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Abstract

During his stay in Europe in 1924, William Carlos Williams composed an unfinished manuscript
titled “Rome.” In this work, he bridges the gap between the spontaneity of improvisational prose
and the clarity of his objective verse. To illuminate both the work itself and the role of Williams’s
improvisations in the development of his materialist poetics, this essay examines “Rome” alongside 4
Voyage to Pagany, a closely related novel, from the perspective of self-transformation.

In “Rome,” Williams links the purification of words through improvisation with the dissipation
of the habitual self into transparent clarity. A notable section in “Rome” illustrates the author’s
deconstruction of self, which can also be interpreted as a precursor to his objective poetry. Drawing a
parallel between the essential elements of self and disassembled, polished components of a machine,
this passage reveals how Williams nurtured the concept of a poem, resembling a machine, as an
autonomous work of art rooted in the dissipation of the author’s self to subordinate it to the “will” of
language.

A Voyage to Pagany reinforces this perspective by depicting a scene in which an artist
imaginatively morphs into “a steam engine with eyes” and prepares to appreciate the pluralistic
beauty of the world, a central ideal in Williams’s poetry.

The essay then analyzes a passage from Williams’s collaborative improvisation, “Man Orchid,”
to highlight the limitations of the author’s pluralist poetics within the context of self-transformation.
Although the poet’s transformation of self as a pure medium of language allows him to embrace
the beauty of a pluralistic universe, this approach inadvertently manifests as a form of whiteness, as
it objectifies the complex realities experienced by people of other races and reduces them to mere

subjects for artistic appreciation.
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T4 UT hedr—a A7 4 U7 AR (William Carlos Williams, 1883-1963) (& & % &iff [ 7 —
~] (“Rome”) 1 1924 D 1 AnB 7 AT CoI—a v R \EFICHES N, ¥ A
kv EERIZFE S 4172 “The thing is not finished but goes on” & W) AED EX2VURT L H T, £
XY 4 VT AXOEXERO R THID T2 D THY . 1T LD L RENRT
BHoZEEFEMMTONTOEIELRTHDLEEZ D75, | HREIE Steven Ross Loevy (2 K
% Hi 6D C AR RS2 7o AR % #% C 1978 4E @ lowa Review THIABI S, Z D, 2006 4D
William Carlos Williams Review |ZF-48# S 17z, [R5 D FF3C T Bryce Conrad 23 7h<% X 9 (2,
(B—<] T 1920FERE2FHLETDIY 4 U T AXOAEELEEZFFET 5 ETHOR 7
HEEZRTTHAIT I ANTHIICH D LT, HEENITIXIT E A EBREITT VR
WEZITTE T (1-2), ZAUTFEHEN DS 20 R < 2R 72BRER TH R E L Eb o TiIW
AN AN



WS DOMDED IRNFATHIZEIC B 2 AT TATH, Znbidin v—~) & [HEko =
L—1I (Kora in Hell: Improvisations, 1920) \ZAEE DT 4 U 7 LA XORIEA~D B L 10
GO BHRSHEOEESRCESR - WM ~oB I Zm U DLW SEORANE—
—ODIEEAF PITAIEDSIT 5 Z I L TR fERZDO LD HFAD AR - FF 7120
WCOHFT- 72 R A2 5 E 3 H O TR, 7o & 2% Bremen |X “Read alongside Spring and

All (1923), [“Rome”] continues to refine Williams’s ideas about language and writing into a kind of

Jouissance, released through the pleasure inherent in the dramatic form of the text” &k~ 72—~
BT AMEAZES ZLOBNEEEIICL>THMLE S &35 (114), Schmidt b F7-,
fEdt % “self-induced hysteria” & 772 L, 7 U A7 7 (Julia Kristeva) D7 7Y =27 M7
24 b (Sigmund Freud) OPREFEHI & W 7mBEEITEKILL T, 7o U7 AXRENELZ @ T
THIF U A NBIR SRR ENE, 2otk & DR a2 7 P ERBTNDH E NI R
Sl (73-4), FERV 2N VT U ALEMDET DI —0 v [Jifiie b O
DY = X —BEBEHT, TN D OIS —EOBF 2RO LITRENZ R,
L2, (BZOLLSHEZD S DDORMERTATFAET 2) 29 Lt SR
e RI71E, Te—=] &WwH T 7 X Fm< EiET 2 THTS ) (clarity) OEFEARHIZ
BHL L, ZORR, ZZIZBWTRERMISNATWD T 4 U7 A XM E ORI OF 27
LTELoIiclbing,

FEDNS, SEATAFZEDMER L TE 2L 512, Thr—<] LW 9H T 7 X NIV b HIEAYIC
FONTERLESVIEARLETIT . FEEOBRERL & V) o 72 30K EOIRELICH H T
W5, TEDMIL T, “write clearly—and the lovers of confusion and the fearful will scurry, that is
no concern of the artist” &2 KT, Va4 VT AXEHITEES LT L O AL &8
ELT, LLAMAWNCES 2L ZE2REINHOMEMTHL EWHE LTS 37, 77 A b
DA & AT TlX, “The modernist is he who sees through the modern—to an essential . . . there is
no confusion, no necessity to go back, or to look ahead” X, “the success is the joy of self possession
and a perfect present use of material—through the seemingly apparent brokenness of the life about
him” & WS FEREOILTEY (EX = A FEMZEITLE L7 H O (self possession) 12 & -
THALNRNE, WEORME LicFm (“the seemingly brokenness of the life”) D%
HOREERBTFETHLINEE L) FRB A TEND, Zhbid, V4 V7 AXITHE
TIZ L DHIEzEEN D 2 & THEL L2 DECEA, H 25 WIFE) & Bin 5 720 2Btz LT
WD, LWV TZERE L X G ICHEN WS DA S,

