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TIHE ITINERARY AND THE MOSTCARD
MINIMAL STRATEGIES IN THE SUN ALSO RISES

I showed the first draft to
Nathan Asch, the novelist,
who then had quite a strong
accent and he said "Hem, wvaht
do you mean saying you wrote
a novel 7 A novel huh. Hem,
you are riding a trahvel
buch."

(lemingway to George Plimpton)

In Chaper IX of The Sun also Rises we are lold that Jake, about
to leave Paris, "wrote out an Itinerary® for Mike and Brett who will be
following on to Spain. And while the novel as a whole can be read as
one great itinerary which the narrator is laying out (an Itinerary that
has Its missed rendez-vous, its redoublings and returnings and which
generates its own form of writing), It Is In the first and most
immediate senze of the word that we should take the term. The Sun
discovery - but an arranged lrip, a pre-arranged trip, In the sense
that the characters' journoyings are scheduled, and that the reader Is
never laken anywhere thal Jake has nol been beforehand. This
stralegy Is maintalned throughoul, In Book Three, when Jake visits
San Sebastian for the first time in the course of the novel, he puls up
at "a hotel In the town where | had stopped before" [195}.‘ Far from
any town on the Irale River, Jake - who knows every turn and twist
of the route leading to the fishing hole - demonstrates his Intimate
familiarity with the further reaches of the stream. "Where'd | better go
™ asks BINl Gorton ; and Jake's reply, "Down is the best. There're
plenty above, too" (99). Even al the helght of the fiesta, during
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(74). The one who knows (one doesn't know exaclly how) and who has
been there before [frequently, it would appear, but when 1) has a
name : he is the guide.

Once we have accepted Jake In this role then a great deal of the
stuff of the novel falls Iinlo place : bargaining with innkeepers,
arguing over prices with the drivers of rented cars, booking train
reservalions, taking out a fishing license, going through customs,
acquiring tickets to special events, and - a subject of continuing
concern - making sure that hotel rooms are well situated : "Montoya
... gave us good rooms looking out on the square " (79) : "Did you
give Mr Campbell the room on the plaza " (109) ; "They gave me a
room with a balcony" (195) etc.... Before leaving the 'idyllic' setting
of the Irati Jake, in what could be the guide's acquired Instinct,
checks to make sure that nothing has been left behind ("l looked
around on the grass at the foot of the clm-trees" [104]). The
vicissitudes encountered in the course of the pre-arranged tours are
of Lhe same nature : lhe dining car Is overbooked, the bus they
expect to take iIs not yet on summer schedule, Mike and Brett don't
arrive on the evening train from San Sebastlan as expected elc....
The celebrated contrast belween France and Spain ("Life was so simple
in France.... In Spain you could not tell about anything" [194]) takes
place in the context of a meditation on ... tipping, a meditation which,
by the interplay of present and past lenses, suggests a knowing
identity of view between Jake the guide and the guide's, guide, the
narrator. Narrator and hero share In this guidebook function. When
the reader Is filled in on local color Items ("Pernod Is greenish
imitation absinthe, When you add water It turns milky" 1151) or when
information is provided akin to what Is to be found in a tourist
brochure ("The dancing-club was a bal musette In the Rue de la
Montagne Sainte Genevidve. Five nights a week the working people of
the Pantheon quarter danced there. One night a week It was the
dancing-club. On Monday nights it was closed" 1191), the two volces
commingle. And when we reach the very heart of (he novel, the
initiation Into the mysteries of bullfighting, the definition of the
aficlonado Is curiously framed in terms of who stays and who doesn't
stay at Montoya's hotel : "An aficionado Is one who is passionate
about the bullfighls. All the good bullfighters stayed at Montoya's



hotel ; that Is, these with aficion stayed there." Lest there be any

confusion, the text further emphasizes that it
ob g

taining accomodations : "Those who were aficionados could always
get rooms even when the hotel was full* (110). .

Is a question of

The presence is the novel of another Lreed of tourists should nut

misle:
b ad us. The sight-seclng cars that pull into Pamplona  {one of
ch contains twenty-five Eng v who "looked

glasses™ (171) at the spectacle of the drunken peas:::::u::m:::i;
excite BNl Gorton's ire ("They're awful", and again, "'l !n'.r;la thmn"q
115010, and the crowd of Americans at Madame Lecomte's restaurant on
the lle Saint Louis means that Bill and Jake will never return there -
but ii I.he very nature of the touristic itinerary to seck oul the

P . the g e, the sacred even (Montoya's “oral spiritual
examination” 11101} ; to flee the crowd that sends back an unflattering
Image, and to deny belonging to the same category. Jake's 'nnrl\l.r' is
not an unthreatened elite ; they are astraddle the uncertain line that
separales the last of the herole travellers from that particularly
modern species, the universal tourist. And while we are on the subject

of Madame Lecomle's restaurant, we can draw from this mini-episode a
minl-moral, but a very Hemingwayesque one. The restaurant s
crowded because "someone had put It in the American Wemen's [sic]
Club list as a quaint restaurant on the Parls quals as yet untouched
by a':merlcans" (65). In other words, writing about it ruined it ; more
::;s:;:; stating It was untouched meant that it was no longer

While the itinerary casts Jake in the role of guide, it also
determines the order of events, laylng down a sequential ||ln|lern }n
both space and time. The mechanles become clearer If we take each
dimension separately. In Chapter VIII Bill Gorton and Jake "walked up
the Rue du Cardinal Lemoine ... turned to the right off the Place
Contrescarpe ... came onlo the Rue du Pot de Fer..." elc, (66). Thus
here - and elsewhere - the narrative tells us the route taken. These
travel indications do not constitute in themselves descriptions  of
Farls : on the immedinte level they are not to the reader evocative of
anything In particular, that is if we exempt from the categor -ol‘
reader those who know the Rue du Cardinal Lemoine just a: we
would exempt from the general category of movieqoer  those persons

who recognize the scene of a film as the street on which they live. All
that these names can suggest Is a general quality of Frenchness ;
beyond that their function Is to define the (implied) reader as the sort

of person who would know Paris - or perhaps, for other (equally

Implied) readers, provide assurance that, were they to come to Paris,

it would be possible to retrace the route. In a sense the street names

are the 'mot juste' pushed to s paradoxical extreme, a distinguo so
finely calibrated that only the proper name suffices. While not In
themselves descriptions however, these route markers provide the
infrastructure that legltimizes evocalion of decor : "We went all the
way up lo the Place Contrescarpe.... Music came out of the door of
the Magre Joyeux. Through the window of the Café aux Amateurs |

saw the long zinc bar.... [Wel walked south past the Val de grice,
set back behind the courtyard” (66). The ltinerary can be seen as the
means by which the lext Is launched, giving rise In the process lo a
further verbal and themalic interplay (between, for Instance, a
uCardinal Lemoine” and a “négre joyeux").

Exactly the same strategy is at work In the passages given over
to countryside. Shunning the panoraina which gathers differing aspects
of a view so as to form a tolalizing mosalc, the account gives us
separate segments of countryside strung along the route like beads
along a fil_conducteur. Playing on the double sense of the word road
which Is travelled over ("the car... slarted up the white dusty road")
but which ltself also travels ("the road went along the summit"), the
narrator provides the context for side-glances, minl-excursions that
are jotted down and filted Into the ‘romance of the road,' romance in

lied to the mo t of the road ("ran

the sense that the verbs apy
down," "stretched out,” “slanting up,” “levelling”) are far more
expressive than those thal describe the progress of the characters
("we came out of the mountains" or "we passed the bullring"). The
characters are prisoners of the road - Jake never drives he is always
driven in rented cars, buses, taxls and cabs ; yel the road Itself Is
not the open road, since It too Is bound to the itinerary : "a head the
road strelched oul while across the plain going toward Pamplona"
(78-79).

