25

F N v DEES

——19684FE8 H, ¥ F -ty IyMIrory—rHh—

- B M A

TAVHIDORAPMNEYZAMFEAF ¥ —IV X - F )Y ¥ (Chatles Olson,
1910-70) &, 196848 HIZA Y = —F ¥ ALMA v (Inga) OA ¥ ¥ 72—
ezl Bni, Y Fa—ky YNSRI —DOHETH D, L Y HDF
N YDA 4 Vi [BARIEA ¥ 2 XA V] (Call Me Ishmael, 1947) 1284
BRI EBDONTH 727200, TV Y EA Y HZOTOE, Lwl
TiEo>TWhb,

[19684E8 H, 70 X% —ToOA % 7 2—] (“Interview in Gloucester,
August 1968”) DWHEIZZ WD 72255, [ 2V 1 TR (Muthologos: The
Collected 1 ectures and Interviews, 1979) FIXOII A O & F— D TN L D02 dH
b TN, TWHHE—Y A+ AV H =1KYT 4 (Maurice Merleau-Ponty,
1908-61) &, WLRIER LNV A - =4 ¥ ¥ 27 4 >~ (Sergei Eisenstein,
1898-1948) ~DHRW L, 20 HALHEDEMOEHF~DOF K, € LT [#bii]
D TH 5o

INHMODOTFEZMET L, 19684E8 HIFRIZBWT, F Iy YR LT
WZEEER WY A Z EPAROHINTH 5,

L AuO=K>F«

[19684E8 M, 7 UAXA ¥ —TDA ¥ Ta—] ORT, ALy rigAa=
RUTFAIZOVWTIHiESTV S,
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GH, WFEEFTITTATOMEIIOWTEHTEZ AZLLTHT L, Y
Ty 27, ARV, TLTANVA=RYTAI12%b, LERELOMEIZON
TEHTEDZANZEZ, Ava=KRr74 OLHEICE, 77714 TOBERIC
BL Tl fE LT d v, (Olson, “Interview in Gloucester” 2: 87)

LY v 7 -y s (Bric Havelock) &, F#H [ 77 N i) (Preface to
Plato, 1963) OHT, [HR] HHBIBNT [T b B EEERR 5D
FNGEIGHR 2 AT L7ze Rt & WD 72D N4 2 80F L S8 25 1% H
o, FRATQARAYF FRALEDOFAZHEOHTON] & (“Interview in
Gloucester” 2: 86) o 7 —/ + A% )V (Bruno Snell) &, [FV ¥ #FEB IV
AN BT KM DIE] The Discovery of Mind in Greek Philosaphy and 1iterature,
1953) OWTUTO LI IZFEL [FATARANTF FADZICF Y ¥ v il
FEET HMPT, EEFAAERIN, HRTHWDTRIL» T bR D LI
otze BEMSEERPLIZOZTI N ETIAINTVATHS, ZND%
T, V797 ALRENRTELRWES S | & (“Interview in Gloucester” 2:
86) o
(3% e FI74 7] WCBLT, Ay id, dF ) ¥ v e HEICE
LWl gENT Oy 7 EZAXVEEMTELANE LTHIF, ZAIZHd AL
LTAVB=RYT A 2BTTV5, SHITANVT=FKRITAIZO0TIE, [F
TTATOERICEL TR TFREYVELTIV] EFEVESTwE, 24 VD
FEEINTOY ZOFEBONEICOVTEH VY VIE, Liko k) % BiEzR
TWRY, ANB=RYTAIZOVWTOF VY Y OREE, EoE) L,
[BlZ1E, AVva=RryT7413—2 2T 7 X M BHIEVnD7E)s
it (story) IMAVE Z 5 TV B DA ZIEMEIZHE > Tnb, bILbNiFAR D,
HBEVIFHREZLHTH, A A =TI > T B9 & IEMEICHES 2 & 08
Mk TE RS2V LR U] (“Interview in Gloucester” 2: 100) & F )L
SIS, B [ AV =Rry74OHBEIE, FI7T74 TOREKRIZEEL T
FXFENE LTIV 02, bubiUZiZG2 54w, ThAT [19684:8 A,
FHRAY—TDA Y FTa—] THVY VPRT AN =K T 1 HFORR
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Thbo