R W AIICE SR OGN D Z ) LicE e it rtEd 5 2 L THLNZR L0, Tn—
7] IZBWTT 4 VT LAZXNAIET O, HAMZRGERORITT~ERET L L. Thil k-
THHDOITHOREZ BRI L L5 Lo BEGRI DA ERmAVERE & LT TigR)
(“solution”) TdH 5D, &5 Z &72, “[The solution] is putting knowledge on a new basis, action
on a new basis—of clarity” &18~2% X 512 (42), Wk LATENC IS T DIRELA T L TRl =
NEEHILET A VT ARZHEOBIE (RR) & LTRED TV, EATTHEL “The



solution then is, take the thing that is and see it through. What is, exactly that which exists and the
only solution is for genius to see it in all its implications. The trouble is as troubled water, in the lack
of clarity in the application” (42) LR ~_XTWA XK 512, 555K (troubled water) DIREL
IR E MBS ND MR L3O E TS U VT AXR—H L TER LT A c&El
BIRFHC L > TRESND ., FWEH Y OF LIRS D MR F THFEVE E SNTFFADENE
DEIRBDTHDHEETED, IZH, ZOXIRHAMSI~EELTDICT 4 VT LN
fo—~] EWH B ZENQIER Lol T 572 01E, Bz LTE ORI E L3k
B, ED XS IZHMOFFFENLHER S NG DL DIZS 0 0 Kiwld Tr—~] BIUZO
B & BR ORI TRBOE~DNK] (4 Voyage to Pagany, 1928) Z iz, 74 U T
LAONE A (EROMIFED AR LTE ) 1Y - S0 DHL &1 ~OBFL & BHITH,
UOoWe, FFADHEZD b DDERL WO BLRNOIRAETZ LT, Va VT AXDFFE
(ZRIT DA LT e D X BRI DB RO 2B LN LW E RS,
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[m—-=<] TiL “clean” X° “clear” & %\ X “crystallization” &\ o 7= & « 3B < (2B
DOMENRELBPSNL0, TH6E Y 0 U7 HAZX0 LIXLIEZOFFF O Z 55
BRICHWTE LGB THLH D, T2 2E [FRE$~T] (Spring and All, 1923) Ti&, “Poetry
has to do with the crystallization of the imagination—the perfection of new forms as additions to
nature” &, BB EWRFERSERHET DL THLOVFFOBEANAE LS EBb0
TW2% (Collected Poems I226), & 2 M, FAESICIN D HAVTZF 7 IX DFFTIEL “clean”
EWV O REN RS 5 M, @ THEA L “Pah! // It is unclean / which is not straight to the
mark—" LIRA~ND L HIC, BENLSED BIRS ) 268E LA YA MARERS(CI
BLTWEZY 4 UT ARIZE T, WMIREELITHER (clean) 720 O TRITIITAR 572
molz (200), ZOHE. BEORNRS LIIMED L BESLBEOERNLO G &
LTEMSND ZENZ, B2, 195043 3 AffiFor A=k« 7 J—1U— (Robert
Creeley) ~ @ F=#k T I%, “bad art is then that which does not serve in the continual service of
cleansing the language upon all fixations upon dead, stinking dead, usages of the past. Sanitation and
hygiene or sanitation that we may have hygienic writing” & I8 _XC WV SN/ SEOREB I &
O LR ET S [BRE 22250 (badart) ZFEMAE LT\ % (qtd. in Copestake 10), i
CE R U U T DZDRD 5 M2 25 L 1E, W EOBEHCMIEBLOBED b A HRIZ /2 -
TR EHEIC I > TEPNDLREE, LW T LIThDES D,

Schmidt 7% “Ultimately, the goal of all Williams’s Improvisations such as Kora in Hell and
‘Rome’ is . . . linguistic renewal by returning to what he takes to be the origins of language and
culture marked by rhythmic linguistic babble and metaphors that are as mixed and free-associative as
Williams could make them” &3if~_% & 912 (74). ¥ 4 U7 LK & - TRIELAS 555 O Rl
DIHODFETH -7 &\ ) OIEFHIFEHR DM T kAR L > Tnd, fIZE £0



AR L TR EE 2/ 72, EAOBCUZ > TR SIS [ERRT AU /)
] (The Great American Novel, 1923) “ClX, “That which had been impossible for him at first had
become possible. Everything had been removed that other men had tied to the words to secure them
to themselves. Clean, clean he had taken each word and made it new for himself” &, FFAD5 &
LB DR FRERICHHARHEN R E FEL FICT 2BRENEEIND  (Imaginations
mﬂo?4J?Ax®w@%%0j15®m\%<:t~@%%&§@%ﬁ%?@é&%5
X0, FESOBOEFTCT “We have no words. Every word we get must be broken off from the
European” & EZXDFTOHEND LI, TAUVIATHDIHSOHANWADEE TI —u v 30D
DY P2+ X3 75T D (“[words] mean little that is clean”) & W 9 BIEE R CTH 5 (175),