So far we have used the word Hinerary in the sinqular, but it

would be more exact to say itineraries, for there are several which, as




Jake himsell explains, can cross In alternative ways : "They |Mike I
Brett| would go directly to San Sebastian and take the train r:::h
there, We would all meel at the Montoya In Pamplona. 1f they did not
turn up on Monday at the latest we would oo ahead up to Burguete”
(71). The paths ‘actually’ travelled are in fact more complex gCuh‘n
meels Bill and Jake in Bayonne : the three of them go loge;her 1
Pamplona ; Cohn then returns to San Sebastian etc.... The slruu:-hru
of the Paris episodes in likewise a network of meetings (arran c-(.:]e
encounters (random) and rendez-vous (missed). Jake runs Into !:BreI;
at the Bal Musectte, but she does not show up the next day for their
appointment, appearing instead unannounced several hours later. Back
from England Brett materlalizes ("A taxl passed, someone in it w;vr::
163]) : she joins Bill and Jake at the Closerie : leaves them : l«:lns
with them several hours later, this time with Mike at the Sele'ct The'::
encounters - indeed the quasi-totality of the action of the nnvell - rn.luz
place In public places (the street) or semi-public ones lcal'(‘s bars
restaurants, hotels, taxis). In the one extended scene In-Jaku';
apartment (Chapter VIl) the presence of the count tends to ‘de-
Intimize' the setting since he orders his chauffeur to bring on the
champagne transforming Jake's quarters Inlo lhe equivalent of a
bistro. The major exception is of course the climactic confrentation of
the novel - the fight between Cohn and Romero - which takes place in
the privacy of the lalter's hotel room. Hemingway, however
conscious of the fact that the narration here Is '

as if
intrudi
breaking the ground rules) does not make of Jake a wil::s:glo{i::
scene, which Is recounted after the fact by Mike who was not present
himself but has been Informed by Brelt. When it comes lo an inlcrinr
scene Lhe narration lakes Its distance, borders indeed on 1he
unrellable, since the source (Brett) is a character who, we know
doesn't finlsh her senlences but as she puts It, lets "anyone finislfl
them as they like" (51).

The intersection of paths that weaves the text is marked by the
nodal moments when a characler Is perceived In the act of crossing the
street. The street (and Ils variant the square) secrves as an ante-
chamber (anti-chamber) through which the characlers pass as prelimi-
nary to an encounter. To cross the street is to signal a junction.

Thus In the space of a few pages a non-exhaustive sampling glves :
wiThere comes Cohn' | sald. Robert Cohn was crossing the street"...
" watched him | Harvey Stone| cross the street"... "Frances Clyne
was coming towards us from across the street... We watched her cross
the street" (38-42). The Impression of interlacing Itineraries extends
even to lhe Burguete setting which is seen as a series of possible
trajectories crisscrossing the countryside : "A sandy road led down 10
the ford.... The path crossed the stream on another footlog below the
ford, and joined the road” (98). A character Is defined by the sum of
the possible trajectories taken, and to Impart one's itinerary to another
constitutes the purest form of communication. Thus the Basque peasant
who strikes up a conversation with Jake on the roof of the bus taking
them to Burguete : "I been in Chicago, St. Louls, Kansas City,
Denver, Los Angeles, Salt Lake City.' He named them carefully” (90).
Reciting an itinerary serves here as a form of sharing ; elsewhere it
can serve as a weapon as when Frances Clyne gives a satiric portait of
what her voyage to England will be like, a prospective itinerary that
Is so hard on Cohn that It precipitates his "trip.' So pervasive are
these strategies that we are Inclined to see, In the final scene when
the policeman's raised baton slows Brett and Jake's taxi, notl the effect
of a floating phallic symbol but a form of obedlence, to the code de la

route.

Rendering things In sequential order creates the Illusion of
sequential time (the ward sequence can apply both to obhjects and
evenls). A guidebook Itinerary combines places with a schedule to
produce a series of visits and these visits - in which place Is
subordinated o time - are arranged in a continuous chronology which
fills the day (and occaslonally the night). Hemingway's prose adopts
this pattern ; the reader is made aware of the hour of day, the day of
the week etc., and chapters often begin in the early morning as If the
purpose were to set down the record of an emplol du_temps not
forgetting the essential time off for meals and refreshment. Thus
Chapter X begins : "In the morning It was bright, and they were
sprinkling the streets of the town, and we all had breakfast In a
café," and goes on lo register a walk through the town, the purchase
of fishing tackle, a tour of the cathedral, and a stop at the Syndicat




d'Initiative. The succession of contiguous places which are evoked can
be scen as a pre(-)text for the Musion of chronological continuity.
The reader 'deduces' from the list of places given that there was ng
time left over for anything else to happen. The calalogue of places is
thus a means to exhaust, to use up by correspondence, the
characters' pool of avallable time, and thus create the Impression that
the narrative eye Is tracing the actlon steadily, unwaveringly, without
letup. Of course for this illusion to operate Hemingway has to lay out
Joke's perceptions In strictly sequential order - and this is in effect
(with very few exceplions) what he has done. The departures from
chronology are so rare that a sentence such as, "She had rung and
the door was unlatched® (56), stands oul as an analepse, or at least
as a micro-analepse and thus as an ‘error’ or a transyression - unless
of course we attribute this *error’ to the fact that, since the unlatched
door was that of Brett's hotel, the narrator has been retrospectively
troubled by his own proximity to Lady Ashley's chambers.

By its strict respect for what is happening in front of his eyes,
the narrating can be likened to Immediate speech, transcribed In the
past tense. Indeed many passages sound more 'natural (if that is a
criterion) when transposed  (back) into the present tense.
l’-‘;radoxically, true immediate speech has wider latitude, for once it Is
established that the observation post has been planted on (he
borderline between psychic life and perception, then 'free' association,
and thereby confusion of time sequence, Is legitimized. Jake, however,
Is not Molly Bloom and Hemingway r;rely allows his protagonist's mind
to wander ; continulty In The Sun also Rises «depends not on a train
of thought but on a traln of perception, which Is another way of
saying that the itinerary functions here as a form of discipline, that
the route is a means of access but also a form of denial.

Anyway, the impression of continous and continuing perception
can only be the product of artifice. And we should look further into
how it is produced. One way is by means of the celebrated Hemingway
and which links the similar and occasionally the dissimilar, And, by its

denial of causal or subordinate relationships represents the (ransfer

onlto the sentence structure of proximity relationships (an and sentence
is an ltinerary), and the contiguous linking of elemenls wilthin the
sentence then suggests the absence of temporal rupture. Taken lo Its
exlreme this  would result In phrases fleuves (llemingway will
subsequently experiment with long sentences rendered seemingly longer
by the very simplicity of thelr structure). Bul for the most part his
technique Is paradoxically the opposite : that is, giving the impression
of intending to provide continual coverage by signaling the moments of
micro-rupture and repair. One means Is the use of now, which In this
usage does nolt suggest an 'eternal present,' but serves to mark the
moment when the temporal chaln has been unavoidably cut, or rather,
to mark the moment at which the narration Is spliced onto what has
gone before - a means of both admitting and denying that something
has taken (its) place in between, Now signals a bridged hiatus,
especially when it stands at the head of a sentence : "We were going
through farming country with rocky hills that sloped down Into the
fields. The grain-fields went up the hillsides. Now as we went higher
there was a wind blowing the grain" (88). But the most frequent
stralegy Is the deliberate use of short scntences, suggesting a
frustrated atlempt on the part of the recorder to keep up with a
sequence of perception. In the rhythm that Hemingway establishes in
his fully developed descriptive passages lhere Is an exchange between
the longer sentences which imitate the flow of time, and the shorter,
sharper observations which, by their fragmentary nature, suggest an

unachieved continuity.