LLa, bhtbiuz1963F 11 H16 HiATRbhiz, H# [vy v a)v—A
DT TJ (“Under the Mushroom”) ZMETT 2 R&72, 22 TIEA VY v DR
NVa=RyF 4 BREPFEFITEON TV L0575, Bk T b0l
Za—TF=IMRT4 VFLEHDTT VT4 v s RELTH D,

Fv % 3% (object) ICHT 2 AT =FYF 1 OFZITHRL EhR
726 Ly,

CONY——ZDANT =R T 4 L) NY—DKRE D FH L OIL, &

LT 2 EEMOLK, TabE BB (objective world) 4%, 4 HT

BRSO TIEASN T WA Z L Z2RIBT L7205 DTT,
(“Under the Mushroom” 1: 56)

&L EEARICHELTWwWE — H:%D H %5 G XD, Anu=Kr54
DODNNTG T T ITRHERLTUILVE S I TNV UDHRATZEINT T T TIZUTD
4DCTH b,

INZTZ70 [HMET 5EHR]
fodi, T [#5F] OF~T, i HEf] oF~T, Zhb [E)
DFRTH, HEONEMITNE ST WD & bbb ARD B L L7z b,
[ABOWR] d——AB ORI, MOR L LT, BREC D7 — [A
BoOWR ] BERTHLZEE2RDT, b FROLIILLES,
PUbNOBEDOAII, PUbNOBEORIIC 2755, MET
TR, (R REFL ] BEERTHLI L 200, THERE 2L
THEE, —OONREFELICET W22 HETHRESND S,
(“Under the Mushroom” 1: 56) '

Ty iginva=Rr7 40 [MEDOBILF] (Phénominologie de la perception,
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1945) DIEFR (Phenomenolagy of Perception, 1962) & FEFRIZEM L T B —[FIZ,
ZEBATHI2E TS, 72720, ¥ v ¥ a Il E N7 “this is interesting as of
God’s carne, for example” 1&, IV Y OFAT, FiRT7T 7 X Mk v,

PERIEL W E SN TEERTRMAFOHE R A LB L TO LA F A
O=RYTAIZHVY YIFRCEHZZT 20K, EisomTxvn =X
YTADE) [ARRDE] kol T AHOHMG ] &, [HFR] (“Projective
Verse,” 1950) OHITH VY Y348 % [%hF 7] (objectism) L@BL % b
DD %o [FHHEEL] 2 TBIH

BRERE, MASARE L CHWHICAAT 2 L 2B L (gering rid
of), TEMK] RFADOHIPITFHEINCAAT LI LE2BET 5, WHENE, HA
DOREEY (creature) & LTOHCE (INHHMZET 229 bhubhds
Y (object) LIPE, MO BADAIEY (creations) & DMIZ, HIFDNLE
REDTE, OO A LS 2B KRTERIIET 5, 2¥8%6, AMZ
Db DAY (object) 7245 TH 2 MMBEHFTOHEFNC RS LEZBIZLTD,
B3 2W7E L BT HHBRBPCHMCRLDOTH S, L) blF, FAD
A S AR L, RICIO XD IR DBRHICE, ) D,
(“Projective Verse” 59-60)

WHEEREID S, RoNbWMBD) 2 EEZLEZHMHT, Avu=Kr74
EAVY VIEERE L TWSKISH VY YRR L TEiE DI, [TE)
LTl Ml & (Wchndbol RUBEOWT L1 E#ROMHEEL &0 X
) HBRICH 2 HTH 5o

DT, Ty yaVv=—2OFT] HTHLY YD HIHTE [MEOBS4]
PRE, 2o =RrF 4 WFREIC X B U346 D AGERZ M 5,

NZ7270 [R] & ]