TiX, BTV L TEEL (k) TEXHDEAI D, £ L&k bEEITRL
TWLONR, == LWHITIZARTHD, VA4 UTLATL Te—~] IZBWT, #x
DEMLDFED ZDOHEREE, Y XY WRFYIOEDRF Y X NEOBNZHEOLNED D
Nlebo L LT, A (unclean) 20 & LTHkD TV, T7hbb, FFOFEOI—1 v
ANHUCKEN D DFFIE, T 2 TIEF Y v BIREDF U X NWIRH b Ot L ERG D
INTWD, ENIHICHEEN L2, 29 LIESHEOMBS B LORIF Y X N7 3k
SO, EEPIEHIKATF LR OEF RS HEXZ B S O H COfomiE & AT
RICHLHDLE LTRADNATWVWD, WRIZ, TZ7AROHIEETY 4 VT LXT [72EE
KD EWVH AL TEMWNIZIRO LS ITEZTWD,

Why do I write—the whole damned lying mess—to show it up because I hate it—The
bastardly cocksucking pagan and christian myths about Rome . . . . Because it is pushed in
my face, its [sic] the vomit of the people around me—it doesn’t exist save as they are it and |

am it—and I want to put it down to get rid of it. (“Rome” 44)

MRAE 72 < SENBRON DA Th 2 72 O IEMICHAMD Z L IFE LW, 22 To [Z4)
(i) &, Tm—~] LWHTIZALEZEL T4 YT AXRKEEZFIL TV D %@7Tfﬂr
B BABREE, ENDICRMET 2 BECEE—0DREE R T LB bbb, BERIGELN
% £ 912, “The monuments of Rome are the monuments of enslavement” T ¥, v —~ DX
I—8 v NEWVWIEFRICKEL S NTFAB T OENNTZT AU PR O BRI &
o THEY ., TN ZITIEFIL “It's New York again” EME< (44), 7 1 U 7 ARIRS7R
Bz EWD L oI1c, E 2 L2l U THMICHE b N TR RE~LBOET 5 2 & TRF
NEFDOELIE LTS (“All this Roman mortar would yield up a poem” [15]) 73, Z il

Flo, WEOGEHREBEBEICL > THELTWIAGEZr—~vOFE LR L, ABlzZE LT
K%@aa%%wﬁzbf@<:k?%%éo£%\W—VJ%LDTW4U7AXi%
U A N AMEBL A U L CRE L7 r —~v B xall, BHODOEMEE LToORMEZ
DIFEI EZEREDETWDEDOEN, ERIOFEAT “Nero killed children and could not kill



himself—it is impossible longer to break the habit of self” &IE~XHILTWNAD L DT, HIZE - T
RET NEFRITIRICED B ETHCEZRE T HHEETHY . ABUIZDZ L OREES & m

BT ENBIEESTND (15),

IHOLTHCHHDOME~EMERI VA YT LARXE, ZnZ A OBMICBWT TEN
TW5 A & ErncBs) Lol LTEML WD, Bl2iX, HAEFTT “There
is escape only by moments in walklng out from a self and in saying it was” & BiE =415 & 912 (16)
U4 U7 LARFEROTND L O ICEEZBONALABICHBNT, HEED2FbNTHLDOEE
% “was” LWIOTETHMEILTEZEICEoTOR, TWEZ OB 2B 5EL Eike
LCORFOHEBZWHANCERL LS & T 5, Schmidt (ZFHEAES 23V TE 7 TR
e LTORMME) THRIEE LTOLMEM) v ZHEXSLOFE R W LR Z D ¢ U T A
AW HEATWND LW RHEDO T, Te—=] 23T “his improvisations involve a theory of
how to write the body, not just the mind, of masculine genius” & i< 2% (“Chora” 81), L2>L
e, Tm—~] HEAT “There is no writing but a moment that is and dies and is again wearing
the body to nothing” &FES L (“Rome” 15), F7o&IKEETY U7 A X3 “there are men
who wish to see and to live as clear, not clearly but clear” &9 SHE TRHEDO 72 5% @ff
(BT HHMT (clear) 72HA L LERINRZHOHPICALEZSSSEL L5 (67), H
BLIZBWTHIESIL TV D OIFERRAY 2R IE L TERERE#I< 2L Th D v 5 £
N, EXZEAZBBUTEEICHONTZACZMBL TOS ZLELEEZX LA, rn—
] WZBWT, ZOXIRBEHRRACHHERNLRA A—VIZL > THEDLND Z L ITHENI
LN, TRITFEE s Lo X0 b, B - ZBZR (clear) DL LT, @&
PRI AR AR S LTRSS TV, il iXZ Ui, “T am Venus, Hercules”
(47) LW o 7o lrE <0, “sex is without any significance aside from motion: men women exactly
alike save, separation of points” & WS 7ZHENRLT H X 912, MEEZ A HICBENT 5tk
BAMRLLOTHY . “It must be clear and it must be a whole: like this book which is clearly and
wholly motion: . . . in which there is so perfect pleasure: perfect sex” - <H i n ki, Tm—
<] EVO R THANBORO DX ZRITLHDOTEHD (59), V4 U T LAARRE

