist's relatien te the artistio traditien he is an 

heir te sheuld be in the IlRDJler ef nature, usiftg that traditien as a 

'pessessie. that is net te be pesllesllei'. III ether weris, the traiitiell 

l!IIleuld be retabet, theugh witheut the artist being ha.pereti by it. 

As far .15 TeaU.sen is oencemed, the oha.oe elewent, whioh ha • 

•• i.pertant part te play i. iaily life, is a orucial faoter which 

prevents the artist fre. falling iJlh subjeotivin. Ally erd.inary eve.t 

er ebjeot i. the eutaiie werli aay be all eocasie. fer a pee. er a 

pailltiag. III explaining tae rele ef chance ill artistic precesl!les, 

(1) 

TlIe f •• t that 'chace' rilyaell with ia.ce ill a 
lIutrlfyi.g theutmt fer the artillt, whether fte is 
• peet er a pai.ter. (1) 

Caarlea Teali • .,.., "Tae Peet A. Pa11lter", Peetrz Review, Vel. 16, 
.e. 4 (Deoeaber 1986), p.14 



Ia fact. Tealinsen ce.siders ~ as a o.aaoe ele.ent in paetry that 

prevUe. a oeatbuua withiR the text. He fiRtll it autrifyiR«. because 

.. he feelll it relates tiffereat thiagll te eaoh ether aat enable II the peet 

ta fiat lIiailarities aat tisparitiea between thiagll. Threugh the ele­

_at ef surprille iRvelvet ill its apprehenaiea. ~ liberate II the 

artillt frea the liaitatian. ef his e~ aai tinrtll hi. inte new 

p8l1sibilitiesl 

The ele.ent ef aeeting se.ething yeu iiia't ex­
peot, lIe.ething that isn't yeureelf. An. eaoe 
yeu attent te it, whatever 1eu are starts te see 
.n interestin~ ohalleDge te its ewn relaxei 
o .. plaoeJ1oy. ll) 

Tealinsen' a pee. "Chanoell ef Ilhyae" is a nedi tatien en the preoess 

af fiilliing rhylli!J.g werill while writing peetry. The .ain oenoera ef thi~ 

peea ill subjeotivia. in art. Ta.linllaa tealll with this lIerieus subjeot 

in a playful .anner. theugh .e refers te all the cruoial peinta ef 

tiscussien. Using internal rh,..ell ant alliteratian. he juaps frea ene 

wert te aaether. After clai.iug that "chances er rbyae are like the 

chancee ar aeeting". he begins te explain hew they werk: they are "in 

n • ~ the finting fartuiteus. but ence reuni. biniin~ • 

Starting eut with the idea that the unien er werts that rhyae 

reeulb ill aew significatiens engenieret by their prexi.ity. T .. Unsan 

precseie te trace a reute that begins with the wert 'aucceei' (ia the 

.eaee that rhy1liug warie fellew ene anether) which takes hia. threugh 

terivatie .. ani i.plicatieae. all the way te aature. 'Succeet'. which 

oaa iap17 either 'sueceSll' ar a sequeDCe ar an iJaheritaMe. streeees 

(1) Charles Tealiasen. "The Feet All Paiater". Feetry Review, Vel. 16 
aa. 4 (Deceaber 1986). p.14 
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the itea af caatinuatie •• Thie cennetee 'eucceeei .. ' ani Te.li.eea 

tifferentiatee it frea a 'reyal .uoceesiea' by qualifying it ae 'lite-
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, ral'. Thill weri oennecte it h 11 terature again. The aechaDin e.playet 

laero iavelvee begilming with a rh;yldag weri a&ll. jUIIping fra. it te aa 

itea. Altaeugh theee werie .e.e te .iai by ohaace. they aignify ee.e-

thi~ at each step ani the artiet ueee the. by ceanecting ~lae. ta aat tifra­

rentiatiag tlae. rre. the previeus iieaa. This euooeeeie., which ia .. it 

ta be a 11 tenl ani aet a rayal ene. oeult ia ract teBete a rayal IlUC­

cessiaa, ir un eaa be ce.sUerei te be rayalty with respect te aaturo. 

In the Bible. oa ill nU te be the ruler er ether creatures, lae aaaee 

the •• aat thus gives existence ta thea. He aeRaequently thinlcs he ea. 

ta~ll&te the •• Man is thue led te Arie. (the rerest), which, T •• liaeea 

paiate eut, ie a rhyae fer Eien (tile gariea). He ill thererare breught 

there by way er laJlt;llllge. It can thue be ""ii that un is net 118vereip 

aver thill warli, juet ae he is net lIevereiga ever language. Quite the 

ca.trary, language leaill .u aai iete1'1lines the way he perceivell the 

werlt. Te iogine thill werli all beingunier the central ar .an er all 

a. ityllic universe with itll leyal beasts is a aietake. But te see'llan 

all a prey in the hants er iestructive rerces in a jangle er eheer 

vialence weuli likewille be all. illusien. Ta.linsen criticizes all these 

artiste whe think that art ie fertuiteue when it is related ta extre.e 

experiences. The eectien er the pee. which ieals with thie discuesie. 

is vritten using a tifferent tecluaique. '!'he ~ea IIt~rtS eut !!le .. ;ly aat 

rhytlaaically. with reur-stressei lines ani a caesura in the .iddle er 

the line. It thea praceeis te eveke the rhytha. ef a tiscuesie. ani 

alliteratien is .ere frequently usei than rhyaell. The last part IIU_ 

urizee tile argu.eat hueeureus1y, with jekee at the expellee er the twe 
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extreae attituies. One can 'unce' in 'vigilance' in certain'circua_ 

tanc~, because lire i. neither a 'rest-in-peace' nor a 'precipice' to 

live in 'inertia' or in 'perversion'. Man can 'increase', 'lease' ani 

'release', eacil with tileir two-roli eaninpl tile 'increase' aay be 

threugh artistic creation or procreation, the 'lease' can be a contract 

ani a possession - aan aan nake a contract with tiae, with other people 

aBi pa88eaa a tratitien- ani fiul17, coea the release, that is the 

renewal or that contract ani tho pasaibilitT of freeioa. At the eni, 

all theae colliding cllancea of rh;re are co.vertei into energies to 

'coabat' aental ani artistic 'c01lfusion', which iB turn ~s with 

'conclusion' as far as the paet is conceraei. 

This treni or tileught is .ot exclusive17 related to poetry ror 

co.rua1en i. his wulerstanding of painting. lie lieclares hi.l!lelr to Be­

lOJlg to the tratit1en or Eurepea ... iel'lli .. ill this respect (1). 

Cezanne has always been his .oiel or objectivity. 