The relationship of “figure” and “background,” “thing” and “not-thing,” and the




FIVY DFRE 29

horizon of the past appears, then, to be structures of consciousness irreducible to

the qualities which appear in them. (“Under the Mushroom” 1: 56 © F#ti& %)
(M5 o BG4 P T Id “appears” 75 “appear” |2, “not-thing” 7
“nothing” 127 5 T\ b F Y U HPiRE GO BIHRZ i L 22255
B L7 RE L2 AL TH A 9o ML LI, “appears” & V) “appear” A3
WY R B0 “not-thing” LD T T ¥ Afh& LN LIMRIZL % 2
bhb,]

L7z, (K & (), W) & FE=%) &ol@EeBlob i,

OO LRI bH O b TR A O (HE) 13T T s L

DTELVEROHIHETH S, (Anva=FKr741:59)

R, HAGERE DI, ¥ TH 5. “appear to be” & HiL, Fadlx, [
DENICHRL] THoT, EREE) LI EAVD L. L L, TNidH
GrEOM LT R0RERPS, [R2s] (R & [Tha ] (914)
DEE %o AN =K 7 4 WFJEH O HAGERTIL, “appear to be” I, [ 1
25] TR%L, [THar] ERRBEIN TV, HEEWRIZERTH 525,
HARETId 2o T & (3, W] & THThwb ol OfRE X UM
ROV, [EROHMHE] 2L 5> Tw207,

RIZH VY Y H3t 0, FRRR B, &I E SN HEITO VT O
WMTHb, TITTHANT =RV T AFREDOHAEREZR T %,

NZTZT7Q@ [FUTFIV - TIXH]
If finally it is conceded that memories do not by themselves project themselves
upon sensations, but that consciousness compares them with the present data,
retaining only those which accord with them, then one is admitting an original text
which carries its meaning within itself, and setting it over against that of memories:

this original text is perception itself. (“Under the Mushroom” 1: 57-58)

R%I, BEVPETHIS TADZEREICEHT20TIEIRWI L2780, &
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LA E#SBELTBAAEONE LD &4, BEOHYS LA LIEEZ T %
MHT20R2LE2 %018, ZOYAILE, ThEATLOEKEL D,
ZNEBROBRICNET 2 L) 2—20FMERD/-ZLICREDTH-
T, ZORMIEPANEZDLDLRDTZ, (Ara=KrF41:57)

R, NS T T@QICHNDE L, BANIIHEART V. T, EilklE (WF
Jedid B L) ZBUEOERE D& A4¢, BEOERE A3 L2
RUTERRTLEE2 5. RWT, @ROBERICHETLZAH) VTN - 77 R
NeEZDEE, TNHPMBEZOLOERDL, EWH)EERETHL, A a=F
VT A DREOMREN L EDLDELTH 5,

TN PR BICHG O, T4 ] (the object) (2T % X D AEH ki <
Hbo ZOREH AT =RV T A WEEOHAEREZHT 5,

e e
2727@® [xg] & FEE]
At the same time as it (the object) sets attention in motion, the object is at every
moment recaptured and placed once more in a state of dependence on attention.

It (the object) gives rise to the “knowledge-bringing event,” which is to transform it

(the object), only by means of the still ambiguous meaning which it requires that
event to clarify, it is therefore the motive and not the cause of the event.
(“Under the Mushroom” 1: 58 : FHEF#)
[P % Hili L 723D D “the object” &, TR/REE i ASAPIZ A2 2 X 9 12F
WY YHBEANTZSDTH B THkEHEL 7251 24T H O “attention” 13,
PRTEE o TV Do TNHIFRHZMIRICT L2EMTREINL
2l THb]
MRIVVERZ KB S5 LFEFFZ, S RIEZoOEzESh, HH72
DTHEBOEAED DS LICEPN L, LD Gk EOmRSE) 203B2L
TRVTHGEERSETOW DI, 7272, FREFERE LTV LERE TR
CRMELTENZRELTHS) ZLILLS>TOARATH Y, TN 2RI,
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HEO (@) L3R ->oTHOEOERNELRZHDTIEE
(Xva=Rr54 1:70-71)