Glven the painstaking attention accorded the melonymic itinerary,
it comes as no suprise that Hemingway's writing should be low on
metaphors. Geneviéve llily-Mane's statistics, moreover, indicate that
within the Hemingway corpus The Sun _also Rises is exceptional in this
regard : a frequency of 5 metaphors per 100 pages for the non-
dialogue sections of the book compared, for instance, to 21 for A
Similes are relatively more frequent (14 per 100

Farewell to Arp_s_.“




pages), no doubl because a simile comes closer to the metonymic since
the narrator accompanies the rcader from fto use I.A. Richards's
terms) wvehicle to tenor, from one pole 1o the other. One remarks as
well the re-assertion of the metonymic  within  the metaphoric
framework. When Jake relurns to the llotel Maontoya after being
knocked to the ground by Cohn, the text reads : "| felt as | felt once
coming home from an out-of-town football game.... | walked up the
street from the station in the town | had lived in all my life and it was
all new. They were raking the lawns and burning leaves in the road,
and | stopped for a long time and watched. It was all strange. Then |
went on.... It was like that crossing the square. It was like that
going up the stalrs of the hotel® (160). Inside the simile there is a
reversion to a remembered Minerary which parallels the one which Jake
Is at that moment accomplishing ("1 walked up the street"/"It was lke
that crossing the square"). We remark as well {and for once) that
Jake (uncharacteristically) perceives a scene as "new" and "strange" ;
however (reversion to character) this is/was but an iNlusion since 'in
fact! he knew the street ("the town I had lived in all my life") just as
he knew the square of Pamplona.

More Importantly however, the relative absence of metaphors
Identifiable as such brings into relief the 'significant details' - or what
we prefer to call, following David Lodge, “melonyrnlcalkmelaphors or
symbols,"s metaphors  which are so perfectly integrated into the
ongoing action of the narrative that to pick them out is to do wviolence
to the text. Consider for instance the cluster of images having to do
with water. Brett's constantly volced need to bathe Is in each case
legitimized by the story line ("Brett smiled at Bill, 1 say I'm just back
[ frrom England | . Haven't bathed even'™ 163]). Yet insistence on this
detail (even when justified by the narrator's preoccupation with other
equally mundane ablutions such as shaving) can be read as a personal
phobla and finally as a symbolic desire for purification. Once again,
when Jake himsell intends to take a bath, turns on the taps and finds
"the water would not run" (162), the symbolic reverbe- mllor;s {or
ralher the absent ripples) are multiple, particularly as this significant
detall has been preceded by a no less significant momentary loss of

spatial orientation ("l could not find the bathroom") quite unlike the

hero-guide. But the point is not to debate to what extent this Incident
Is merely an incident (on a par with minor breakdowns such as
overbooked dining cars) or a symbol - or both at once : the point is
to  recognize that the lext is constructed to resist symbolic
Interpretation  (runs agalnst interpretation to use Susan Sontag's

phrase), And It is the Itinerary thal provide the narration with the
capacily to so resist. Likewise, when Jake undergoes tolal immersion in
Book Three it is a foreseeable stage of a trip that has taken him by
lrain te San Sebastian and which continues without detour to the
water's edge and beyond : "l found my swimming sult, wrapped It with
a comb in a towel, and went downstairs and walked up the street lo
the Concha.... | went into a bathing-cabin, undressed, put on my
sult, and walked across the smooth sand to the sea" (195). The
symbolic content Is further neutralized in this case by the fact that
Jake gues through the very same mollons the next day ("l undressed
In one of the bath-cabins, crossed the narrow line of beach and went
into the water" I|9n|). Or to put it another way : the second swim
sublracts retroactively from the significiance of the first by inscribing
itin the cycle of habit. It Is as If the additional message were : Jake
swims because he likes to swim (and, subliminally, So what 7).

The other 'significant delalls' of the novel could be analyzed
along the s:amo lines. However there is a distinction to be made
between the example given above and the Instantes where Jake passes
"the man with the Jumping frogs and the man with the boxer toys"
(Chapter V), glances at the rudderless barges on the Scine, or
Inspects Paris statuary. In the latlter cases Jake observes symbolic
representations of himself or of elemenls of his experience, while in
San Sebastian  he plunges into the metaphoric substance (water)
himself, The liquid depths of the ocean, the bath run dry, the heights
of Spain and the French lowlands can be schematized in terms of the
binary oppositions set out by Gilbert Durand In Les_ Structures
Anthropologiques de I'Imaginaire. (All the wasteland imagery - whether
derived from Eliot or not - can be seen In this light.) In brief there
Is a distinction to be made between the Imagery which Jake sees and
that inle which he goes, the former being more metaphorical than the

latter since Jake has a wider (more 'random') fietd of wvision than he
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does a 'field" of immediate physical presence lied as his presence Is 1o
the unfolding of the plot. But we witness as well allempls to frame
seen Images In ways that suggest closer physical contact - to make of
seeing a form of traveling towards, as for instance in the passage
when Brett and Jake are alone shortly before she admits she is a
"goner" : "We looked out at the plain.... There were the lights of a
car on the road climbing the mountain. Up on the top of the mountain

we saw the lights of the fort" (152). Jake's eye acts out a
pseudo-itinerary, bringing him thus closer to the fortress which is
then re-integroted as a metonymical element. It Is the lights of the car
which, across the bridged hiatus suggested by "up on the mountain, "
pick out the lights of the fort. Jake only follows a road laid out.

The ltinerary, as indicated by our very first example, is not only
the route between iwo points but the recording of that roule -
prospectlve as when Jake writes out the Itinerary in Chapter VIII, or
retrospective, the narrator's text. The double sense of the term (route
and record) can serve as our lransition to the question of writers and
writing in The Sun Also_Rises. The case to be most rapidly disposed
of Is that of the unfortunate fledgling novelist Robert Cohn who has
comoundpd the errors by taking fiction as life (he has "read and
reread" The Purple Lond as a "guidebook to what life holds"” [11]) and
life as fiction ("The childish, drunken heroics of it. It was his affair
with a lady of title" [148]). But Jake is also critical of Cohn In a more
writerly way. In the course of a taxi ride that takes him past "the
statue of the Inventor of the semaphore engaged in doing same™ (itsell
a metonymic signal that we are entering the domain of communication
and criticism of same) Jake remarks that the Boulevard Raspail makes
dull riding : "It was like a certain stretch on the P.L.M. between
Fontainebleau and Montereau that always made me feel bored and dead
and dull until it was 0:|~mr."5 Then, in a rare moment of introspection
he adds, In a present lense which can be read as lhe narrator's
acquiesence : "I suppose it Is some association of ideas that makes
those dead places in a journey.... Perhaps | had read something about
it once.™ And further (in what Is itself an association of ideas) : "That
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was the way Robert Cohn was about all of Paris" (36-37). The
objectionable gqualily of Cohn's literariness Is thus defined as a
tendency to make substitullve assoclations, l.e. 1o operate on the
metaphorical - rather Lhan metonymical - axis. But this passage makes
clear al the same time the underlying bond between Jake and Cohn,
because Jake's opinion of Cohn is arrived at through a process that
itself involves assoclation. Since Cohn, within the novel, Is the one
who dons what Jake would like to do but can't, we can say that Cohn
represents on Lthe level of narrating, the temptation of metaphor, a
diversionary temptation repressed by Jake's insistence on keeping his
eyes on lhe road ahead. Those passages during which Jake does
engage in substitulive assoclation should then be reexamined to see If
we are not In fact dealing with a disguised form of metafictional
critique. Take for instance the moment when Jake, returning to his
apartment, opens a marriage announcement : "Mr and Mrs Aloysius
Kirby announce the marriage of thelr daughter Katherine - | knew
neither the girl nor the man she was marrying.” Then the engraving
on the card sets off assoclations : "There was a crest on the
announcement. Like Zizi the Greek duke. And that count. The count
was funny. Bretl had a title, too" (28). The assoclations are triggered
by the announcement, or rather by the engraving on the
announcement, hallmark of pretentiousness. The melaphoric process
belongs thus to the world of false communication ; moreover Il fssues
from literature since the crest - the symbol reproduced on paper -
acts as calalyst.