What inpressei ae about CezaJUle, ani what on BY 
own hUBbler level I wanted for poetry, was the 
entire abllenee or selr-re~ri .... CezaJUle i. llin­
selr was threatenei by nisunderstanding, neglect, 
iiI=health ani prone to ieep Belanchely. Bai he 
ohosen to ignore uture or .. rely to "ranatise 
that aelf a.i inpase it oJ!. JIlIture, his piotur8s 
woult have wantei the liberating ~lediterranean 
ratiance that we fini there. Even his selr-port­
raits lack intrespectio •• (2) 

Later 0., ilis interest is firat focusei OIl Cubilla, ani eventually sur­

realin (3). His ain in painting is to relate the iaages to tile iaily 

actions of hunan lire. For hin, the inage 

(1) Charles Tonlinson, "A Retrospect, ~, p.13. 

(2) Ibit., p.13 

(3) Ibii., p.13 



tells us what we ie ani are b1ini te. Visual 
artl aet an un1easher er 'the suboenecieus' 
but a cure rer blinaness. (1) , 

One er hie preH-peeas, ·Ceci n'est pas une pipe", is abeut the 

U8e er iuges 18 Visual art. The title is taken rre. the "capt1el'l fer 

a paiatiag by Magritte", the faaeus surrealist painter. This particu­

lar werk ef art is entitle' The Wini and the Seng (1929), ani it is 

tae realistic iuge ef a tebacce pipe (2). It ieals with a visual 

bage ani its re1atieD te the reality it repreBents. Using this cap­

tien, Magritte i.plies varieus thinge abeut hie picture: firat, that 

it is net a playing pipe; seceni, that it is a tebacce pipe, a.i 

finally that it is net the actual pipe itself, but a visual iuge in 

a painting a .. e4 The Wi ... and. the a.ag" 

I. his prese-pee., Te.li.ee. ieveleps verbal explanatiens abeut 

the iuge ef the pipe. It uy be a s.eking .euth, a speaking .. uth 

.r an .pen •• uth, .r evea .. epen weuni er se.e ireaci.fu1 pp. This 

is the usual way surrealist painters like Magritte create c.ntrasting 

iuges ia their paintings. They put the .id unier a IIhewer ef !aages 

•• i try te shake the «reuais .f au.an peroepti ••• Laaguage can ie 

tae sa.e thing by reflecting suboeaeeieull ani lIubjective t.eughtll. 

F.r T •• 1inse., enreae feara, Wich are saii te have arisea .ut ef a 

e .... tic .... rli. are as greuailess as uniue .pti.is. abeut life. His 

uaierstaaiiag ef art iiffere fre. a surrealistic appreach en the 

preble. ef perceptiea. Tealiaeen 'lies te i.preve tae truth', whereas 

surrealists lie te terrerize. Tile seceai iuge in the pee. reveal II 

(1) Charles Te.linsen, wIaa!8 aat CRancel Fre. A Netebeek", Ia Black 
aai White. p.20. 

(2) Marjerie Perl.ff. wTae Duality ef the Visible", P.N.Review. Ve1.54 .e. 1 (1977), p.48. 
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this tiffereace with tae iaa!e of a "flying stone" which is aot a 

biri. Coabil1Rg tae characteristics of beth biri aRt stone in one 

. iaa!e, it broateas tae way o.e looks at ant perceives objects and 

e.tities in the out site worlt. A laaiseape with a flyiRg stone is 

abstractet te be iaprovet. TIle i"!e traJloits its soliUty and fligllt 

to the laaascape ani reveals tae latter's pessibilities. As such, -tt 

is a cure for blindness." 

He was also interestei in the cine ... "The fluiiity of aoveaent ani 

clarity of iaage" (1) i. the cineaa was what Toalinso. aiaed at in 

his poetry; 

Inieed, I was rather taken by the sur~alist 
cinema of the 1920s and 19305 ••• and the ability 
of these filas to aove so surprisingly and ra­
pidly fro. one iRa!e to the next. But finally 
I caae to feel there waa a fatalisa in thea, too, 
a aere surrender to the fortuitous and to a 
fluiiity in which there was net eneugh resistan­
ce. I had to write a script ef ay ewn, aleng 
surrealist lines te see that ••• ORoe I had it 
o. to paper ••• I saw clearly the trap of 
fatality. (2) 

The ':fatality' illvelved i. the surrealist eiae .. can be explaiaea as 

the toainance of fortuitous eleenta free of the co.trel of an orier­

ing .1Iui. The looscRing of showy ani eye-catchiRg iaa!es iocs not 
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leave ,;rouni for the eleaent of cladce ani .. y thus haaper the artiBt'B 

objectivity. 

o. the subject of the iafluence of the cineaa on Ai. pailltinge 

(1) Richart Swigg and Charles Toalinson, 
P.N.Review, Vol. 14, no. 3, p.59 

(2) Ibi •• , pp.59-60. 



Peetr,y .evee tbreugh ti.e like tbe cine.a. That 
is why it is a necessity rer the peet wbe has 
relt the iW£luence er the painter te avei' the 
,;eare er the 11 terary still lire, h prevent a 
statis a.eng the ele.ents er his pee •• (1) 

The pee. "Ce.pesitiea" explains hew Jen :Ber,;er prevente. Ilia 

picture rr .. bece.illg a still lire aail hew he put it b .eti .. thrc>llr)' 

tiM aRi apace. Ceapariag the reaUst painter Ceurbet with Jeha :Be1"t;~1'. 

Teali.sen gives twe variatieRs rer the sase rlewars ia a vase I Caurbet 

wauli paint the. realistically, ia all their celeur aa' rlesh, but 

wauli .iss the ebjects ani the apace aurreuniiag tile •• :Berger, aa tae 

ether had, uses tile whde space, iacluiiJlg what he sees rrea a 

triangle-ahapei «&p between the stalk ani the curtain. The heuse aR' 

the ieer behiRi tile wiadew .ave the rlawers rre. the reaa inte the 

exterier. :Berger iees Ret .iss the centributien er the black tyre ar 

aa aute.ebile with its 'blazing wheel-hub'. T"nus the i.age begins te 

.eve i. tiRe as well. The 'cheap green' ar the vase, the street ani 

the car all ce.tribute te the everall .eaning er the ce.pesitien. 

As rer Ceurbet, lie re.ains bUni berere the fleshy petals er chryaa.-

tae.uas. He is blin' te ietaila. 

TemlinsAn's perspective in his peetry ani paintings is sinil_r to 

that er :Berger's ill capturing all the pessibilities ef splice ani put-­

ting his iaages in .etiea in tiRe. C.U~bet'B glutteny when raced by 

the "gigantic" ani "epulent" newers is ene expressie,. .r the artist's 

inability te retain beth an ebjectivity tewlirds nature and an acceptance 

er the greater entity that iature is, when viewed in all her 'etail. 