}Hﬂb

FROBE2TIZOWTE LY Vi, —ISH L TERD L) IZHBI L TWw 5,
WMETHE, BT 57258 (narrative) 2WEE (story) ICRVIHDT, D
WEE (story) DSR2 SBMEH ST 02, bhbhOEEL £ FWiE~
F2 X)Lzl E, 206 22—, (8 Th-T, HikFE
DIFER 7 ETIiE RV 072, THFREHIKR G, 2% 0> DRLTA
B0E, THE, bROHEbERENEZ EH->TELT, HoTwanid
L 2%, (P bbb olfir o8tz A L& EkbhTL
T, ZORDLYIERERFO LI kol ZORE, BEINIR DI
DUDSEEDNS D T HHEID, DELmL hore RERS, REMH
RO 2 L7257, TR > TH 0TI R, Bk
Lo THLDDHDIE, (“Under the Mushroom” 1: 59)

LAL, Zhud, SHEVI LD, Ana=RyF4 28 ML LY L THA
WTWARRIZRR o ANV W THR] [HEK] LRI N2 “object” & A
BOBEFEK (ego) &) EMICEZ ) ETIUMEL TV LI, KT 7F
TO [HRTZ2FEER] ICEXVHLLTH L, [FEER] &, [H4Ew] oM
METH - 72,

(5] 2 (%] 2MEDDERLEL) L5 LT VY ¥ OFwROK
DEBR L T Wz 722hs, 22T, 20 (i8] 2 (%] 25, #ditkz
K, HER] R (8] o)ds, THR] 2 [H5E] L) EELbOLLT
FRENTVE, SRR, TH%] R [HE] X0, AHOHMEDT
WELZL AN =RV T4 BBRTVWDLDZF NV VIFFEE) A2 RHS,
fif s Ana=KRKr74 DEFEIZOVTNIHELTWVD,

TN L, THFF] (“Projective Verse”) 205 184F & #7245, [1FR]
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2 B 2Ol mEE LI ANV =R U T4 ICEF I TS
DEHI e TITHAHELTD, FIVY VD968 IEITHi 727 Ji I & ik L
TRHRE R Ve AN =R VT 4 [REREZT 7205, ANy VI3 OREhE B
t&%ﬁ:%ﬁbii&ib&#otkwbhéom:bhbhi S N
YaT AT EENY VOBLREZILH L0 EHRETL LI,

I. T4 E€>>ar1>

EFIEEFE (conversation) 728 S5 TW/I/NHFEZ F T — K - F— v —
7" (Edward Dahlberg) (&, F NV yAF Wz [OHPHIEA ¥ 2 x4 V] WOFE
FHTF L7720 E 0 ICHEEN L XEKRTEIN T L EHBI L7207, 7 — VN —
7 DI & 2T ANTZA Y IO S R E R e o 7o BUERICE
EELZDOVPHHED DB ZBIEA a2 AL V] THhDH (“Interview in
Gloucester” 2: 103) o [19684E8 H, U AZ —TDA ¥ ¥ W a—] T, ZHiko
BRIV VIEZTHIE D

LALENE, [f3axf0] 2FSETIS, 8T (alk) X )HEBRENW &
WD IR VT Wiz AR EDZ & &l 72 & ) TR
Teotfe— ANnb L L726, TONIE, BH (42 AL 0] 2HERT 58
2B (measure) I L2 AR DIZ, TONEE, A XYY 2574 v ThHb,
HLIA XYY 2T A4 VDA (conversation) TH D EIEEbR VWS,
RLTCT—B LAY Y274 VHHKT BN (composer) THBZ
CIFHEVRVWELTL 5 TIZFR 0N, bhvbhil, ZoE
DEARDP O BENA > CTRIET 5 2 &AW TE /2, 2L T, FEbbNIZ
BORICHEs TR MIcH&a2 207, $4bb, V—<> (GEB.
Rmmm)mﬁmit,ﬂiwﬁj@mwgcma FNZANVT 4V [fF
FHEEIRIG] (Confidence-Man) 23185641722 & &, 1956 4EIC 2 D E D
HANLBMROWMFUAT»DHR 5722 & 72, FEB, KMoz rxFHL, B
HEEEEZH L LI, TOMBEOEMRIZ19484EDKk, 104EMI2h 725
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THYHATHDDIZ, DFE Do [GE T — 7 HRITKED D]