So far we have been considering criticisms (explicit or implicit) of
literalure & la Cohn. But the novel Is crammed with writers both
published (not only Cohn, but Braddocks, Prentiss, and of course
Gorton) and unpublished (Frances Clyne and - for the moment at least
- Jake). Gorton is often dismissed by critics as the mnarrator's
strawman, providing comic Interludes In what Is otherwise serious
business, but a case could be made (we will not make It) for Gorton as
the 'moral center' of the novel, What concerns us here iIs Gorton the
writer - not only Gorlon the writer of books, though we know that he
has published several, that they have made money, and what is more
that Cohn seems to have read them - but Gorlon In his opening role in




s

the novel (beginning of Book Two) as the author, In quick succession,
of a letter, a posicard, and a telegram. These lhree missives have in
common that they travel, that they complete an itinerary that takes
them from author to adressee, a reader not implicit but explicit. In a
sense lhe posicard is the most satisfying form of communication (hence
its place In our title) since it Is entirely public and aboveboard {unlike
the sealed letter) and yet it can picture the place from which it has
been sent (unlike the telegram) and thus through one form of conti-
guity (the postal route) it can suggest another, that of image and text
- at least If we can conslder, as In the nonsense rhyme, that "back to
back they faced each other." It Is Bretl's postcard to Jake that will
allow the narrator to slip Into the text a silent and unadmitted
prolepse, since the card "had a picture of the Concha® (59), the very
beach which Jake will cross in Book Three on his way to the occan.
But before going further into the distinctions between and the merits
of these various genres we should note the attention with which the
text registers the trajectory of a plece of mail. (Urett, according to
Mike, Is also a "piece” - but to point that out would be, in Gertrude
Stein's phrase too 'Rotarian.') The arrival of a lelter or telegram is
treated as the last lap of 3 reloy : "She [the concierge] gave me my
mall" (28). "I saw a girl coming up the road from the center of the
town. She stopped in front of us and took a telegram out of the
leather wallet that hung against her skirt" etc. (106). "While | was
sitting there the conclerge came out with a blue envelope in his hand"
(199). And so on. The moment of delivery marks the last stage of a
journey, the end of a line. The text displays an obsessive Interest in
things arriving at their final and appointed destination, obsession
which will give all the more welght to the comment that accompanies
Jake's arrival at Madrid's North Station : "All trains finish there.
They don't go on anywhere" (200), Jake himself Is close to the moment
of delivery.

Jake's text ("1 wrote oul an iUnerary™ [71]) is, literally, an
intinerary ; letters, postcards and telegrams trace itineraries (and
sometimes extended Itineraries as In the case of Brett's cable(s)
forwarded to Jake from both Paris and Pamplona) ; bul letters and

wires can also serve to notify of itineraries (Gorton's "Dack on
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Monday" [59]) or to modify them (Mike's letter to Jake). llowever at
the heart of The Sun also Rises there exists an obscure reglon which

Is never clarificd. When Robert Cohn refuses at the last minute to
accompany Jake and Bill on the expedilion to Burguete (his bus ticket
has already been pur- chased ; It will be refunded) he gives the
following explanation in a passage which, for once, we will quote In
full.

"I ought to stay," he |Rub!.-rl Cohn | said. "You see I'm
afraid there's some sort of misunderstanding.”

"Why," | said. "They may not come here for three or four
days now If they start on parties at San Sebastian."

"That's just It," said Robert. "I'm afraid they expected to
meet me at San Scbastian, and that's why they stopped over."

"What malkes you think that "

“"Well, | wrote suggesling it to Brett."

"Why in hell didn't you stay there and meect them, then " |
started to say, but | stopped. | lhought that idea would come to
him by itself, but | do not believe it ever did. (84-85).

What Jake "started to say" but “"stopped" is the discrepancy between
what Cohn has written (proposal of a rendez-vous in San Sebastian)
and what he has done (come to Pamplona), a discrepancy between word
and act. Jake's autocensorship indicates that we have reached here the
limit of the disclosable. Moreover all of Cohn's writing Is equivocal.
His novel wriling, according to Frances, is a seducer's ploy ; but
there is more to it than this. Everything Cohn writes (and here we
refer to his correspondence as well) is suspect. To begin with we
never see, textually, the words he has written, as we do, on
occasion, those of firett, Mike, Bill, and Jake. The only exception of
course is Cohn's telegram to Burguete, but the fact that it is couched
in Spanish is palpable proof of bad faith. Cohn writes twice to Jake in
Paris. The first letter, as transposed, says "he was going out In the
counltry for a couple of weeks, he did not know where" (59), yet it
can be surmised from Brett's later comment ("Who do you think | went
down to San Scbastian with ™ [70]) that Cohn knew full well where.
The seccond letter "written from Hendaye," notes Jake, is a more
elaborately misleading : "He was having a very quiel time, he said,

bathing, playing some golf and much bridge. llendaye had a splendid

beach" etc. (68). All of which allows wus lo categorize yet another
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species of Itinerary - belonging to 'lllerature' and limited here lo
Cohn : the false fitinerary. Let it be sald, however, that the false
itinerary contains, nonetheless, a certain measure of truth. Even
when they are together Brett and Cohn are separated... by a
frontier : she writes to Jake from Spain, he from France.

The opening paragraph of Chapter VI presents a minimal variation
on the same theme - concerning this time Jake, and we remember the
complex relation that binds him to Cohn as both self-image and other.
The paragraph in question is another writing episede. Jake arrives at
the Crillon at 5 o'clock only to find (of course) that Brett is not
there : "I sat down and wrote some letters. They were nol very qgood
letters but | hoped their being on Crillon stationery would help them."
Writing Is here a substitute for the real thing, an unsatisfaclory
substitute (not very good letters) and pretentiously presented (the
Crillon stationery). The scene of this false form of writing is the
itinéraire raté.

But to return to Gorton. On his arrival from America, "he was
very cheerful and said the Slates were wonderful, New York was
wonderful." And subsequently : "He wrole that Vienna was wander ful.
Then a card from Budapest : 'Jake, Budapest is wanderful." And
finally when he arrives in Parls : "Well,' | said, 'l heard you had a
wonderful trip.' 'Wonderful," he said, 'Budapest Is absolutely
wonderful ," (59-60). The least that can be said Is that Gorton is a
man of his word - in the sense thal the medium does not alter the
message. The exchange ralses, however, a more general question, that
of repelition, We are all of us, more or less, In the linguistic siluation
which Jake, in a moment of insomnia describes as characleristic,
successively, of the English upper classes, the Eskimos, the
Cherokees, or simply MHarrls, namely : "One phrase to mean
everything” (128). Language repeals itself, events do not ; thus by
definition language is Inadequate to account for events. Any form of
representation tends inevitably to sameness, which explains why Jake
can remark to Cohn : "All countries look just alike in the moving
pictures® (12). The recognition that language cannot take the ftrue
measure of reality is not In Itself a strategy ; it only becomes

i —
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one In the hands of an author who both demenstrates the inadequacy
of language and al lhe same lime leases us wilh the vision of a
language beyond, withoul words. The laller is most evident in Jake's
relationship  with Montoya where the tactile supplants the spoken
("nearly always there was the actual louching") and where the verbal
is denied : "there was no password" (110). It Is made most explicit in
Jake's disquisition on the English, French and Spanish terms for
bullfighting, an exercise in comparative lexicology that concludes :
"There Is no Spanish word for bullfight" (18h). The very aggressivity
of Brett's remark ("Talking's all blige" #8 ) suggests an other and
mare perfect form of communication against which words fall to measure
up. Yet some sort of retreal from this absolutist position is necessary
if the lext Is to exist. And here Hemingway resorts lo the other pole :
the inadequacy of language, by means of its very Inadequacy, Iis
rendered expressive.