With respect te aaa's relatianship with his envirenaeat, as well as 

ill the caee er his rel"tieaship with ether ceapenellts er his universe 

(1) Julian Gitzen, "Charles Te.linson an. the Plenitude er Fact", 
The Critical Quarterly, Vel.13(Winter 1971), p.357. 
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it appears that Charles Te.li.se. is censistent i. hiB appreach te rela­

tiens and centraries. 



5; 

CONCLUSION 

Throughout the preceding chapters, we have analyzed the way To.­

li.son reconciles the diehotoay between the relatione and contraries 

i. a au.ber of his poe.s in The Way of A World. Man is fundaaentally 

in conflict with diverse co.ponents or his environa~nt, coaponente 

such as nature, ti.e and art, which are vital to his existence. Natu­

re, that great continuu. outside aan, ieteraines the teras or any "tru­

ce" between her eleaents, leading ani forcing the. into a recogaition 

of their li.itations ani an awareness or their potentialities. To 

reach the eo.pleteness that aan shouli be striving ror, he has Coae 

to terms with these iifferent entities through a renunciation or his 

self-centrei e~ while attaining, at the saae ti.e, a unification with 

the. without rorcing his sense or respect ror the integrity or beth 

hie own and others' separate existence. 

Any integrity necessitates a har-onious relatioaship between di­

verse ele.ente of which nature abounds. Nature is an arena or conflict 

between opposing gravities which radiate energies to prevent the worli 

from being dissolved. I. the poea "The Way of A World", Toalinson de­

fines these forces as the "rooting ani uprooting gravities" that aain­

tain the working of nature's perrect aechanisa. Ae an artist who reade 

nature as a book, To.linson is so~t1aes a natural philosopher interes­

ted in deducing the principles that steer huaan lire. He observes how 

the animals ani flowers struggle to sarvive against the cold and wind 

and how hu.an beings drink in the sun's warmth in a cold day. 
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The pessibility of living in haraoqy with nature is based on 

Man's understanding of the eSPlence of rulture. To .. linson' s "perfect" self 

is a p~rt of this integrity while being open to aqy confrontation with 

it. Observations and relations teach man that any entity outside him 

is a cry saying "Only connect:" .ai the hu.an response par excellence 

is to l •• k, t. see, to hear and to eabrace self-forgetfully. The swiM­

ner confronting the hostile waters of Chenange Lake initially feils a 

corresponding endtt. The bke is cold, resiating his grasp. It is 

only when he actually takes the ultiaate plunge into that other en~ity, 

nature, that he can reconcile hiaself to a Merging with the water, 

which in turn recognizes aan's distinct self as an entity. The two conf­

licting coaponents of the saMe universe are capable then of existing 

both alongside and together with each other. The experience involved 

in his atteMpt to awia Chenango Lake, taking it on as an opponent, 

enables aan t. attain a new perception .f the alien ele»ent in nature. 

The freed.a .f aan in this relationship is his freedoa fre. the liai­

tations of his binding ego. V~n's bondage in nature and in tiMe can 

be transforaed into possibilities of freedo. through his choices ani 

through an understanding of the laws that gevern the universe. 

Man's resp.nse to the outsiie reality and tine .ay be dist.rted 

iue to a lack of understanding or syapllaty. The figure of Descartes, 

wallewing ill his "cogite erge su." . is unable te realize the ruaia­

nental iMportanee of the natural paeaoae .. surroundiag hi •• tn spite 

.f the physical reality .f the warath of the fla.es and or the iron 

instrunent he uses to fend off their excessive heat, Descartes insists 

.n i.ubtiag the existence of the outside world. This attitude is a 
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~egati.n .f nature and the possibilities nature .ffers to .an , a ie­

nial .f reality itself and an evasion fro. the challenge the outside 

w.rli presentf"a.a wita.lasteai.f iriaking in the cup nature is .ffering 

.t. his eyes, be aay turn his back t. nature and escape into a selipsiBII. 

Tomline.n'. ideal self is Peth paSSionate ani balanced ia his relati.n-

Ship with the .utsiie w.rld. Passi.nate in his iirect bedily contact 

with it and nevertheless balanced because he still retains his sense .f 

a distinct self refraining frea bawling down the .thers. 

Ia tae c.ntinu.us flux .f ti.e, natural ele.ents foll.w a course 

of successi.n. The sun relin~uishes his throne to the .oon and night 

replaces day ia harasqy .r they "p.ssess" the day and night in succession. 

But this is a possessi.n "without being p.ssessed", each kn.wing that 

their sovereignty is te.porary. Erroae.usly thinking hi.self t. be 

.anip.tent over nature and ti.e, .an so.eti.es atte.pte to transceni 

these UJdyersal entities through his will p.wer or through ~reBUmptioue 

her.ism. ThiS, however, is the result of his funda.ental ignorance of 

his place in ti.e and inevit.bly ends in destruction. Trotsky's aeeas-

sin is an exa.ple of an unawareness si.ilar t. Descartes'. The diffe-

renee here is that the murderer tries t. suppress lis sensati.ns in 

order t. rule .ver hie body thr.ugh his will p.w~. i.agining himself 

t. be .ne of the heroes whe change history at ene bl.w, he is deprived 

.f his essential huaanity to the extend that he kills another hu.an 

being and ir.nically c.ntributes to the f.rces or repression in the 

naae .f protression. 

Man's first confr.ntati.n with nature is through his sense i.pres­

sions. "Seeing" is .an's .ost i.p.rtant sensation ia connection with 

the process of perception. The eye and the .ind work together in inter-

ti i re-si.ns i' .... ries.f previous experiences ani their pre ng sense ap ~ • 
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imprints en the brain deter.ine the way hu.a. beings perceive the werld. 

A perceptien which is capable ef esbracing the ebject ia all its disen­

siens and interrelatiens with ether entities say lead te an understan­

ding ef the quiddity ef nature. 

The highest perceptie. en the ether hani, is artistic visien which 

i. able te see the hidden, ,the invisible • .Ilever a pri ... ner ef the thing 

eeen, artistic visien leads te a h'ightened awareness ef the universe 

and reveals. tlte lateat.pesllibilities ill ti.e and space. The artist as 

the clairveyant, shares what he sees with his audience. The fuactie. ef 

the artist hewever, is net solely te .irrer the things he sees, but al­

se te i.preve the perceptien ef ethers ~ previdi.g the. with different 

.edes ef seeing. The artist, ift his endeaveur te ence.pass in his werk 

the great diversity ef the u.iverse surreunding his, .ust be cap~ble ef 

depicting what see.e h be superflueus h the self-centred eye as well 

as that which tesptil\gly strikes the beholder.The pee. "Cnp.sithn" 

ce.paree twe disti.ct .edee ef seeiag, ene represented by ~eu~bet whe 

is blind te the details and the pessibilities effered by space and whe 

repreduces the ebject as it is .efleeted in his retina and the ether 

by Berger, whe is capable ef seeing an ebject in its relatien te space 

and tise. 