(“Interview in Gloucester” 2: 103-04)

[ T2 ANV E, ANV YDANT 4 VIFRTHHDS, DN
IR DH %o

KAV 4 va [HAfE] (Moby-Dick; or The Whale, 1851) O/NHFR L LT
LRHDTIEHRL, AVT A VO LIzY =4 7 AET (Shakespeare) Bl &
DOWRBE 2 7S HE LT, AMOLORRZRS LUz, $72, =4
7 (Ahab) SRR 2l Y — 2 4+ v N2, BAREFRWAEMITHED
e LTEBLR, TANTEAMEDOMIES 722 &2 MFENRITIZT Tldk
{, BHOAAEWEDOMHIZBWTDEDZ X9 & LT

[bAHIEA V2 A4 V] OBEIZHITFOENTWEDIE, ity 7 A
GURESS T A= DYy AT 7 VT OERNT) B2 TIRE ISR &,
M ZILA TV 72 ETH 5o LT 2B 5 3O KR — Mo Tfi
WLZMEZH25 HUEKICHRY, EX 27200 IRE L TRAZMHEO AW %
BRL L RoTz0 HENY ZALAHFFHIE TSN TWEDE, £ L CHE
W7 A B OEMENBHSND, [DALKIEIA 22 40] X, w{23D
HTANT 4 MEMET A A ZFGHT DRALDTH 5,

ST, [b2ldA v a x4 n] 2T 80 [HfEE Lz] oA ¥
YTaTA Y ThE, EANYVEEIN, AV T, Okl
L72D7E5 ) ho AEEHERZ LI, ZOHIZOWTIMTLPS ENLVDOTH
%o

ERESIHZEED [ ] DR, FEEOHLE, BUE— I - Tw
b0 TORIZOWTIE, FHHTHH)ZLICLT, FFTEIAEY 274
Yl [BHBZIEA v a AL V] OBEEZHLMILTEI ),

[DDZEFA ¥ 2 XA V] TRAZDIF, #4535 2 & (to put together) 725
72Ny VIS 9 (“Interview in Gloucester” 2: 94) o
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7272, Ev ¥ =V 2 (montage) &I BEIHW v, E¥F—Va
1, BT A I BT 2T VIOV THEAIRIE D) S, SE, B
B, TAELYTaTA Ui o T2 b, [b2%idf a2 A1)
WKOWTANRBEIZEEFUT, Y28V Gamtal) 2D TH 5B, F LTV
13 &G (conversation) TR\, comertere 3 b b, HICHIET 52 & (“to

turn togethcr”) D7z, (“Interview in Gloucester” 2: 94-95)

FEDIZH VY V1, [bdIEA Y2 A4 V] T5O0MEHERELTW5S,

(1) Y= 4 27 ZETHEICE 2 NHORRBOHER, (2) s —27 4 v
K5 b BARFEFEERFOFIHAATNTNDE 2 &, 3) T4 NTHEICE,
FfEE OB WEZBUTHER D &) MPEN M2 Y, MRS (4) [HfE]
RN [5 A =1 (Typee © A Peep at Polynesian 1.ife, 1846) 121%, A&
WOFEENHLHZE, FLT (5) 7TA)IOAREIZHETH D L)Lk,

ERESODMIE AN T A MERD WL DB DHO—EFIZT ER WA, Zhb
Z [bhBREA T2 x4 0] 13 TR LTHEHNL TS, LedsT, &
DEOBEHTHLD AN T 4 VIIHEFEIZOWTH LY Y P%5EoTnb Z &,
BHHTE 5%, Ti&, BIHARMO2TIIE D 7259 06 [DOBFIEA P2 x V]
A NS OFBECTHEINTVEETIDRIRVAY, [Ery—Ya] Lwn
HFBIIH N v, ZOMAE, [Evy—Va] BT E¥YaF %
FELEXIZDARMVLIELEND, EWVWIDTHD, TV ¥ =T bidfid,