Gorton is the key here, for the operations that he effects on
language (the comic results of which we arc not aboul to deny)
represents a form of sundering, a deliberale separation of word and
meaning. These operations can be schematized as follows : 1.
Repetition - as in the case of "wonderful," but also "never be
daunted,” "utilize," etc. which are emptied of 'sense' by ludic
insistence. 2. Random substitutions as In the example (among others) :
"You ought to dream', BIll sald. 'All our biggest businessmen have
been dreamers. Look at Ford, Leok at President Coolidge, Look at
Rockefeller. Look at Joe Davidson'™ (104). 3. Literal interpretation of
stercotyped melaphors : "'The saloon must go, and | will take it with
me' (103). 4. Seleclive systematic elimination of certain parts of
speech - in particular (in the Vienna prizefight anecdote) articles
{definite and indefinite), and nominative pronouns (a taste of Henry
Green 7). Gorton's comment on Cohn's telegram ("Vengo Jueves Cohn")
glives the most succinct statement of his poetics : ""What does the word
Cohn mean?'™ imﬁ].’ In other terms, Gorton refuses the cdenotative
function of language and opens up the signifier to a form of free play,
te what Norman Brown would call the "polymorphously ::l:ar'\.rl:rst:"s
which he (DBrown) associates with the fraternal (characteristic of the

Jakel/Gorton relationship) - unless, that Is, we consider that such
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"presymbolic" language represents "the Repression of the rule of Lhe
Father,"” a conclusion which might have come to as something of a
surprise to Papa Hemingway.

Gorton's role is o undermine language, to point to Its
Inadequacles. The "wonderful® with which he characterizes Vienna is
later qualified by a "not so good," which in turns becomes an
excursion Into the absurd.'? If we insist on these mechanisms it is
they are generalized throughout the novel - as for instance in the ad
Infititum wuse of the word nice. This Is In particular true of lhe
dialogues, which we could see [without intending to make the analogy
watertlighl) as a putting-intlo-practice of Gorton's slrategies, with,
however, the ludic elements submerged. Thus :

Repetition :

"He's a fine boy, don't you think so " Montoya asked,
"He's a good-looking kid," | said.

"He looks like a torero," Montoya said, "lle is the type.”
"He's a fine boy." (136)

Repetition with substitution :

"Chaps never know anything, do they " |Brett is speaking]
"No," | said. "Nobody ever knows anything." (25)

Repetition with change of personal pronoun (which amounts in this
case lo a minimal amorous exchange) :

"It's a good hand," Drett said. "I think he'll live a long
time."

"Say it to me. Not to your friend." [Romero speaking |

"l said you'd live a long time." (155)

Repetition with qualification :

"This Is a good place;" he |Cohin | said.
"There's a lot of liquor,” | agreed. (13)

The allusive quality of (hese utterances puts a premium on the
context, or to use John Searle's phrase, on "the sel of background
assumptions and prﬂcllces."” Since the background corresponds to the
speaker's situation in the broad sense of the term, we could say that
the dialogues, treated as mini-texts within the text ilsell, represent
messages exchanged In the course of crisscrossed (rajectories, post-
cards between intersecling itineraries.

Repelition is also a question of narrative frequence. It would
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seem that the teller of The Sun also Rises is possessed of an obsessive
aversion to the iterative, to the extent that a passage such as "We
stayed five days at Burguete and had gooed fishing. The nights were
cold and the days were hot" (104) stands out as a decided exception.
In the Paris section the multiplication of discrete scenes Is such that
the plot Is extremely difflicult for the reader to retain. And the
frequent drinking In no way brings about the spatio-temporal confusion
characteristic, for instance, of Under the Volcano (or better yet The
Lost Weekend). Hemingway does not ‘collapse’ scenes together ; rather
the menace of ‘collapse' stems from the words themselves which
threaten 1o reduce everything to a minimal number of classifications
(nicefawful, fine/rotten). The narrator's 'total recall' is then what
restores lo words their capacity te play between situations.

One idiosyncracy of Lhe text s particularly striking : the
notation (almost without exception) after each drink ordered, taxl
taken, hotel room occupled, of the fact that payment was made. Paying
Is a central trope in The Sun also Rises extending to the moral sphere
{("You pald some way for anything that was any good" [123]) as well
as to the literary : "That |i.e. reading Turgenieff | was another good
thing you paid for and then had" (123). But it Is Its function in the
repetitive that concerns us here. For paying Is a repeated action, yet
one which is never exaclly lthe same ; one pays each lime a varying
amount which differs ; one pays each time, bul one never pays
identically. Paying represents a matching, an adequalion - or at least
It should, and we remember Jnke's Immediate reaction when this code Is
not respected by another (the conductor on the train, the hotelkeeper
in Burguete, the chauffeur of the rented car). Paying consists, if we
make use again of Searle's terminology, of a "fit," more precisely of a
"word-to-world fit :"”
Paying brings us then, by a "commodius vicus of recirculation,” back

and it recurs, yet differs on each occasion.

to the telegram, the most finely calibrated of all types of expression
since each word has its price. The telegram is to begin with a form, a
fact which the narrator makes a point of noting : "We walked up to
the post-office and asked for a telegraph blank" (106) ; "I asked him

[the concierge | for two telegraph forms" (195) ; "Bring me a telegram

form, please" (199). The proper use of this form requires a minimal
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calculation. Coln ebviously fails here since his three-word telegram is
a wasle of space and of money : "lle could send ten words lor [he
same price," remarks Jake (106). But the most signilicant example is
Brett's telegram - or rather telegrams, the two verbatim messages thal
are forwarded to Jake in San Sebastian, given, 'textually,' by the
narrator. This perfect Identity, itsell troubling (Jake hesitales as to
whether or nol to tip the concierge a second lime), expresses the
imperious nature of Brett's summons. For if we pause to calculate (and
did not Hemingway himself write, in regard to "these special moments
that novelists build their structures on" that "you have to figure them
out by yourself"?].n

wires, that she has -thus paid twice for each word, that she has In

it is evident that Brett has sent two separate

short, In order to get her message across, been willing to mettre le
Erlx.15

And the image of the aulhor in all of this 1 The bullifight has
provided fertile grounds for metaphors of writers and writing. Within
this ring, our preference would go not to Romero and his celebrated
cool style, but to the aging Belmont, who, like Jake, suffers from an
old wound and who "when he felt the greatness again coming, just a
little of It through the pain that was always with him, it had bcen
discounted and sold in advance” (180). Moreover we could peint out
that the narrator, jealous as he Is of Jake's prerogatives as focalizing
agent of the tale, nonetlheless allows the point of view to drift towards
Belmonte ("Belmonte watched Romero, too, walched him always without
seeming lo.... He |Belmonte| had expected... he knew... "[179])
etc.) ; whereas Jake keeps his distance from lhe latter's younger
rival : "I think he |[Romero] loved bulls, and | think he loved Brett"
(180). But the problem with the bullfighting images Is that they also
have been "discounted in advance" by the characters themselves, who,
In the explicit comparisons they themselves propose have exhausted the
analogical potentialities. Which Is why, finally, our choice would be the
archivist (keeper of records) wha, the narrator infarms us, "has
nothing to do with the story™ (81), or better yet the workmen whose
job it was to prepare the corrida, whose gestures are described as an
ordered, sequential activity : "The workmen dug holes and fitted in
the timbers, each timber numbered in Its regular place” (121). When
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the fiesta "explodes" Lhese workmen will have long since disappeared ;

once the numbered timbers are in place, the fiesta will run its course,
to the end, come what may. The resistance to metaphor that the text
exhibits can also be seen as a denial of the responsibility for
narrating, a desire to shift it elsewhere ; Jake, the narrator, simply
follows in the footsteps of Jake, the guide : and the image of an

Itinerary repeated Is what informs the title Itself - the sun also rises.

NOTES

1. Numbers within parenlheses are page references to the English
edition {London : Granada, 1976).

2. Since we are an aficionado of Gérard Genetle's poetics of
narrative we have used his terminology wherever It appeared
appropriate.