The i.aginary landscapes ef Teslinse.'s peems a-a paintings are net 

duplicatie.s ef the erdi.ary werld. Tne pest carefully builds up the se.­

tal elisate aecessary fer his purpese. 11theugh th~re are flewers, 

cleuds, birds in these laadscapes, the weather is always ster.y and 

rainy. It is either winter er appreachingwinter. Life is a centinueus 

struggle fer all creatures cencemed. They are always under a threat by 

hestile ferces, but are always saved ty In e" .. iII, gravity. Light 
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ehifte lIore ebliquely than it dees in erdinary life. !t is Ii "lI"rd 

landI!JGI&pe" defining the predicnent er aan ill. nature and tiae witheut 

any need for verbal explanations. 

To.linssl!. s~ys that he reads hidden meanings behind the periphera. 

Thsse .eaniags are not related te the things er this werld, but te aR­

ether real_, a reala ef aarkness. Te express these, Tomlinson uses 

archetypal iaages euch ae skulls, cleudshapes, the hills' dark harvest 

dru.k by rain, whioh belong te that d .. ain. Since ne language can 

explain the hidden aeanings i. a straightforward way, art tries t. 

acoemplish this feat threugh a specifio use er language. This langu­

age is signifioant in its peouliarity and its oli~aoity ef eve king the 

priaordial in the given. Teillinsen qualifies this language as a "cipher" 

and definee it as "theught werd". A thought werd is the expressien ef 

an idea in the rera ef a visible sh~pe whioh has been endewed with 

an archetypal signifioanoe. 

One ef the iaportant probleas the peet deals with in poems fecusing 

en art· is the artist's relationship with his tin and his respense t­

it. In oensisteacy with his understanding ef nature and tia~, '1' ... 1111._ 

een rejeots b.th the extreae respenses to life and the denial er ar­

tistic tradition. 

III his apprehensien ef tae artist's responsibility, Tealinson 

eohoes his cenoepts ef the balanced relatienship between centraries. 

LangUage, theugh a product ef aan's intellect, is nat a aediua aaa 

can deminate. I. fact, as Toalineen deaonstrates in "Onances ef Rhywe", 

it is language which leads and ~everas aa. in his perceptien ef the 

eutside ebjects he is surreunded by. 
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Expl.ring Tamlias.n's attitud@s tewards a s~riss or artistic 

prebl@as, .n@ can not but appreaiat@ his att@apta at th@ aaint@Raace 

or an objectivity against a. egetistic eccentricity. Whetker it be i. 

the relation or aa. with natur&, aan with tia@ or aan with art, Toalin­

s •• proresses that th@s@ entities, which ar@ basically contrary t. each 

ether, ca. aainly b@ rec.nciled thr.ugh autual r&spect and an acceptan­

ce or the nothern,s separate exist@nce. It ill only th@. tllat aan ca. 

co.e to t@ras with the s@e.ingly threatening universe he rinds hi.b@lr 

i •• The artist's r&lIponsibility li@s in his attPo.pt at guiding th@ rest 

or hu.a.ity en this ceurse. The artist thus, through a sensitivity 

peculiar te art, finds and indicat@s n@w .edes of perception that man 

can use while trying te oo.@ te a fuller unde~8taadi.g of natur& and 

th@ universe. Such a perception and the proper usage given te it 

will enable aan t • .verceae the fears caused by th@ seeming confusio. 

reigning in the we~li areuaa hia. It is a c@rtain ordering el@aent, 

the eleaent er art 1. its .any guises, that best resists and prevails 

ever the o .. inou!! cenfusien. Hence, 'let rhya@ be ay c.nclus ... : 



APPENDIX 

POEMS REFERRED TO IN I!!E TllESIS 

Swimming Chenango Lake 

Winter will bar the swimmer soon. 

He reads the'water'. autumnal hesitations 

A wealth of waysl it is jarred, 

It is astir already despite its steadiness, 

Where the first leaves at th~ first 

'!'remor of the morning air have dropped 

Anticipating him, launching their imprints 

Outward. in eccentric, overlapping circles. 

There is a geometry of water, for this 

Squares off the clouds' redundances 

And sets them floating in a nether atmosphere 

All angles and elongations: every tJ!e1l 

Appears a cypress as it stretches there 

ADa every bush that shows the season, 

A Bhaft of fire. It is a geometry and not 

A fantasia of distorting forms, but each 

Liquid variation answerable to the theme 

It makes away from, plays before: 

It is a consistency, the grain of the pulsating flow. 

But he has looked long enough, and DOW 

Body must recall the eye to its dependence 

As he Beissors the waterscape apart 



And sways it to tatters. Its coldness 

Holding him to itself, he grants the grasp, 

For to swim is also to take hold 

On water's meaning, to move in its embrace 

And to be, between grasp and grasping, free. 

'" He resches: b-aJld-eut threugh te that space 

The body is heir to, making a where 

In water, a possession to be relinquished 

.... illingly at each stroke. The image he has torn 

Flows-to behind him, healing itself, 

Lifting and lengthening, spiayed like the feathers 

Down an immenee wing whose darkening spread 

Shadows his solitariness I alone, he is unnamed 

By this baptism, where ollly Chenango bears a name 

In a lost language he begins to construe-

A speech of densities and derisions, of half-

Replies to the questions his bedy Bust 'frame 

Frogwise across the all but penetrable element., 

Human, he .'fronts it and, human, he draws back 

From tae interior cold, the mercilessness 

That yet shows a kind of mercy sustaining him. 

The last sun of the year is drying his skin 

Above a surface a mere mosaic of tiny shatterings, 

Where a wind is unscaping all images in the flowing obsidian, 

The going-elsewhere of ripples incessantly shsping. 



Weatherman 

Weather releases him from the tyra~ of rooms, 

From the white finality of clapboard towns. 

Tbe migrations have begun: geese going 

Wake him towards dawn, as they stream south 

Drawing the north behind them, the long threat 

That disquiets his blood. He rises and roams 

In the grey house. In the dark 

Height, geese yelp like a pack 

Hunting through space. Unseen, they drive the eye 

Of the mind the way they go, through the opal 

Changes of dawn light on the light of snow. 

The SI1Il looka full at the town, at each 

House with its double fringe of icicles 

And their shadows. He can hear no more 

The ories'that ha:i woken him, but through eyes 

That wincing away from it, blink back 

The radiance that followed the flock, he drinks in 

Human his inheritance and retrieved his kin 

With that clamour, this cold, those changes-to-come from skies 

How a sta1ned-glsss blue ih the whiteness of the weather. 