IV VARPEY Y=V a2 EHK L TWEDIFTIEARY, 22TIE, A
Yo yva7Aro WEOEE] (Fin Fom 1949) OWrG, £V 45— 212
B3 o2k & L Th b,

(1) ARBEIZEY Y=Y 22BkL 0w, AROLORICE Y ¥ —
VaDFMIRHA I NS, RIELT (hieroglyph) bEARETDH %o

KOICHT 2650 4E 1 E O AEH (Tsang Chich) 1, WHROHARLEEME, 2
DRILLFE, RIS MRIZET (RE L Fideogram) & o720 2D
DRIGELFEHFEOT DL &, 1+1 =2l LoREIETH, PORITEESL,
M LOWBES (concept) ZEAMT, TA XY T2 T4 YHPETTVLHEHD )
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H3D% T 5o
a dog +a mouth = “to bark”
a mouth +a bird = “to sing”
a knife + a heart = “sorrow,” and so on.
IAEYTaTA I, [T Er sy —Vali] E59, IR TLEKIED
5755 WHEIIZIZ=2— b I VAREHRIY 3 v M2 SMAGDbEL Z LIS
LoT, BMEIZANREZFOL I L ENETHS LT (Bisenstein 28—
30)0
2 IAXY Y274 Y DEZTIE, BYF—V 23T L7z 3y ML
FTHZELILLoTHELIMETHASA— 3 v MIIERFTH - TI v,
FNnh [HIN] FEIETH S (Eisenstein 49) 5
(3) TAEY V2T A VIEFEV I =TV 20500 Me%IF b, ODREDEY
% — ¥ a2 (Metric Montage), @V A LA ® E ¥ ¥ — ¥ 2 (Rhythmic
Montage), @ b —YDEY ¥ = 2 (Tonal Montage), Z FUIFFERAY 7235
RBHIZLDEY Y=V 2ThHb, DF—T7—F—VDEVI =TV
(Overtonal Montage), F—YDEY ¥ =T 2% 2 51TH#ED2H D, GFHIN
E Y ¥ —7 2 (Intellectual Montage) D52 TH 5o
INLDEY Y =T 23O 5GIZMA 5 T, KFEIZ W7o TWwL,
O 5@ HEMTHWONE Z E b HNT, *E@Z“C‘ﬁﬁb‘ LbhbZeidbdb,
[kl R 7 3 2% 2] (The Battleship Potemkin, 1925) &Pl o C, T4 XY T2
TAVE@QVALDEY =T 2 R RD L HITH AL,

[RFarxy] o [FTFTvHolE] V=722, 0572 )eTw
BITHLBEEET Y TL B ELAHLORNPY ZIANVIIRT LOEEL T,
COEHH LW EEDER (nerical demands) 1SS ) D7 v F A ¥
7 (WG ELELZEZICA Y b E] O¥—MEREF#TAHI LR, ZOF
SAHRHICA TE= TR T o (HMY) BBEICTF > 3> kD5
DI, BEEZTHYZREO) ZLZHDOY XLIBT I LICL—Hi- %M
O T REE——I2 X > TH 2 RITOEGEEDE U5 ——F L H DR &
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BIFHE LT 072, AR, ELEEZMEMICHES S50l LT
MBS %0 MERERTHRED 217425, BN ELITHIIEDLIDTH S,
[RFarxv] 2k @b—rvoEVy—VadbfibhTnid, [ZOEY
y—Yald, BB (the picce) WA OB 2 E—EBEAFITES
TWhe WHEKDTIZ HDO M= 7223 Th,ED =2 bbb
W h—>] dd 2, [KFarxr] 2B05 [Boy—2rT V2],
Tabb T2 vFasoike: B CRKBOT A AT 3 5 T
ZOWTIZA YT aTAvid, ROLIH IS,
2HEHOFELZEV Y=V ald, RoLBHMTEZHEITL o TEHISN
TWbB—KkOBE, §iz T LME 71 DEP IR, Wl VB ED
KA, BLKMICKED 2HEX, BEICEZIE, 29I bk b=
DEYT =V 2l AD, (Eisenstein 74-76)