“It reveals myself to me and perhaps that is why I have kept it to myself” &FE- 72 [Hifffo = 1—]
\ZhEE Y (I Wanted to Write a Poem 26), '§8i°C “I shall make myself into a word” & B &7
5 [MEK2D T AV J1/0it] (Imaginations 160), % LT “But let me loose, as an exhibition to
myself, it would pay, now that I am ready for it” Lik~<2% [m—~<] [ZEDHET (52), HiL—
HLTHE~OHLZABICEWNTRALTE, LT ITe—<] &, v VT LAXICE
7% “clarity” <> “clean” & W o ZFFFOMEN, A2 EFAOEEEDOMBEIZ E TS
LEDOTHDLHZ LERLTND,

23, BERZD L D RACMBORATHLL LT, ZOFERICBNTY 1 U7 A
RNLZENIZRID L TWDHDIEA I 9y, XHDO B L EHT T, 1T “1 see myself—and 1 have
gone about it carefully—with paper and pencil—and taken my time to it—" & G50 (45), H#%



ZXIT &V D FGMMENTZRO K 9 72l 2 FHSIAATWSD—— “lam  in detail ~ break
it apart, the polished rods on the floor bright under the grease the machine is dispersed and still
I am each part whole full rust and be lost the secret has died with me and still Tam they
fumbling” (46) , HILCMRM &S KV IXTRIR) LS RE NS L0, Z 22, 7 «
U7 LZXPEENREDE LTOACE AT ANTIZL TS BBREHARD Z &N TE D,
TFL) &0 BRI O S O KXo leafs i, ZLLEINTWD, ARMEZHET D
B LW BB IT DIV T D (“the secret has died with me”), 7223, £ X 5 723 AR 72,
NINZIZoRENT TR 13, BEOBCE#EZ R ThhRB—oDkL LTHIEL T
W% (“Tam each part whole”), LW\ 572X 912, S HICHBIBRNDOIL, ZOXLENFHFO LD
(CHEE L STV D Z L7, BRMICHIA SNTZRRIRD D AR— R EFHT BT 2 8T 0%
FHERLLTEBY, I, ZOXENPDL “Tam” LT “‘me” ZHFRT25 &, ZiLiduvn
CHb T4 VT AR LWAESY & W7o BB 5o & 725, P 2ol et va Y
T AAPFR LI B . (Y see myself”) MFFOBIMrE ~L I nGs 2 &, R A
W U7 H ORI DO FBR R OIEADH HFD RHL] L72>TnDH Z L ARRT 5,
52, FEANMIIZ: TR &5 Zo—Fo 3 OoFEE, B (The Wedge, 1944)
J¥ 3CIZ B 17 % “There’s nothing sentimental about a machine, and: A poem is a small (or large)
machine made of words” &9 K< b iic—Hiz A S5 (Collected Works 11 54), Z D
IOV TER DD, ETE THEETRTY BT L7 4 V7 AXDFEOERITE THl
Dizvy, FRERIBAY RO E A AICEE SN2 ZOEM T, U U7 AXTFFEHOCE D
Pl zdm e b Gz aiic b L 2 OFHAEOF LI AR (“form”) TIERL< £ D
E ¥ (“intention,” “purpose”) @ 2 MW (“origin,” “source”) ThH D EWiET 5, HilzIE,
~ U7+ L—7 (Marianne Moore) (% “of all American writers most constantly a poet” T %,
7072 5, “the purpose of her work is invariably from the source from which poetry starts—that it
is constantly from the purpose of poetry” T& 272572 (Collected Works I226,229-30), Z DiFF
O (HAL & TR 7e) BEAMEE b END T 4 U T AXDFFFEITOWT, Lisa Siraganian
3 TR ] (“intrinsic frame”) & WO BLANHPVAREZ 52 TV D, K&, 56
W) FERZ I DR Z B X FINT T = v > (Marcel Duchamp) O LT o4 « A A ROEFER
L7e kT, Uy U7 DRSS, BITHEERI 2 iR 21525 05 LR 5 & 2 i =it o 2
SEEELTHLOTERLS, ©LAEMNMIa T 7 2 e LTOMRELI S RA L L
ThRBEMPMESLE LTHMEL O 2 TR (“intrinsic frame”) & W 5 BE&RIZE > T
Dy L% (91-101), T7abb, FHIENE L TR LD 20 DEEN L AASLHE
(ZHEAFT 2 0TI lHx OFRZNAROFHELFEZ A LOA VRIZL > THHATE
DRI AR LD THLINEE, LU 4 U T LRIEZTDOTHD, TOEWKT, ]
FFXXTO 4 VT LANFHIBM T D LR D & &, 2T —FOBIEOKIRF L L TORK
#7286 D (sentimental) ZHE L7z, ZNEKDOFIIZ L > TART 26D L LTH, A
MR 72 M (intention X purpose ZFF O H D) ZEWR L TWDHOTELEET 5 Z & & AlHE