The Instance 

They do say said 

the barber running 

hill cold shears 

dowhwards and over 

the neck's sudden 

surprised flesh: 

They do say frost 

will flOli in 

through the gap of a hedge 

like water, and go 

anywhere and I 

believe i~. I beliwve 

him- a gardener, 

he knows. The tepid 

day erases 

his wisdom and he 

is out of mind 

until at night 

I grope for a way 

between darkness and door 

and passing a hand 

down over 

a parked oar's 

roof feel 



the finger tipe 

burn at the crystal 

proof of a frost 

that finding a hole 

in the he~ga 

hae flowed through like water. 



Desoartes and the Stove 

Thruating its armouryof hot delight, 

Its negroid belly at him, how the whole 

Contraption threatened to melt him 

Into recognition. Outside, the snow 

Starkened all that snow was not-

The boughs' nerve-net, angles and gables 

Denting the brilliant hooda of it. The foot-print 

He had left on entering, had turned 

To a firm dull gloas, and the ohill 

Lined it with a fur of frost. Now 

The last blaze of day was ohanging 

All white to yellow, filling 

With bluish ahade the slots and spoors 

Where, once again, badgar and fox would wind 

Through the phosphoresoenoe. AU leaned 

Into that frigid burning, oorded tight 

'By the l1ghtl1nee BI!! the slew !!Un drew 

Away and down. The shadow, now, 

Defined no longer: it filled, then overflowed 

Eaoh fault in snow, dragged everything 

Into ita own anonymity of blue 

:Beooming black. The great mind 

Sat with his baok to the unreasoning wind 

And doubted, doubted at his ear 

The patter of ssh and, beyond, the snow-bound farms, 

Flora of flsme and iron oontingenoy 

And the .oist reoiprocstion of his palms. 



Terminal Tramps 

The first ie female. 

In the station restaurant, 

taking tea 

that some thirsty traveller 

had found too hot 

for drinking, she sips 

at the unmeasured time of her 

terrible leisure. 

The eyes of the mad 

have a restless candour: 

even their furtiveness 

betrays itself openly: 

there seems, in the way 

she declares to the entire 

room: I expect 

a civil answer-

the appearance of an honesty. 

It ia distinct from the absurd 

sobriety in the drank 

tramp's gesture 

can:ying on 

in the corner, an imitation 

conversation, with one 

as craftily glanced as he 

but sober. All 



three inhabit 

this shifting place 

on whose fluidities the clocks 

impose a certainity. 

The room is aware of them. 

The room is tolerant 

in its curiosity and waits 

to see, but to see 

what? The Indian 

personoal pretend 

that the three are not 

there-even the mad 

woman has had 

sense to avoid 

in this two-roomed 

restaurant, the white 

management next-door. 
o 

What does .. ccur 

is this-this 

and no more: ahe picks 

out of the air and starts 

to repeat the word 

Eisenhower. She tams 

apart into its four 

Wllables the arbitrary 

sound, then feels 



her way out 

over them, as though 

they might have led 

her aomewhere, atretohed 

from here to there,_ 

might have proved 

there there, but the mind's 

needle merely 

chokes en its repetitions 

until, with an aooumulating 

force, the vortex 

epins her on 

into inconsequence. 

The drunk walks 

suddenly half 

the roomrs length, 

balanced tensely 

by the strength of one 

determination- to make it; 

and to complete the demonstration 

he flings with a total 

.. eour~cy into the slot 

of a litter bin 

his emptied bottle. 

Her babb1e etops him. 

He attends, and for the first 



time sees her: 

she takes him in 

hsr din risel!J 

raging against the mere 

shape he makes there: 

it is her voice not she 

gets up to accost him 

and to demand her civil 

answer. Answer 

she has, but whether 

she hears, or whether 

she can interpret 

the sharp transition 

as with half a threat 

he gestures at her, then 

lets the gesture 

drift, die out across 

the air ••• with an 

Acht' - the dawning 

sense of her daftness­

he goes back 

aiming himself at his former 

corner, and gets 

there on both 

feet, as neat 

as bottle into bin-slot-



to resume (he has clearly 

forgotten her) his parody 

of someone perfectly 

self-possessed. The room 

holding its breath 

for his fall 

is relieved. The room 

has seen it all and new 

inches out daugbters 

and sens into the loud 

sane ambience 

of train-sounds. 

Under the dome 

of stale air, 

two Indians are 

going their rounds, 

swabbing the tables. 

They circle the one 

she sits at 

with her all-but-spent 

babble, her ~yllable. 

chopping search 

for the right sound, 

the word to express 

her groundless humanity, 

hunched, alien 



and intetit amid 

the new invasion 

of tTavellers with a destination. 



A World in Edgeways 

Tell me abQut yourself' they 

Bay and you begin to 

tell them about yourself and 

that is just the way I 

am iB their reply: they play 

it all back to you in another 

key, their key, and then in mid­

narrative they pay you a 

campliment as if to say what a good 

liBtener you are I am 

a good listener my Btay 

here haB developed my faculty I will 

say that for me I will not 

Bay that every literata wale in 

America is a soliloquist, a 

ventriloquiBt, a strategic 

egoiBt, an inveterate 

campaigner-explainer over and 

back again on the terrain of him­

Belf-what I will 

say iB they are not un­

intereBting: they are simply 

unreoiprocal and yes it vaB 8 

pleasure if not an unDIitigated 

pleaBure and I reB I did enjoy our 

conversation goodn1gbtthankyou 



'l,'he Fox Gallery 

A long house-

the fox gallery you called 

its upper storey, beeause 

you could look down to see 

(and did) the way a fox would 

cross the field beyond 

and you could follow out, window 

to window, the fox's way 

the whole length of the meadow 

parallel with the restraining line 

of wall and pane, or as far 

as that could follow the sense of all 

those windings. Do you reaeaber 

the morning I woke you with the cry 

Fox fox and the animal 

came on-not from side 

to side, but straight 

at the house and we craned 

to see more and more, the most 

we could of it and then 

watched it sheer off deterred 

by habitation, and saw 

how utterly the two worlds were 

disparate, as that perfect 

ideogram fer agility 



and liquefaction flowed 

away from us rhythmical 

and flickering and 

that flare was fina~. 



The Way of a World 

Having mislaid it, and then 

Found again in a changed mind 

The image of a gull the autullJl gu~t 

Had pulled upwards and past 

The window I watched from, I recovered too 

The ash-key, borne-by wairliIg 

On the !!lame surge of tir" like an animate -thing: 

The scene was there again: the bird, 

The seed, the windlines drawn in the sidelong 

Sweep of leaves and branches that only 

The black and supple bough!!l restrained-

All would have joined in the weightless anarchy 

Of air, but for that counterpdse. All rose 

Clear in the memory now, though memory did not choose 

Or value it first: it came 

With its worth and, like those tree-tips, 

Fine and dishevelling hair, but steadied 

And masted as they are, that worth 

Outlasted ita lost time, when 

The cross-currents had carried it under. 