3. "Décrire les moeurs est froid dans un roman. C'est presque
moraliser. Tournez la description en étonnement, mettez une
étrangére qul s'Gtonne, la description devient un sentiment®.
(Marginal note to "Mina de Vanghel," Roman el Nouvelles de
Stendhal, Faris : La Pléiade, 1956, vol. 1T, p. 1675). Brett of
course is a slranger to bullfighting, but the action In Lhe ring Is
not seen through her eyes, but via Jake who serves as the
reader's filter (and to a certain extenl as Brell's as well).
Moreover DBrett, in a manner that can appear as an Implicit
repudiation of the role of the novice figure (from Stendhal to
Stephen Crane), does not turn her eyes away from the spectacle
(dixit Jake).

h.  Geneviéve Hily-Mane, Le Slyle de Ernest ilemingway (Parls :
PUF, 1983), p. 307.

5. David Lodge, The Modes of Modern Writing (London : Edward
Arnold, 1977), p. 1670

6. We will refrain from pointing out that here again we have a simile
which compares two itineraries, the second ilinerary ("a certain
stretch... between Fontainebleau and Montereau®) being an
itinerary within an itinerary - the latler reduced lo ils minimal
expression, the initlals of the way statlons, P.L.M..

7. Are we "correct" in discerning in Cohn's telegram ("Vengo Jueves
Cohn") a distant eche of "Veni, vidl, vici 1" If not, it would

nonetheless be just like him.
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"The element of play in language Is the crotic element : and this
erotic element is in essence not genital, but polymorphously
perverse” (Norman Brown, Life ag pinst  Death,  Middletown,

Conn : Weslyan Unlversily Press, 1959, p. 70).

"To the extent that it relies heavily on aural signification - on
the signifier Itsell - experimental writing Is presymbollic, and an
expression of the pre-Oedipal union with the mather's body, a
gesture against the repression of the Rule of the Father..."
(Marlanne DeKoven, A Different Language : Gerlrude Stein's

Experimental Writing, Madison, Wisconsin~ : University of
Wisconsin Press, 1983, p. 21.

At the close of the Vienna prize-fight anccdote Gorlon says of the
black American boxer : "Golng to wrile me a letter and send me
the money I loaned him. Wonderful nigger” (61). In the [first
draft of the novel (sce Frederic Svoboda, llemingway's The Sun
also_Rises : the Crafting of a Style, Lawrence, Kansas :
University Press of Kansas, 1983, pp. 28-29) lHemingway left a
page blank for the text of this piece of correspondence to be
inserted Iater, but it never ‘arrived.' Thus it is we have a
missing letter : and this missing letter is situated halfway
between a commentary on the uncertainties of the European postal
system ("Hope | gave him the right address," remarks Gorton)
and a recognition of the eternal ungratefulness of human nature.

John Searle, "The Background of Meaning," in Speech Act Theor
and Pragmatics, ed. J. Searle et al., London : Reidel, 1900, p.

Genelle defines the iteralive as follows : "raconler une seule fois
ce qui s'est passé n [i.e, plusicurs| fois" (Gérard Genetle,
Figures 111, Paris : Seull, 1972, p. 147).

John Searle, Expression _and Meaning (Cambridge, Cngland :
Cambridge Univers ty Press, 139757, p. }l.

"In life people are nol consclious of these special moments that
novelists bulld their whole strucutres on. Thal Is most people are
not. That surely has nothing to do with the story but you cannot
tell until you finish it because none of the significant things are
going to have any literary signs marking them. You have to
figure them out by yourself” (from the first-draft notebooks of
The Sun also Rises, ciled In Svoboda, p. 12). This [first draft
also contains Jake's comments on A.E.W, Mason's story (mentioned
passim in the final version on page 100), According to Svoboda,
"Jake analyzes Mason's story, with particular attenlion 1o the
predictability of its sequence of events" (Svoboda, p. 17).
Geneviéve Hily-Mane also mentions Jake's comments on the role of
a "trifle" In Mason's story, a trifle which serves in the end to
reverse the course of the narration (see Genevitve Ilily-Mane,
"Les Versions successives de "The Sun also Rises", Etudes
Anglaises, no. 67, p. 270). Jake's comments would thus seem lo
concern the function of an "advance nolice” in a narrative
{Genette's "annonce™).

15.
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One of the few crilics lo mention Brett's double telegram Is Wirt
Williams who Interprels it thematically as a call coming from both
the lower reality of the office [Paris) and the citadel of the
higher (Pamplona). See Wirt Willlams, The Tragic Art of Ernest
%Ij‘ﬁ!in_ggqf (Baton Rouge, La : Louislana State University Press,
981), p. 62.
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D. Michael Veitch

ROBERT CREELEY and the
PHOBLEM of METAPHOR

"Language is not reality but anolher of the instruments
by which man engages reality...”

So wrote the American poet Charles Olson in a letter,
now lost, to beginning prose writer (but poet-to-be) Kobert
Creeley early in 1950. Olson was Insisting, as a poet out-
side the American academic community so deeply saturated in
the thinking of T. S. Eliot, on the absolute necessity of a
lanpuage for poetry that revealed and Llluminated the real,
actual world of things--rather than a language that, fol-
lowing the influence of the French Symbolists (Mallarme's
desire "to find the flower that is in no bouquet") upon
Eliot (and his wall-knnw& "objective correlative®™), would
entrap poets in "an are that has asserted with unusual
energy that we are language, nothing but language": indeed,
Lacan's dictum that "the only muster is the signlfier."l
No--Olson wanted more than that for poetry. He sought a
language which went far beyond the level of the "signifier,"
words that formed bridges not only between each other in
the poem, but with the things of the world--words which
contacted things in William Carlos Williams's sensual sense,
not words which merely “stood for® them. Following Pound
and Williams,? Olson in his seminal essay "Projective

Verse*J launched his call for language as instrument,
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an sensual as the eye and ear, as organ-ic as beating in
the heart and breathing (rom the lungs, lanpguagze that would
permit a poet, a living person, to center himsell bodily in
the poem-as-world, rather than leave him outside 1t, and
alone, “Word as handle,” rather than ideca; language as

speech-act glving us access to the world in which "metaphor”

is revealed aa a discovered relationship among things, rather

than a created relationship between words,

Young, Creeley golt the message, so strongly that he
opened his essay "Notes for a New Prose” with Olson's "lan-
guage as instrument® proposition, and followed directly with
his own analysls of the current literary sltuatiom:

We had been led to believe that connotation

was this: the suggestions of "meaning® be-

yond the supposedly exact, denotative mean-

ing which custom of usage had put upon the

phrase or word in question. Then, by way

of the opening created by "associational®

content of phrase, gesture, practice, ways,

in short, METHOD--connotation became mean-

ing versus meaning, became the [ight for 5

sense, in shorthand. (Some call this "symbol,.."
«.s0r we might also call this "metaphor"--that sense that
emerges f[rom "meaning versus meaning."” Yet this was a
far too "literary” definltion for Creeley. Real "sense,"
Creeley reckoned, ought to spring from the sensual--llter-

ary form, if it was to mean anything at all, could only

emerge as "the extension of content.‘5 as "meaning" revealed
objectively, not formulated subjectively. What llart Crane
had ealled "'the logic of metaphor,' which antedates our
go-called pure logic, and which is the genetic basis of

all speech, hence consclousness and thought-extension"6

was surely, as Creeley recognized in his own reading of
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Crane, "a consiciousness of sowmething more vital than styl-
istic qucstions."7 But that vitality, for a Creeley not as
yet ready to declare himsell for poetry, seemed possible
only in the continucus activity of prose-writing: poetry,
he noted as "the formulation of content, in stasis; prose,
as the formulatlon of content, in a progression, like that
of tlme."a The distinction he makes is significant. Poetry
geemed, then, too fixedly cerebral, a kind of momentary
recognition that lacked a certain vital force because of
its "literary” quality; only prose seemed to offer to Creel-
ey a way of actual-ly coming into the world as it moves
through time. As Olson noteda

...the reason why, at this juncture of time,

Creeley fights so hard for prese, is, that

it enables him to get in, to go by, that

head of his, to let 1t play over, his things,
outside objects...?