7259,

ZHOLEBENoT oL, BBl To—~ ] OBREEML, EESEROREICE LY 1 Y
TLZXEWIFFANS, ZAAKICRLZFOWR E L COFRELNIND, £SI2F
B A2 FL8k L TV D LW ) RUICRWEE S, AIAZE U TH Ak L, %%&Ea
Lo AEENn - LTh, SEZEERN TEE] (wil) I2Xk->THEMBIL L, &
EABMTOREE U4 VT AREFEZTWEDOTIERNIEAS I 2y BlZE, Te—~] ©
BIOEFTTIE “it is motion, pleasure. clarity, imagination / so the words of poems. A light through:
whose form is by itself” &, FERZNAKRTART HEWLOER & L TERSNL TN D,
[l U~_—TILE H1Z, “the irregular spacing and capitalization of letters, size position on a page
as can be seen from the American Cummings to Hungarian Kassak, lines.[sic] rhymes” & )72
=X LR O TIIZOWTE K L, “But the result of too much modeling is not radiance but
plaster but plaster / the thing lost is clarity or motion itself—better is a complete confusion as in an
improvisation” &iR-_T, %9 L72BLRITTe L AFFO WM & 4 B8 9 5 BB 2LAf |2
ROBHLTHLEFHLTWD (62), SIHOREZETY 4+ U7 AXFHEICKIT HIRELOIZ
IMELE, EVWIHFWVHZLTWLHR, T, Te—~) HFEHETIIE I LOANZ
“to have myself for a work of the will—clean” & EF L TW\% (“Rome” 15), FHT FUIFIREL
WZTET L2 Thol& LTH, HlRFE2EFLZOIZIE, Bz SHEDORE
BUCHER S E 22O OHBLICI Y i Z L 3K ETH D &, FFANTRBL TV 2D TH D,

II

ZET, Vg VT AR E DA, FFAOACOAEIE [SEOER] ~OERD
TR LTwmLETERL, ZIZTHEINDAC EIFEERCERICHELNTZAME LTD
EZOHOTH > T, SFATFOFEOIEAM 2 EERMEICHB A DAELE R RITR b2
Ve UA VT BARADFFENRED LI RbDTHoTZ LiE, Tr—~] $EFDOIT—m v 3
TORBRIZIEDS N TREDE~DR] BN THHERTE 5, Tv—~) [k, LW
WAL LN TEL /ML, FERBENBERTZEIICT 4 VT AXDfEZIFIEE
LR ZE 5 TWDIENY D (Autobiography 186), EANAT T 7 A (Dr. “Dev’ Evans) @
ENBL L 020 ORE, fFEOBEXERML TWD LS ICBbnd, * =y v RIMERE
D, PR EENTHD DN IR ENR, 47 < Ed, “He wanted to write—that
was all, and not to have written, but to be writing . . . [to] be feeling it in his mind and his fingers as it
flowed out” LFELND LI IC, =T 7 U AOEMIZAIEA 2 O TH D (Voyage 15), £7-,
n—~ OBPNIEBDNEHRNAREOBHER, T LTENE T 4 —FADA A—VICREESE
728, TRADE~ORK] 13 Thr—~| LEORTHREREF>, £ Tn—~] BH
DAHEIZIEL “Dev. came in & started to write” &) AED EENEINTEY (“Rome” 15),
ZOERENHDOENAT T 7 o AL 2B TH D L R 513802, W7 7 A MIE

EIRBRICH D,



Zo/miENBERE, BBLUZ XA COEREEWFE L LD L LTHZ ENTEX LTS
A5, THFEkoa L —] THIF Y A MR O L LTOFFHI 2 —X (2b—) ZHET
HDANT 2 UA=0 4 VT LAAORERKETH LI, =07 XX RBW R ELDOIRD 9 —
2yN ZOHLHIE LTOr—<~OEKE | HE, ZLTT AU I~OFE &V —FE
O THIRD Y | 2T, BIZT AV BURZIREE LTEENEDD, ' 7T —v & LTD
FHEROERIT, d—a v ~tmhombor—rTlicPEIN TS,

It was, in effect, to him each day as it happened to the ship one night, a ten foot section of the
handrail forward had been torn off and was gone, only the twisted iron stanchions remained;
with him the same, each day something of this immediate past the sea struck at and carried

away—to his everlasting relief. (Voyage 4)

ZIZTOZYy R, EMELTOR LR AFICAEE SHHEC (“impressionable fellow in
very ordinary clothes” [5]) Z#TED |, ZMFEEL L TAENEDDL Z LITHIFZEO £ T
W5, M ETEENZBCHD LT ORDI T ERIT, 7XTo TRE) 28 TEo7

BRI DR E L COMMAIE K (“iron stanchions”) ~OHRK EFEDRDNTEY . ZIi3s
MAZVT, b= ~EETDHIEETH LS 2o T,

B EOFH, A XV T AN FNEOF T 7 XX, “Just to go, that’s all—to turn
into a steam engine with eyes. While, deeper down—TItaly is there, where once men lived, not like
me” EMETD (86), TU 7L RICE ST, HEOHC LIIRET D Z L EEiETRHE
MELTOHETH Y, £ IITIIHRICBET D TIR) 208 H 5, € LTHEES, R/
SR ZRkD D =T 7 o RE, —HEOBEHREDO P IR F R~ ERT D,

He forgot the train; he himself slid forward—he alone, trainless—he, the train itself—alone.
The sea, a fusion of metals, the xanthrochromic sea. —Now, never dropping back to feeling,
he was all eyes. The world existed in his eyes, recognized itself ecstatically there. This then
was real: all he saw—but not in man. Therefore never could he look long into the eyes of
anyone: that, neither they nor he could stand. Elsewhere, everywhere he saw reality, split,
creviced, multiplied. The brilliant hardness of the world, clear, full of color and outline,

depth, shadow, reaffirming light, filled him with security and contentment. (88)