In all these evanescences of daily air, 

It is the shapes of change, and not the bare 

Glancing vibrations, that vain and branch 

Through the moving textures: we grasp 

The way of a world in the seed, the gull 

Swayed toiling against the two 

Gravitie!! that root and uproot the trees. 



The ISisies 

All evening,. daisies outside the window, have gone on flying, stalk­

anchored, towarda the dark. Still, Vibrant, swaying, they have stood 

up through dryness into beating rain: stellar c.uteute,arrested exp­

losions; too papery thin to be 'flower-heads'- flower-faces perhaps; 

upturned hands with innumerable fingers. Unlike the fiel~ daisies, 

they do not shut with 4arlc: they stretch.as 'eager17 towarda it as 

they did to the sun, images of flight. And your own image, held by 

the pane, diffuses your features among thoBe of the daisies, so that 

you flow with them until your hand, lifted to .leae the window, be­

comes conscious of its own heaviness. It is their stalks thrust them 

into flight as much as their launching-out of winged fingers, all pa­

per accents, grave. thrusting on acute, acute on ~. Cut the stalks 

and they fall, they do not fly; let them lose their bond and they, 

too, would grow, not lighter, but suddenly heavy with the double pull 

of their flower flesh and of the rain clinging to them. 



The View 

The woode are preparing to wait out winter. 

Guete blow with an earneet of all there is to be done 

Onoe frost will have entered the apple and the eun. 

Of the view, there is no tale to tell you. 

Its history ie incidental. One would not date 

The window that stande open like a gate 

In the opposing house-face. It is dark inside. 

The fa<;ade is a dirty white, and yet it seems 

The right colour to .. tand there between 

The dull green of the foreground trees 

Still bearing leaves, and the autumnal glare 

From the others framing it, foregoing theirs. 

The dark of the window square might be 

A mineshaft of pure shadow, a way 

Through to the heart of the hill-the black 

Centre, if centre were where 

Sight must travel INch drope and intervals, 

And an undulation of aspens along the slope 

Is turning the wind to water and to light, 

Unpivoting place amid ite ehaken coine, 

While under a shuddering caueeway, a currency, 

The season is dragging at all the roote of the view. 



Poem 

The musoles whioh move the eyeballs, we sre told, derive from a mus­

oulature whioh onoe ocoupied the body end to end ••• Sunblaze as day 

goes, and the light blots baok the scene to iris the half-shut lash­

es. A look can no longer extricate the centre of the skyline copse. 

But the last greys, the departing glows OBUght by the oreepers bear­

ding its mass, prevail on the half-blinded retina. Eranches deal with 

the air, vibrating the beams that thread into one's eye. So that 'over 

there' and 'in here' compound a truce neither signed- a truce that, 

insensibly and categorically, grows to a decree, and what one hoped 

fer a.no. what .ne ie, .uat .eaeure the!lselvee againet tho~e dell"ndB 

wAich the eye receiwee, delivering ite writ· e. ue threugh ~ lIuscula­

ture which ecoupiee the bedy e •• te e.d. 



Skull shape s 

Skulls. Finalities. They emerge towards new beginnings from under­

growth. Along with stones, fOS8ils, flint keel-scraper. and spoke-

shaves, along with bowls of clay pipes heel-.tamped with their 

makers' marks, comes the rural detritus of cattle skulls brought 

home by Children. They are mos.-stained, filthy with soil. Washing 

them of their mottlings, the hand grows conscious of weight, weight 

sharp with jaggedllesses. Suspend them from a nail and ene feels the 

bone-clu~inella go out .ef them: there is weight still in their 

vertical pull downwards from the nail, but there is also a hanging 

fragility. The two qualities fuse and the brush translates this 

fusion as wit, where leg-like appendages conclude the skull.' dan,. 

gUng mails. 

. 
Shadow explores them. It sockets the eye-holes with black. It 

reaches like fingers into the places one cannot see. Skulls are a 

keen instance of this duality ef the visible lit borders what the 

eye cannot make out, it transcend. itself with the suggestion of 

all that is there beside what lies witloin the eyes' possesion: it 

cannot be possessed. Flooded with light, the skull is at once mani­

fest surface and labyrin\R .f recease~·Shadow reaches down out of 

this world of helmeted cavities and declares it. 

One sees. But not merely the passive mirrorings of the retinal 

mosaic-nor, like Ru.kin's blind man struck suddenly by viSion, 

without memory or conception. The &enses, reminded by other .ee­

ings, bring to bear on the act of vision their pattern of images; 

they give point and place to Kn otherwi.e naked and homeless i.pres-



"eion. It is the mind sees. But what it sees consists not solely of 

that by which it remembers. It aees possibility. 

The skulls of birds, hard to the touch, are delicate to the eye. 

Egg-like in the round of the skull itself and as if the spherical 

ahape were the result of an act like glass-blowing, they resist the 

eyes' imaginings with the blade of the beak which no lyrical admi­

ration can attenuate to frail~Y. 

The ekull of nature is recess and volume. The skull of art- of 

poseibility-is receee, volume and also lines-lines of containment, 

linee of extension. In seeing, one already extends the retinal imp­

resaion, aearchingly and instantaneously. Brush and pen extend the 

search beyond the instant, touch discloses a future. Volume, knived 

acrose by the challenge of a line, the raggedness of flaking bone 

countered by ruled, triangular facets, a cowskull opens a visionary 

field, a play of universals. 



Tout Entoure de Mon Regard 

Surrounded u,r your glance-shapes at the circumference of its half­

circle stariag back into foreground ahapes-, you measure the clim­

bing au,rss up to the birds that intersect in contrary directions 

the arc of winter ,air. 

To the question you did not ask, comes the reply of arriving and 

departing cloud, the intensifying violet skyline that throws forward 

its patterns of boughs, the spaces between them flushed with a glow­

ing obscurity, 

It is like a phalanx of •• :tll .... wings with thdr separations of 

line and darkly incandescent tints, pressed against a window which 

is no window and behind which, burning towards them, a late sun 

hangs. 

Surrounded by your glance, you ,are the pivot of that Bcale half 

of which balances in darkness behind you. And you feel its insis­

tence held over against the light, the yellowing sky, the collid­

ing of imitation mountains that presage more anow. 

To see, is to feel at your back this domain of a circle whose 

power conaists in evadiag and refusing to be completed by you. 

It is infinity sustains you on its immeasurable palm. 