To contact "outside objects” and reveal them in their
actual condition required a relinquishment of the ego that
the younger Creeley could perhaps envision, and write about

in prose, but could not yet enact ln poetry. Olson's pro-

posals on “stance”--for Keatslan "Negative Capability” as
the necessary habit of mind allowing the poet to "stay in
the condition of thingu“iu-—wera difficult to absorb for a
young writer so anxious to "enter” the world in poetry,
but so trapped in *"that head of his"--thinking about the
world from a position outside it. The problem, literally:
how to enter the “field" of poetry? Jlow to make verse
"equal, that is, to the real itselr*ll-_or us Creeley him-

sell would later put it, verse “as real as thinklng‘?iz
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Verse "as real as thinking"-- a difficult task lor a
young poet willing to admit himselfl as an "Unsure/eﬂnlst"1
in his work., Poetry that would itself be the metaphorical
1ink between the "real” and the *thinking”--the former ol
which Creéley was "unsure® of contacting because he found
himself trapped in the latter--"thinking" and static, he
thought in his early poetry--wanting “to get out of that
awlul assumption that thinking is the world* 1% _where meta-
phors, created in the mind, drive the poem with "a torque
that's created by that systematization ol experlence“15~~
the ultimate egotism. Foetry, then, that would be "thought-
less” (in the sense of "thinking" as me taphor-construction)
but still "thought-full” in a way parallel to and contiguous
with the "real”--moving with the actual rhythms of thought-
as-act rather than thought-as-fact. FPoetry that would not
be the product of "thinking" (one thought, in all its iso-
lated momentary-ness), but instead an actualization of the
process of "thinking" in time, where the poet might be able
to think in his poem, not about it.

What Creeley was seeking, in other words, wias a meta-
phor for the "act of thinklng™ jtself--a metaphor for the
me taphor=-making that thinklng is. An impossible task?

A passage from llannah Arendt’s flluminating inquiry

The Life of the Mindi: Thinking makes clear the excrucinting

difficulty of Creeley's problems

westhe chiel difficulty here secms to be
that for thinking itself--whose language

is entirely metaphorical and whose con-
ceptual framework depends entirely on the
gift of the metaphor, which bridges the
gulf between the visible and the invisible,
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the world of appearances and ihe think-
ing ego--there exists no metaphor that
could plaugibly illuminate this special
activity of the mind, in which something
invisible within us dﬁi&s with the in-
visibles of the world.

And yet within Arendt's discussion of metaphor lie some
indleations of ways out ol Creeley's dilemma. She makes

brief reference to The Chinese Written Character As a

Medium for Poetry, “a little-known essay by Ernest Fenol-
losa, published by Ezra Pound and so far as I know never
mentioned in the literature on the mataphor."l7 But
Creeley was surely aware of it, through his attention to
Pound, who had praised Fenollosa's efforts at "trying to
explain the Chinese ideogram as a means of transmission
and registration of thought."l8

Fenollosa's real object was poetry, the medium of
the Chinese language only a vehicle to that end. As such,
his use in resolving Creeley's problem Af finding a meta-
phor for thinking in the poem is considerable, for what
Fenollosa reveals are the actual roots of poetry lying
buried in language. Chinese ldeograms, he says, carry
within them a "verbal idea of actlon"--indeed, "motlion
leaks everywhere" from within language because its roots
are organic and "a true noun, an isolated thing, does not
exist in nature.”!? Language is inherently poetical pre-
cisely bLecause words are "alive and plastic, because thing
and action are not formally separated." Words, thus, don't
merely describe things statlc in the world; rather, words
enact a world in conslant motion, things changing in flux--

the invisible rhythms of 1ife itself. Language allows us
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to pass, his words and place them in his poem as they "are;" free
from the seen Lo the unsceen by exactly
the same process which all ancient races
employed. This process is metaphor...
but the primitive metaphors do not
spring (rom arbitrary subjective pro=
cesses., They are pusaIble only be-
cause they follow objective lines of
relations in nature herself.

from interference of the metaphor-making ego.

To this end, Crecley has followed Williams, whose
introduction to The_Wedpe (194%), he exclaims, was “a
revelation®s

Wwhen a man makes a poem, makes it, mind
you, he takes words as he finds them inter-
related about him and composes them--with-
out distortion which would mar their exact
significances--into an intense expression
of his perceptions and ardors that they

may constitute a revelation in the mpeech
that he uses, It isn't what he says that
counts as a work of art, it's what he makes,
with such intensity of perception that it
lives with an intrinsic movemcnﬁ of its

own to verify its authenticlity. 1

1t remains for scholars to "feel painfully back along the
thread of our etymologles and plece together our diction”
in order to discover metaphors hidden beneath the "anaemla
of modern speech"--and so to discover poetry burled in
nature, in the language that springs from it.

Thus, when Creeley says he is “given permission” to

enter into poetry, he means that he is permitted (in Hobert Willlams's emphasis on "making” is the key here--

Duncan's sence of relinquishment: "Often I am permitted ta “making” as selection®Zof words (words inherently meta-

roturn to a meadow"2?) to enter the "field" that is the pherical, inherently poetic) rather than “"making” as “say-

poem itself, and there to discover the world in its inter- ing something” (i.e. creating metaphors). Composition is

relatedness because the words themselves grant him their thus the discovery of the interrelatedness of words which

natural metaphors--their “meanings®--in the act of select- mean on their own (Williams has Implicit confidence in

ing them for use. Foetry can thus be "thoughtless" because Fenollosa's formulations--and puts them to use), their

the words themselves are enacting the “thinking®--the meta- “exact significances” being "signifiers” that reveal and

phor-making contact between seen word and unseen thing. The illuminate the objects they signify. Meaning, for Williams,

poet is relieved of the nced to "think up"” metaphors from is discovered through perception, not from prior conception.

a position outside his poem; for when he is in his peem, What the poet brings to his poem is life itselfl, whose

the words he finds there, in effect, do his "thinking® for rhythms exist within him and--happily!--without him, as

him. And so Creeley's sought-after “metaphor for thinking" recognized in W, S. Merwin's ultimate relinquishment of

becomes something there--already existent in the very nature

the egor "everything that does not need you is real,"23

of langunge and walting to be discovered in the words them- And so Creeley, following Williams, becomes freed of the

welves--that he only need recognize and recover and bring burden of “thinking® and opened to the real nctivity of

“here” in his poem, But the poet must act--he must find the mind as poetic imigination--to "dance™ with the world-
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in-motion through employing n languape whose “movement is
intrinsic, undulant, a physical more than a literary char-
acter."zu And to join in Olson's recognitlen that,

There ia only one thing you can do about

kinetic, re-enact it., Which is why the

man said, he who possesses rhythm posses-

ses the universe. And why art is the onl%

twin 1life has--its only valid metaphysic.<3
Or to return at last to Arendt's formulation of Creeley's
*problem*--we find her offering the very solution articu-
lated by Fenollosa and Williams and Olson in their in- '
sistences on life as the source of all metaphors, even
the illusive metaphor for "thinking" itselfl:

Thinking is out of order because the quest

for meaning produces no end result that will

survive the activity, that will make sense

after the activity has come to its end....

The only possible metaphor one may concelive

of for the life?gf the mind is the sensation

of being allve.”

What had blocked Creeley at the onset of his poetic
career was just thiss that "thinking" could not produce
poetry that would survive the act of thinking itself--
because there was no metaphorical way to transfer that
“thinking® from outside the poem into the poem. What he
needed was a way to actuallze thinking inside the poem,

and so to arrive, in fact, at Arendt's conclusion that

®the sensation of being allve" was the only possible equi-

valent for "the 1ife of the mind.” But “the sensation of

being alive” is--and here Creeley departs from Arendt--

something we don't "concelve of." Rather, it is physiecal,

sensual, tactile, rhythmical--it is, in short, what poets

must enact, demonstrate, present. The search for a "meta-

phor for thinking" thus ends in renouncing that very quest
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and simply feeling. Creeley had to learn te feel his way
with/in the poem and give up any search for that elusive
metaphor (or any way of “thinking about thinking").