EAERFa 2% 2] 2L T, A XYY 274 YHEPS, bhvbiud
EVY—TVallimk Iz, 1205 ERSODE Y ¥ — Y 2k, FFEEITHBT,
WEChH o720 TTT, HAFVICEEER LIz,

VA NVEHHT L0, AV, IA)T LA A=A T4 YT
LA TBAR] (The Autobiography of William Carlos Williams, 1951) %51 & £\ 12
3o 74U T AR, ANV o253 TR I [HHEw] 218
H L 72A% (Williams 329-32), [ #4850 ] ORHEDSA VY Y12 5 2 & % [HIR]
DR THSPIZL TV D F VY Y F TR 2[5 L [ 2] (“turning
together”) O—HFI] D2F D, FA ¥ NEZLFH. &l (conversation) b F 72,
RRETHET 2 L (to turn, in turn with each other) ZERT 5%, A7V D %
W (tad) 1F, “verse” (5F) Tl <, “ale” (B #HWKIT 5, 20, ¥
L7 VIE, §E (speech), #5 2L (totell), Wik (astory) %R D72
(“Interview in Gloucester” 2: 95) o

WOMATTH IV Y Y 1iF, A7 = —F VRETIEY & 7 VA 456 | (conversation)
RERTLHEE ) TLTANY VOEEHOHEZFLRT—F - F— )N —
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7%, [ X %% & 55 72 1 (literature is conversation) & 5 9 (“Interview in
Gloucester” 2: 103)o L2*L, TNV VIE [ 7] LwHiEz CHOGE
DURIONZF b0 LTEL2 L) ET 5,

AT =T VIlETH LI NV EVIFEEHCTIELL L kv, AT VL, BO
HICEEFED L) A v F=a—0 v /5E0, MIHERICBI25ECH 2
L5, RATARAYF FADPH VBT WX ¥ % ik & [ OB o
. L, MEIRSEMANT, FRICT YR T L AOGFRRE RS
L7 SO EAAFIC L THRET L UMD DD TH L. T OLEMER
WS 2LERDH Y, 4, WHINRTEY, W<, D ERBREh T,
RICHD & )12 ZTOFER, DUOIIHIEICRE Y, HUHOLZEHNTE

%o (“Interview in Gloucester” 2: 86)

A Y F=3—ay/ GEOMMERZ RS NOH 5 [F25 V] &, HEL
7eBUCSCABIEL, &9 —BEHEMIIRT LI Tnd, vy v
W (=27 = X551 (The Maximus Poems) 4= % 38 U TAT 72 o T2 G~ 2 o
THDRAAE, T2o/2—D2DFHIATEbE L) ELTWED, LHEZ M~
R NEFOF 25 VL, ARB34HIE, KOLHICHEIPNL TV, [T ¥
YTaTA YT ho T2 i, [hAKIEA a2 XA V] IZDWTAR
BIOTLEFUT, Y29 NVEDTHb, Y45 IVIEEEE (conversation) T
R\, comertere 3 72 b B, IRIZHEET ST & (“to turn together”) ZRD7E] &
(“Interview in Gloucester” 2: 94-95)

[T 5] Z&THY, TEDTHETLI L] THY, 72, [XWZ2M
WEBRCR S 28] ANV Y DER DT LI NVDEREDTH D, TAEY
VaTA vh T ko2 kX, ZOXRTIE, (thepieces) % [ERET
rloll BB T CHETZI L] (CoMEELADSAEEL L)
Tholehs, wtro [XHEMERICESTZ L] 3 f ¥y v a7 14 DM
3ozt Bbhd,
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M. ZXYBEMRCHTS [1956 FED LR

LI, [19564E D220 ] (the break-out of 1956) % #% 2 THA 72\ (“Interview
in Gloucester” 2: 102) o ZiUUZI, 75 ¥ ZAOEMEE T — - 7 — L — X (Pierre
Boulez, 1925-2016) D% % ZHIT7-DHIZ, T AV ADOWMRL LB o728 2
HIZDVTCELANY Y OLEBRTRETH %,

19524E 27— L= AR E T ANAD o Twicp—2NIE, B3R 25T
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Synopsis

Poetics of Chatles Olson:
Charles Olson, Gloucester, MA, August, 1968

Yorio Hirano

This paper examines some of the major themes in the poetics of the
American Postmodernist poet and essayist Charles Olson (1910-1970) as
revealed in the collection of Olson’s lectures and interviews from 1962 to
1969 entitled Muthologos.