Night Transfigured 

Do you recall the night we flung 

Our torch-beam down in among 

The nettle towers? Stark-white 

Robbed of their true dimension 

Or of the one we knew, their dense 

World seemed to be all there was: 

An immense, shifting crystal 

Latticed by shadow, it swayed from the dark, 

Each leaf, lodged blade above blade 

In serrated, dazzling divisions. 

What large thi~ was it stood 

In such small occurence, that it could 

Transfigure the night, as we 

Drew back to find ourselves once more 

In the surrounding citadel of height and air? 

To see then speak, is to see with the words 

We did not make. That silence 

Loud with the syllables of the generations, and that sphere 

Cent'rel by a millenial eye, sll that waa not 

There, told us wbat was, and clothed 

The sense, bare as it seemed, in the W8JY8 

Of years: we knew that we were shareres, 

Heirs to the commonalty of sight, that the night 

In its reache .. -and its nearneases, possessed 



A singe faoe, sheer and familiar 

Dear if dread. The deas had distanoed, 

Patterned its lineaments, and to them 

The living night was oenotaph and oeaseless requiem. 



Prometheusl 

Summer thunder·d k ar ens, and its climbing 

Cumulae, disowning our scale in the zenith , 
Eleotrify this music: the evening is falling apart. 

Castles-in-sir; on earth: green, livid fire. 

The radio simmers with static to the strains 

Of this mock last-day of nature ••• af art. 

We have lived through apocalypse too long: 

Scriabin's dinosaurs! Trombones for the transformation 

That arrived by train at the Finland Station, 

To bury its hatchet after thirty years iB the brain 

Of Trotsky. Alexander Nikolayevitch, the events 

Were less merciful than your mob of instru, ments. 

Too many drowning voices cram this waveband. 

I set Lenin's face by yours-

Yours, the fanatic ego of eccentricity against 

The systematic son of a schools inspector 

Tyutchev on desk-for the strong man reads 

Poets as the antisemite pleads: 'A Jew was my friend.' 

Cymballed fire sweeps. Prometheus came down 

In more then orchestral fleme snd iCEreneky fled 

:Before it. The babel of continents gnaws now 

(1) 'Pra.etheue' refere ta the tane-pae. by Scriabin and ta his Rape 

af transfaraing warld by .usic and rite. 



And tears at the silk of those harmonies that seemed 

So dangerous once. You dreamed an end 

Where the rose of the world would go out like a close in music 

Population "~aga- the partitions down 

And we are a single town of warring suburbs: 

I cannot hear such music for its consequence: 

Each sense was to have been reborn 

Out. of a storm of perfumes and light 

To a white world, an in-the-beginning. 

In the beplUlia" the strong 1I2n reigns: 

~ots~, was it not then you brought yourself 

To judgement and to execution, when you forgot 

Where te=r rules, justice turns arbitrary? 

Chromatic ~ometheus, myth of fire, 

It is history topples you in the zenith. 

Blok, too, ~ote The Scythians 

Who should have known: he who howls 

With the whirlwind, with the whirlwind goea down. 

In this, was Lenin gniltier than you 

When, _ out of a mercilesa patience grew 

The daily proas such poetry prepares for? 

Scriabia. Blek, .aa ef eEtreaaa, 

Histery treads eut the allsie .f yeur dreaas 

Tareugh -bleed. aRi aa .. et cl.~ like this 



In tee perfection of anabaais. It stops. The trees 

Oontinue raining theugll the rain has ceased 

In a cooled world of incessant codas: 

Hard edges of the houses press 

On the after-music, senses, and refuse to burn, 

Where an ice cream van circulates the estate 

Playing Greensleeves, and at the City's 

Stale new frontier even ugliness 

Rules with the cruel mercy of solidities. 



Assassin 

The rattle in Trotsky's throat and his wild boar's moans 

Piedra de Sol (Octavio Paz) 

Blood I foresaw. I had put by 

The distractions of the retina, the eye 

That like a child must be fed and co.torted 

With patterns, recognitions. The room 

Had shrunk to a paperweight of glass and he 

To the centre and prisoner of its transparency. 

He rasped pages. I knew too well 

The details of that head. I wiped 

Clean the glance and saw 

Only his vulnerableness. Under my quivering 

There was an ease, save for that starched insistence 

While paper snapped and crackled 8S in October air. 

Sound drove out sight. We inhabited together 

One placeless cell. I must put down 

This rage of the ear for discrimination, its absurd 

Dwelling on ripples, liquidities, fact 

Fastening on the nerve gigantic paper burs. 

The gate of history is straiter than eye's or ear's. 

In imagination, I had driven the spike 

Dow and through. The akull had sagged in its blood 



The grip, the glance-stained but firm-

Held all at its proper distance and DOW hold 

This autumnal hallucination of white leaves 

From burying purpose in a storm of sibilance. 

I strike. I am the future and my blow 

Will have it DOW. If lightning froze 

It would hover as here, the reom 

Riding in the crest of the moment's wave, 

In the deed's time, the deed's transfiguration 

And as if that wave would never again recede. 

The blood wells. Prepared for this 

This I can bear. llut papers 

Snow to the ground with a whispered roar: 

The VOice, cleaving their crescendo, is his 

Voice, and his the animal cry 

That has me then by the roots of the hair. 

Fleshed in that sound, ebjeote ~tr.y .e, 

Objeots are my judge: the table and its shadow, 

Desk and ohair, the ground a pressure 

Telling me where it is that I stand 

Before wall and window-light: 

Mesh of the ourtain, wood, metal, flesh: 



A dying body that refuses death, 

He lurQhes against me in his warmth and weight, 

As if my arm's lengtla blow 

Had transmitted and spent its strength 

Through blood and bone; and I, spectred, 

The bocJ.y that rose against me were my own. 

Woven from the hair of that bent head, 

The thread that I had grasped unlabyrinthed a11-

Tightrope of history and necessity-

But the weight of a world unsteadies my feet 

And I fall into the lime and contaminations 

Of contingency; into hands, looks, time. 