IO T =y Nyt —UF =< [ZBT2HCERNLFHOAE~EEDT
RERAEGBHCKE L TV D, @D Z L SR A LRk, =T 7 v
RIIARWrCE Z e ld 2508 L — Kb L. 0 B T HAIZ D> TR E ERBEICIE R 3

o TOE (FIEH) LxfE I ML TRBEAO] (“xanthochromic”) & W 9 i E §liK DR
i‘%%m?‘@%ﬁﬁﬁ CEoTIBAEESND LFEMC, TR L7-4J8] (“afusion of metals”) T



bIRZAONDZ LITE T, =T 7 U XDHEBR L TV 2 BRI 72 Z AL 0SBk Y 70 B Rk % Y
PDHEDTHLHZEEGHLTND, ZOXI R T 7 o ARk 5 L 1X, “apoet of
reality” L LCOY 4 VT ARXOFHFHFIZHE LW . HLPAFENE DT LF—IC Lo
CGEITEINDZ 7, ZREGELZEFFICHFET D, £ty (pluralistic) 78T E LT
DR TH D, * < LT, ZOERICBNTYH, FFADHERIIM O FOFEEE L2
HHEDTHDHZ ENATHERNS,

VA VT DADT AV ABBIOT AV ANT AT T 47 4 B3, RRRObZ T+
# (Cultural Pluralism) OF X 7 £ O CTHET L H DO ThHoloZ Lz k< mbiTn
5e P ZO/MFIZEBWT, FlZiE, “The Venus” LESNETIEIZ Y 7 XL FA YA
@ J g (Friaulein vonJ.) L DRIT 7 AU & Lidarh) (“What is it like, America”) &9 [
ENZOINDOENR, ANFMETHDL T 7 o AR EERORE Uik 8 U T2 Db
MifEZZ T END LD, D TTAVIANTAT T 4T 4] ORITHD Z EHRRRS
NTW5 (266), " ERTT Y 7 o A2 W L, eEROEFEIZ OV TRRL T
DOTEN (28), DT AV HEER~OBELIE, (FEY 4 VT AR Z O/ OFE L 7o
73— o EERIC TRFET AU B AD Un the American Grain, 1925) % L TV /=
FEEKMLTWD, 7 AU ORERZMA OFEHRWES Z O/EMRICIBVL T, Beck
BERDEDIT, VA4 VT LRFI—HITERTEDLODELE LTOT AV BANTAT T 4
7T 4 =B ET S (“Williams refuses to allow the voices in [the book] to cohere into an identity, into
a national language, reducible to a given number of recognizable characteristics” [101, empha51s is
original]), /N D HEcHLAY “So this is the beginning.” &9 —LTHDH Z EV/RT LoD, TH
ﬂ®§~®%ﬂﬁ\H%Dyﬂfwﬁ%%ﬁt177/1®gk7%)ﬁ%ﬁ%%%&bf
DFEZ THETDHZ L THRDD (256), NMaid BCOER LW T —nbiiieZ & TR
TLDDIE, IHEERDOA T A BF—I2HWV, RO, HlcbD, Eilsh2b0%
HBIWMVIAL S ET27 4 U T AZXADOXALITERRTFFEN, ACEMRICE THEL.
HOROLIDbDIIRET DKL 7225 Z LICEORIMAENTND LD Z LT,

111

7N D3 FHIZ B W T & 417~ “all he saw—but not in man” & V9 —EHIIARRIC S .7 o
U7 LADFFF XA LDEBR LAC—HENRE CE2ME L2 ZICHBIT 5 “a steam
engine with eyes” & L COBEMAIZ H C——ORA L FRFRERT 5 K oI bivd, AT
ML, 050 L OHMERAL LT 4 VT AXDFN, LITL iﬁ‘fﬁ%)\@ﬁ"]’\?/l’ J
U7 1 258 T 2 AANBIEE S = b & L CORHERNZRBOFED THDH Z L &2 L T
T, BIZIRTRFERT A U B NI 3% — > > | (Paterson, 1946-1951) % 43873 % North (%
REBERAHIMEH & N o T~V a VT D bES SRS k%?%)ﬁk?%T/T%T%
DHEAEL LTHHINRZ DD 4 VT ARXDFABNT, TAVARERST 7V ART
AVAIN, ZLTEVDITFANEA~A VT IR T DD, BAOGHE L ToOMIE



EHAOBNTHWDZ LT 2 (156 -62), FERICT 4 VT AXDONE - HERRITEH L
7= Nielsen @ “William Carlos Williams, adamantly American in language and in his sense of place,
remained also in the American grain with respect to his assimilation of the American language’s racial
image structure” &) FLARIE, U4 U T AXIFEICE T HLEER L Zr o TS L DNE F
TIEEZ 27259 (75),