Readers of Muthologos find four recurring themes there. They are (1)
Olson’s admiration of the French phenomenological philosopher Maurice
Merleau-Ponty, (2) his interest in Soviet filmmaker Sergei Eisenstein’s
concept of “montage,” (3) his notion of “the break-out of 1956 in art, and
(4) his idea of “the ideal city.”

The first three of these themes are discussed in an entry entitled
“Interview in Gloucester, August 1968, based on an interview conducted
with Olson by a Swedish woman who was impressed with Cal/ Me Ishmael
(1947), Olson’s renowned analysis of Melville’s Moby-Dick. More detailed
discussion of Olson’s great interest in Merleau-Ponty can be found in

>

another entry in Muthologos, “Under the Mushroom,” a round table talk.
Olson’s idea of “the ideal city,” the fourth recurring theme, is elaborated on
in “On Black Mountain,” an informal talk conducted by Olson in 1968.

“Interview in Gloucester,” “Under the Mushroom,” and “On Black
Mountain” reveal the following related to the four themes in question:

(1) Olson admired Merleau-Ponty because the latter constructed his
philosophy consistently relying on his own perception. Olson’s “objectism”
[szc], proclaimed boldly in his essay “Projective Verse,” was to some degree
supported by Merleau-Ponty’s conception of the “object,” although
Merleau-Ponty did not make as much of the “object” as Olson did,
considering “attention” and “motive” to be more important than the

“object.”
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(2) According to Eisenstein, “montage” connects more than two images
and gives birth to the concept of a higher dimension. Olson refrained from
talking about “montage,” because he thought that “montage” should be
explained by Eisenstein himself. Olson talked rather about a concept related
to “montage,” which he called “samtal,” a Swedish word meaning
“conversation” (although Olson did not limit the meaning of “samtal’ to
“conversation”). Olson claimed that “samta/’ reminds us of the first stages
of Indo-European language, and that “samta/’ has the power to smash our
rigidly-structured civilization to pieces and impart to us the knowledge and
awareness necessary to make a new statt.

(3) Olson talked enthusiastically about “the break-out of 1956 in art.
However, it is very difficult to determine what exactly happened in 1956 in
the art world that would constitute a “break-out.” According to Olson, in
1856, G. F B. Riemann gave an epoch-making lecture on geometry, Melville
left for Jerusalem after writing The Confidence-Man, and Whitman published
Leaves of Grass. Since 1956 was the year which came exactly 100 years after
that eventful year of 1856, Olson may have thought that something great
necessarily had happened in 1956, but he does not identify it, and
examination of the historical record does not reveal anything as significant
as a “break-out” in art in 1956.

(4) When Olson was the rector of Black Mountain College in North
Carolina from 1951-56, the financial situation of the school was critical.
Half of the faculty members quit, and student enrollment was down. Most
of the remaining faculty members were ready, albeit reluctantly, to close
down the college in 1953. Olson said, “Let’s remember A4/ Men Are
Brothers. We don’t fit into this capitalistic world, but so what?” In Olson’s
conception, Black Mountain College was “an ideal city” where non-capitalist
ideas were welcome, and students and teachers could try hard to do
something good. Olson, as the last rector, transformed the College from an
art-centered institution into a literature-centered one, and invited poets and

published the Black Mountain Review. The college thrived under Olson’s
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leadership as an “ideal city” in its final years.

Focusing on the content of the entries in Muthologos, this paper examines
the above four themes at length in order to achieve a fuller understanding of
Olson’s poetics and world view. Its principal conclusion is that there is an
clement common to all four of the themes in Olson’s poetics, namely his
firm belief that we should and can find a way to progress to a more
advanced level of existence, one that transcends our current one constrained
by capitalist principles, a state akin to the “ideal city” of the ancient

philosophers.