The dance 

is not yet 

Before the Dance 

at Zuni 

and when it will begin 

no one. says: 

the waiting 

for the Indian 

is half the dance, 

and eo they wait 

giving a quality 

to the moment 

by their refusal 

to measure it: 

the moment 

ie expansible 

it bume 

unconsumed 

under the raw bulbs 

of the dancing chamber: 

the Navajo faces 

wear 

the aridity of the landscape 

and 'the movement 

with the wind 

of the Orient and 



the movement against 

the wind 

of the Occident' 

meet 

in their wrinkles: 

they wait, sitting 

(the moment) 

on the earth floor 

(is expansible) 

saying very little 

or sleep 

like the woman 

slipping along the wall 

sideways 

to wake 

in the clangour of the pulse of time 

at the beginning 

dnm ••• 



In the Fullness of Time 

a letter to Octavio Paz 

The time you tell us is the century and the day 

Of Shiva and Fervati: imminent innocence , 
Moment without movement. Tell us, too, the way 

Time, in its fullness, fills us 

As it flows: tell us the beauty of succession 

That Breton denied: the day goea 

Down, but there is time before it goes 

To negotiate a truce in time. We met 

Sweating in Bome and in a place 

Of confusions, casea and telephones: and then 

It was evening over Umbria, the train 

Arriving, the light leaving the dry fields 

And next the approaching roofs. As we slowed 

Curving towards the station, the windows ahead swung 

Back into our line of vision and flung at us 

A flash of pausing lights: the future 

That had invited, waited for us there 

Where the first carriages were. That hesitsnt arc 

We must complete by our ·e ••• e.t to time-

.Segment to.circle,ohaRoe" into event: 

And how ~hould we not consent? For time 

Putting its terrors by, it was as if 

The unhurried sunset were itself a courtesy. 



A Process 

A process; procession; trial. 

A process of westher, a continuous changing. Thus, the gloom be­

fore darkness engenders its opposite and snnw begins. Or rain poss~ 

esses the night unbrokenly from the dazzle on the lit streets to the 

roar, dense, ubiquitous and incessant, that overcomes the hills drink­

ing-in their black harvest. Its perfect accompaniment would be that 

speech of islanders, in which, we are told, the sentence ie never 

certainly brought to an end, its aim less to record with complete_ 

ness the impression an event makes, than to mark its successive as­

pects as they catch the 9Je; the ear of the speaker. 

To process: to walk the boands to lay claim to them, knowing all 

they exclude. 

A procession, a body of things proceeding, as in the unending com­

merce of cloud with the seamless topology of the ground. Or a proces­

sion of waters: the whole . .. moving belt of it swallows itself in 

sudden falls to be regurgitated as combed-over foam. Flung in. re­

verse against the onrush that immediately pushes it forward, it is 

replaced by its own metamorphosis into this combed-back whiteness. 

A trial: the whole of the proceedings, including the complication 

and the unravelling. One accorda the process its reality, one does 

not deify it; inserted among it, one distinguishes and even trans­

figures, so that the quality of vision is never a prisoner of the 

thing seen. Tbe beginnings have to be invented: thus the pictograph 



is an outline, which nature, as the poet said, does not have. And the 

ends? The ends are windows openclng above that which lay unperceived 

until the wall of the house was completed at that point, over that 

sea. 



Against Extrnity 

Let there be tresties, bridges, 

Chords under the hands, to be spsnned 

Sustsined: extremity hates a given good 

Or s good gained. Thst girl who toot 

Her life almost, then wrote a book 

To exorcise and to exhibit the sin, 

Praiaes a friend there for the end she made 

And each of them becomes a heroine. 

The time ia in love with endings. The time's 

Spoiled child rea threaten what they will do, 

And those they cannot shake by petulance 

They'll bribe out of their wits by show. 

Against extremity, let there be 

Such treaties ss only time itself 

Can ratify, a bond and test 

Of sequential days, and like the full 

Moon slowly given to the night, 

A possession that is not to be possessed. 



The Chances of Rhyme 

The chances of rhyme Qre like the chances of meeting­

In the finding fortuitous, but once found, binding: 

They sey they signify Qnd they succeed, where to succeed 

Means not success, but a way forward 

If unmapped, a literal, not a royal succession; 

Though royal (it may be) is the adjective or region 

That we, nature's :reyalty are led into 

Yes. We are led, though we aeem to lead 

Through a fair forest, an Arden (a rhyme 

For Eden)-breeding ground for beasts 

Not bestial, but loyal and legendary, which is more 

Than nature's are. Yet why should we speak 

Of art, of life, as if the one were all form 

And the other all Sturm-und-Drang? And I think 

Too, we should confine to Crewe or to Mow 

Cop, all those who confuse the fortuitousness 

Of art with something to be met with only 

At extremity's brink, reducing thus 

Rhyme to a kind of rope's end, a glimpsed grass 

To be snatched at ae we plunge past it­

Nostalgic, after all, for a hope deferred. 

To take chances, as to aake rhymes 

Is human, but between chaDce and impenitence 

(A hQlf-rhyme) come dance, vigilance 

And circumstance (meaniag all that is there 



Besides you, when you are there). And between 

aest-in-peace and precipice, 

Inertia and perversion, come the varieties 

Increase, lease, re-lease (in both 

Senses); and immersion, conversion- of inert 

Maas, that ia, into energies to combat confusion. 

Let rhyme be my conclusion. 



Ceci n'est pas une Pipe l 

(Magritte) 

This is not a pipe, but an explosion of the lips, the mouth uneea­

ming rapidly and the lips exploding once more. 

This is not only a statement. It has roots. Ana they are unple&­

~.a.nh ~" t-heugh the p."esibili tt dietinctly exietel. that lips eheula 

explode without benefit of quotation marks. 

Our words surround us with contingencies. The mouth uneeaming 

rapidly may do so like an uns.t1tched wound. This is not a pipe. 

We summon our terrors before us, to cohabit with clocks, plants, 

Vindow-panes and apples, as if we would always know the worst. 

But we are scarcely to be trusted. Our 'sinnes of fear' remain 

as incorrigible as our groundless optimisms. 

So we te~orize ourselves factitiously, with the body that has 

become a fac~or the face that has become a body. But 'this is not a 

pipe' • 

Such a.face disproves itself. It could terrorize only by existing. 

There is this. comfort in the hypotheses of fancy: they restore 

the world to us by denying its premises. 

This is not a stone because it is flying. This is not a bird be-

cause it is made of stone. 

Yet the flying stone impends over the landscape by abstracting 

all the qualities of the real one. And the density of the stone bird 



is negated by the co«tours of flight. 

This is not a pipe, but it entails the rider that the stone will 

interpose an irremovable 'and yet-', and the bird spread wings of 

bone and feather towards its point of high vantage. 



Composition 

for John :Berger 

Courbet might have painted this 

~gantic head: heavy, yellow 

petal-packed bloom of the chrysanthemum. 

He would have caught the way 

the weight of it looms from the cheap-green 

vase this side the window it lolls in. 

But he would have missed the apace 

triangled between stalk and curtain 

along a window-frame base. 

The opulence af the flower 

would have compelled him to ignore 

the ship-shape slotted verticals 

of the door in the house beyond 

~",a~f.i by the walli ef the ste. 

and the gate before it would not 

have echoed those panllels to his eye 

with its slatted wood, its two 

.eat siie-pests ef cane rete 



The triangle campacts the loti there 

is even room in it for the black 

tyre and blazing wheel-hub of a car 

parked by the ttntrence . l!I1t the eye 

of Courbet is glutted with petals 

as solid as meat that press back the sky. 
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