IO LEEfRMEEE XSO, ThE T 0 VT AXICEBIT LA U B COER N
oMEE LTI A ET 72012, FBIcRseo/ N T AN] (Man Orchid: Lives on Air, 1973)
D—HizZRLIWEE S, ZOERIF, VA VT AARKADOTZ Ly B+ X7 — (Fred
Miller), V7 47 + 5 —V > (Lydia Carlin) & &2, 1945 R K], BiLD Y v
AI 2=V Y OWEEE LTRAIHFE LD THD (DRIT, FRIFZ< DF (73
ARHEIEN R BB A E AL TND), /INROIHWNE, ZDX A PADBRMT DL 512, B
POERECFHFHAENRELR AV KL TE T O A= T7VIRTRAY
ANDENADRMMEZEREGDERNS, HOMHAROSEALME Y NUIT “miscegenation,
whether literal or metaphorical, is an integral part of a new American idiom [and identity]” Z7~9 2
LiZH o7z (Belletto 275), 7208, {RIMOENAOYRELZ IS5 L0585 8IE, v U7
AREIT=NY X X7 T T TMY G- NSRS v 7 U >+ v— (Bucklin Moon) %
WRBANEFENRETDNHDOIEETHSTZZ ENOILOENERATH S L EVIAALTEZ &
(KT B, " o T Z O/ BRI 35U TREIC AT~ MR 4 R 5 L C
W2 Z &%,

WEBIZEDZ LITARM L7220 | fREA~DBELERNDDH 72 I T —ITH I M IREICHE
B LR SICRBNT, 24 MABRREBT 22X T A VAL, 7T 97 7oA A%H
CHZLDIELRHECONWTERELZRT D, TIUKHT LDV 4 U T LAXOEZNTKRD L D72 b
DI,

My replay to that is: we’re establishing an identity if it takes the whole novel to do it and
nothing else ever happens except a “beautiful woman,” running along beside it talking to
herself. Let her run along, she’s beautiful, isn’t she? So what else has she to do? I can’t think
of anything.

Look at her run!

What a magnificent runner she is. Look what legs are for. Look at her run. . . .

Besides, she’s beautiful and WHITE! With red hair! and her teeth are black. (Man

Orchid 111, Ttalics are mine)

ZIThEL HMRoaL—] X Te—<) EFEEE 70 U7 536 2 B0 $4- 72/l
B Z2-fkfe 35 2 & TR 2 — RADOZREZFNO LR G X 5 &35 (“Let her run along, she’s
beautiful”), FAUEEE FIZEAG O NFECHEZ BB L 72 UL e RN T AV IANT AT



YTATADETHHD, ENZEOLE, U4 VT AAOACENEREIE, AOANELZE
A=t 25 Z L2 BETHIRE LTOEMZR > TWD, &2 WX TRADE~DK]
CRBTDT Ty AORREBET L, ENLECL ZOZLERNT AT T 47 4
D TELE) #HET 201X, ZNEHkD 258 ADIR (a steam engine with eyes) DIE/ER X
ZHIZE > THREL R DR DO AN & (clarity) THDHEFEXDEH D,
HEOEFZFORIROFEMARILE T5 7 4 U7 LA XOFFFORFIT— [Efih)
(contact) DFFAIT & > TITFE WL Z L IC——Z OO R ATREMEICH 5, BIELAZE T T v«
U7 L R3H 65RO, BRI DO~EHEEL, AABMEE LTOBRCZRY 72
SHKSHED, B, TOHR [FEZOLOOER] ITHET 272 8 IR o
Fr. &35 bDEHEL DD, MFICHENIND ZLEDRWIRE LTOACEZRIEL T
NWHEWVWIRT, RIIVAANL LTORMNT AT T 47 4 (RUA FRRA) O—FTH
HILEEBETER, Dif. VAU T AXOFENFEITED X D IR HERISLEE 0 B E LT
Wizt H b Tidien, FlzE, HawmET 2o [HEAO S D] (the local) ~D L%
RLTE [ 1XWHE ] (Sour Grapes, 1921) (2N 5 AL7Z5F “Complaint” Tl HPE &I
W LDt 2 b & T 25 N DRI OB, £ L CTHEA L FHT 2B S EICEAE <
(“I pick the hair from her eyes / and watch her misery / with compassion” [Collected Poems I 154]) .,
72N 20 FEARE ) 2 KT BRI 1ES [ DO Hk] (The Descent of Winter, 1928) 1235
7% “A poem is a soliloquy without the ‘living’ in the world” &\ > 725 =<, “To be nothing
and unaffected by the results, to unlock, and to flow, uncolored, smooth, carelessly—not cling to the
unsolvable lumps of personality (yourself and your concessions, poems) concretions— & U9 Wi
PRI & 512 (Imaginations 261-62) . BIELZ XA EER AV IK LN G, 70 U7 A XEH
= (clarity) OFFFEERD D EFRIRFICHR & DB REWZ AL TV ST LD IBbi s,

s

TAYBNEX=A N & LTEFEDOIYUH « FELA) 2 B NTRD TEM CTh 727 4
U7 LA0%, Bz BEN2E Coflziin, D LAECE2Z O LICEE NG BHRE
72 (clean) SHEZ KRBT D7D OMBILBANE RS ELFE L LTRA TN, Tn—
< RSN A CEROERMOBRITT O, EMLI-F T E2REET 27007
LAD TR & L CDFE) (apoem as a machine made of words) 73, A4 Bk & R fz 70 i
DEIICEREICHRMHET DFFAD B & DI EmIRILE UTHRAL L TW 2, &) ATRENE
Thod, MOFTEPF L RDTEOITIT ETZOFFEW O FRDER L2 T TR 6720,
EWVWIBXIE, ROLIZAHY 4 VT AXDOREMOAKK A THL [HROaL—] 128
WTBEIDREN TV D,