Thus, while Creeley is willing to construct me taphors

of the "act of writing,” his often referred-to "driving

me taphor
You've got to be utterly awake to recogn
whit is happening, and to be rospunalb?el?:r
all the things you must do before you can
even recognize what their full significance
is. It's like golng into a spin in a car--
you use all the technical information you
have about how to get that car back on the
road, but you're not thinking "I must bring
the car back on the road," you are bringing

the car back on the roud or ¥ -
ing over the clirfr,2 P g

--he renocunces metaphor within the poem and opts for
sensuality instead,

llow your breasts, love,

fall in a rhythm also famillar,

neither tired nor so young they

push forward. 1 hate the metaphors.

;u:a::n{ou. I am Btiliuﬂlone.

you with me.

Indeed, the phrase "I hate Lhe metaphors” stands
out in the passage as the "thought® that is "out of or-
der"--it doesn't “undulate* (to employ Williams's word ),
and 1t lacks the physicality intrinslc in the sexual and
emotional rhythms which infuse the rest of the passage.
Here "love" is an objecl--a name--called into being by
“your breasts"--not a me taphorical abstraction for that
unnamable complexity of desire. "Love” Is "you" in motion,
in rhythm--and the intensity of "I want you. I am still
alone,/but want you with me” is regictered in that it's

Something said to "you"--a speech-act--not merely a 1it-
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erary statement. The real “push forward" in toward the
real thing desireds "you with me,” "Wanting" is no idea
"as real as thinking"y it is alive here in the poem as
the actual condition of "love" as Creeley finds it: want-
ing "you," wanting "you with me.” Only the emotion en=-
dures. Love "thought about" cannot. For Creeley, this
is the kind of "poetic lntelllgence” that mankes poetry

poseible.

NOTES
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Claude Richard, "Destin Design, Daseini Lacan, Derrida
and *The Purloined Letter'," Iowa KHeview, 12 (Fall 1981),
P24

Olson's “indebtedness” to Found and williams is zealously
expressed (in albeit somewhat less than complimentary
terms) in Marjorie G. Perloff, “Charles Olson and the
‘Inferior Predccessorsa': Projective Verse Revisited,”
ELH, 40, No. 2 (1973), 285-306.

Olson's 1950 essay appears in the Selected Writings of
Charles Ulson, ed. Robert Creeley (New York: New Direc-
tions, 1966), pp. 15-26.

Robert Creeley, A Quick Graph, ed. Donald Allen (San
Franciscos Four Seasons Foundation, 1970), p. 11.

A _Quick Graph, p. 12. Olson so liked Creeley's expres-
sion of this necessity that he made it the central prin-

‘ciple of his "compositicn by field" theory in “Projec-

tive Verse," declaring larges FOHM IS NLEVER MORE THAN
AN EXTENSION OF CONTENT" (see his Selected Writinga,

p. 16). The Anglo-American poet Denise Levertov, a
friend of both Olson and Creeley and fellow post-
modernist, would later amend this fundamental principle
to reads "Form is never more than a revelation of con-
tent"--a change which pushes the distincllon between
form and content to its fullest, See Denise Levertov,
The Poet in the World (New York: New Directions, 1973),
p. 13.

See Crane's "General Aims and Theories;" pp. 75-79 in
Donald Allen and Warren Tallman, eds., The boetics of
the New American Poctry (New York: Grove Preses, Inc,,
1973), p. 78. This Is still the best collection of
theoretical essays laying bare the roots of post-modern
American poetryp it also ineludes a reprint of Olson's
"Projective Verse" (pp, 147-158), as well as Williams's
"Introduction to The Wedge" (pp. 137-139) and portions
of Ernest Fenollosa®s The Chinese Written Character As
a_Medium for Poetry (pp. 13-35), mentioned later In my

essny.

A _Quick Graph, p. 77, In thls essay, "liart Crane and
the Private Judgment," Creeley acknowledges Crane's
debt to the French Symbolists, but applauds Crane's
later movement away from thelr dependence on irony in
favor of more genuine emotlonal attachments between
words and things.

A Quick_Graph, p. 13.

Georpe F, Butterick, ed., Charles Olson & Robert Creeleya
The Complele Correspondence, vol. 1 (Sanila Barbaras Black




10.
11.

12,

13.

1h,

15.
16.
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Sparrow Press, 1980), p. #9. The lact that Creeley
again included this passage from one ol Olson's let-
ters to him in his "Notes for a Hew Frosre” (A Quick
Graph, p. 15) indicates his awareness of the pres-
cience of Olson's crlitique of his situation. It is
important to note, too, that when Creeley [inally
does declare himself for poetry, two of his early
"dedicational” poems are in thanks to Crane and 01-
son respectively--and enact Creeley's emergence from
"that head of his" into the world. In "Hart Crane”
(For Love. p. 15h

There are ways beyond

what I have here to work with,

what my head cannot push to any kind

of conclusion.

And in "Le Fou (for Charles)* (For Love, p. 17)s

we are moving
away from (the trees
the usual
which is slower than this, is
(we are moving!

(go by

goodbye
Selected Writings of Charles Olson, p. 46.

This is, in fact, the tlitle of Olson's 1958 essay
cited above.

The words "As real as thinking” open Crecley's Pieces
(New Yorks Charles Scribner’'s Sons, 1909), p. 3, and
express the point of departure in this work, literally,
made of "pieces" of wrlting that enact the poet's way
of entering the world more fully than earlier books
For Love (1962) and Words (196?¥ permitted.

See "The Immoral Proposition® in For Love (New York:
Charles Scribner's Sons, 1962), p. J1. See also Charles
Altieri's excellent discussion, "The Unsure Egoists
Robert Creeley and the Theme of Nothingness," Contem-
porary Literature, 13 (Spring 1972). pp. 162-185,

‘Robert Creeley, Contexts of Poetry: Interviews 1961-1971,
ed. Donald Allen (Bolinas: Four Seasons Foundation, 1973),
p. 166.

Contexts of Poetry, p. 167.

Hannah Arendt, The Life of the Mind: Thinking (New Yorks
Harcourt Brace Jovanovich, 1977), p. 12J. Arendt's dis-
cussions "Thinking and doings the spectator” (pp. 92-94),
*Language and metaphor” (pp. 98-110), and "Metaphor and
the ineffable" (pp. 110-125), are particularly relevant
here.

17.
18,

19.
20.

21.

22,

23.

24,

25,

26,
27.
28,

The Life of the Mind, p. 106,

Ezra Pound, ABC of Reading (New Yorks New Directions,
1934), p. 19. This study and (especially) Pound's Make
1t New (New York: New Direclions, 1934) were baslc texts
for Creeley.

The Poetics ol the New American Poetry, pp. 16-17ff.

A Quick Graph, p. 62. In this essay, "I'm given to
write poems,” Creeley recognizes the "possibilities™
given to him through the efforts of both predecessors
and contemporariess Williams, Duncan, H.D., Pound, Allen
Ginsberg, Olson, and Crane,

A Quick Graph, pp. G64-65,

The poet's "gelection" of words "as he finds them" is
granted through the recognition that the world ocutside
himself is nol chaotic, but rather moves in a natural
order and rhythm with which the poet and his language
are in intimate contact. As Olson puts its "If un-
selectedness is man's original condition (such is more
accurate a word than that lovely riding thing, chaos,
which sounds like what it is, the most huge general-
ization of all...)...selectiveness is just as origin-
ally the impulse by which he proceeds to do something
about the unsolectedness..." (The Poetlcs of the New
American Poetry, pp. 167-168),

See Merwin's "The Widow" in The Lice (New York: Atheneum,
1974), p. 35.

The Poetlics of the New American Foetry, p. 134,

This is how the poet finds his place in Olson's "Human
Unl{grse.' See The Foetics of the New American Foetry,
p. 169. s

The Life of the Mind, p. 123.

Contexts of Foetry, p. 26,

Fleces, p. 76. Here is evidence of what the act of writ-
ing actually is lor Creeleys "1life tracking life,”