When you hang your clothes on the line you do not expect to see the line broken and them

trailing in the mud. Nor would you expect to keep your hands clean by putting them in a



dirty pocket. However and of course if you are a market man, fish, cheeses and the like going
under your fingers every minute in the hour you would not leave off the business and expect
to handle a basket of fine lace without at least mopping yourself on a towel, soiled as it may
be. Then how will you expect a fine trickle of words to follow you through the intimacies of
this dance without—oh, come let us walk together into the air awhile first. (Imaginations

33-4)

WALz B D, HRESENELCDLZ LT
yourself first” NEMEENTND EEBEZXTINEAD,
INETOMRIT, KA NEX CRGERICL > THHEOPCRSCHBEZ BT HF 0 |
U4 U7 AXORBELIE TR TS 2 REI L, bbbt [HEozRy] b
DTHHPDE I > TET, TOEKRT, ZIFEAOMEND clarity &\ 9 BE&
BRT D To—=] 13, ZOEROFHFIZIHONWTORKR L OBfEAZED 5 L Thied CTEE/RE
MCTHDHEEZD, BB T 2HCOERIT, VA )7 ARAOFNMUET 5 b e 5%
HIZp R D 1] 2H 256D THD EFRFZ, HRUXLIERET20ABHES =2
ELTORAEZRETHLOTHLH T, LR TEHTEAD,

%D HF v = Tk “cleansing

DR ER O —~ Db R A - 23—2 (Kenneth Burke) ~%6C72 1924 453 H 26 Hff
DFHTY 4 U7 L AXIE “Everything I am doing now is unprintable. To hell with printing and
selling work” & iR-~XTu2% (Selected Letters 61),

PEAORY, Te—~] 2F L HICH L TODDIIH%IRT 5 Bremen (HEOH T 7 HIZY)
& Schmidt (2 x, =/ b7 U AL E O ZF U5 Armold 73 L2720,

P U4 VT ARXOHEASORLE (Mo v —] BXO [FE4_T) 2F0E LT, &

B, Va7 VAL FabRAhbnoizad—n v [l OGNSR LB TE

7oo FEAICHK & L CUX Tashjian 91-115, Schmidt, Literary Tradition 90-135, Perloff 109-54,

MacGowan 55-72, Dijkstra 127-44, Marling 136-56, Armold # &M, v 7 A =2 7/ — (Otto

Weininger) X°~— A7 > (Dora Marsden) 76 DFEZLZ GO FF AN MENEZ F5 R BE &

L T#&z TUW= 5, “sexual admixture” (Clarke 181) & L TOEMFEMG A HNTUN= 5812

DU T X, Weaver 17-29., Clarke 173-217. Kinnahan 4-8 33 JX Y 19-124, Schmidt, “Chora”

e Y

“in detail / break it apart, the polished / rods on the floor / bright under the grease / the machine

is dispersed and still / each part whole / full / rust and be lost / the secret has died / and still / they

fumbling” W72k 5, TEHAE] ICEE, v VT AXIZES>THENRIHED D

DIHIE. BOEZAT T4 =L 0o e — Kb E, BFICES L Thole—

— “Five minutes, ten minutes, can always be found. I had my typewriter in my office desk. All I



needed to do was to pull up the leaf to which it was fastened and I was ready to go. I worked at top
speed. If a patient came in at the door while I was in the middle of a sentence, bang would go the
machine—I was a physician. When the patient left, up would come the machine” (Autobiography
Xi-xii) o

P ZOINFICONWT Y 4 U T A XIBED A # B 2 —C, “The protagonist was, of course,
myself; his experiences, in a measure, mine” &% 5 L CW\% (I Wanted to Write a Poem 45) ,

* “Dev” (“Dr. Dev. Evans” & %\ % “Evan Dionysius Evans”) X7 4 U 7 A XN LIELIET 4
7 va Al B i BRICHW 050 % x 7 7 #—OARTTH S (Bremen 115),

T ZNENOBERICHHE LT, ITIRIEEIC =S T 5,

® “A poet of reality” (Z-2\ T Hillis Miller DSEERA 72 7 ¢ U 7 L XHf5E 2 58 (285-359),
Miller (X7 4 U7 A XORKEH) 55N E L TOHEAL “his private consciousness, that hollow
bubble in the midst of the solidity of the world” DWr& & R CTH 7= L U=2y (287), Al
BLUZBIT2HE~OBEME, A VT LARXOF v ) TIZBWCENNEERBETH Y ki
FZ R LT D,

’ Beck., Bremen 121-59. Kadlec 122-51, Lowney 13-73, Marsh 164-216. Michaels 74-7, 82-5
i i

" 35 H < “the best chapter in the book” T - 7= Z O &L, FIK CTIXHIEE S AL, BIEIZ 4
e LCHIBE =%, [TEMR/NGLE 2 o] (A4 Novelette and Other Prose, 1932) 12U
B Hivlz (I Wanted to Write a Poem 45) , [RIEAMfE & L CINER SNV BRI L& HE T
Harry Levin (X, ZH2VNGLO 5 L 5 EHRIZMELZTHA D EHERI LTS (Voyage
Xiv-v)

NS D HEARRA B2 O\ CIE, Mariani 514-16 2 58,
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