At 5 81% 345 —FKk - &— Hik
SR 30 4F- 3 H 26 H R fT

M oifsl &xo kil
— T+ VAR AT 4 — TV ADFHWFEC A D E M F—
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Met okl & okl
— T 3 VA e AT 4 — TV ADOEFFIC I D EhP S —

N K

I
20MALT 2 D B DFFA, T F VA AT 4 — v X (Wallace Stevens) 23
1942 FTFgR Licas ke TR DD ] (Parts of a World) Wi, &4 % &%
LicEm BRI N5, & <IC “Canonica” &I I, D HRIZHEN -
T 1938 IR I M- B 12 R OEMAFIL, “The Glass of Water” % “Dry
Loaf” E\WofefEMD & A4 F Anb bHEMTE 25 X 51T, FKEEWIRZEM O 5
LI AEC R, ch b B AN LIEMCH & 2 il < B & Ahkic, —H, B
M7 HEDORYEHNTCL DL\, V4 VT A e h—mAey 4 VT AR
(William Carlos Williams) # 1% U & F 2RO X =2 FFEAD [#zH
i) (“Ekphrasis”) o#licd 3, THERAOIS ] k) 2 kzm % & -
lEmb e, ShETEHL OPRFROBELOMEEDCE, ' vy o <
7 5% F (Glen Macleod) % TR D 5] OEMBERAE, XF@EH X <#M
BIhic TEMORESR] B Thetbz, £ Iichfivhic#mcBls 25
T, AT 4 — UV ANERFCRES CRICEYBEICHEE L TW5 L (83-92),
F ¥ —n AT AT 4V (Charles Altieri) (X, ¥ v X O 7z K1 i
LB EMRIEHOFRBIPIILEEN, AT 4 — VY AOEMICKMI TN 5
CEERWHMC LTINS (222-259), AT 4 —T Y ART A XA « Fatyy
(Marcel Duchamp) XU EF 5% < DEMK LB > Tzl &, HE
CEMMBERLF + 7 ) —ICA D LT Z &, £ LT “The Relation Between
Poetry and Painting” (1951) & L7Ci#HA 1T > T IcEEHE L Fiu- T, o

Vw4 U7 AR EEETER O BIFRIT O TiE Dijkstra 2, ¥ B FEET S
[FEEEE ] oW To@mH L, Rl d O Tl Heffernan, A7 4 —V v X &
Y4 V7 AR M LTS D DTUE Mitchell DZENBE TR 5,
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FFERRWOBREFE A M RIIBB RN, Eidvwi, REAT 4 —T v X
W, WOFELFHNFEDOOLEOTHSH Thhig] PR L, RIRROZ 0 HEE)
& DBIFED AR H R ETld/e <. #mAx i LicfEmz MR
ol OFEBHICH LD,

AT 4 =V ADFEREFEET LT, & 2 THYEOY v v VTR E A
fHICHER L TR DERHHIEH 5, EALMREHI» DV 2 E, R
EiX, BERECHEEEPLETHY LD e T AF—CHl - TR0 D
WAL L THR O, #EE, ToR TMIZET52b0 L LTHEBEINTHS,
HELE Y v v MEHICHKT 2 R38N, EBENREES, BN likEs
W5 mE IRk LT, BRI BRI 2 R S S Bk, 1 SRR
REX D IBITMNO, BRI v+ v v EL TR LTIcDTH D, A—HF
v e A5 27—t (Susan Stewart) (IEH#HEICEI L C, “Thus, whereas the
still life speaks to the cultural organization of the material world, it does so by
concealing history and temporality; it engages in an illusion of timelessness.”
(On Longing 29) &d-XTk by, BRMHAFELERT S &€, EEHNCH
HEWSLMEHEL LD ERZTHDLL, /—<v « 7514 Y~ (Norman
Bryson) &. BEESMH & IART, BWHEPIYENEZZBER LI v v v ThDH
TEERFEHLTHS (60), BWEICIX, 321/ B BRIk, JE
s AN, L TCEERRT TN HDTH S, *

DEDY v v AT RFICH 2L, ToLvic, BERMRBIEZE o ko
TR AR B CTIFHFALEARIND I EDE VAT 4 —T VAR,
FEER R el a bR ik Lic 2 LA RE TRy, LarLl, K&
PO R IR KR &\ 5 K E ISRl & - 7eiRpiilicEosuie THER
D) DIESTEN, L OZELZHE LIl L 3FE 2 H, LA, &
=—+ 22275 (Bonnie Costello) DTN EECH B L T 5l
D, AT 4 — UV AOHHWIL, ABb AR LIc2— b ¥ 72 Tlds

2 B, T4 & 0% F4R]) (“natura viventa”) Th 5 EESE &ML T, [3E
5 HAR] (“natura morta”) & EHANCITIETN TOnTe, FICHEB GO - TR
RERCE o TANEDRLE®RERT [Vr =2 2] (“vanitas”) &\ 5 EEN
Wil L EAET 50N, & 2T, AN TEFSCFHL “low-plane” (Bryson 14)
HEEER T v v L E L TR TERBERNFER AL Tk <,
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L Fic kb T8 (“violence”) MMM AL, ¥+ v AR HIRZH 2 12

(1720851 (“a field of action”) ZHPAINTWAH E W2 BKEAS (33), LEho
T, AT 4 — VYV 2O HEMAFL M e B oS, BB AE D
FHHBIROPCIE s\, X 0 K E 7B SURO b THRAE S 2 & A ]k
ThoHrIosicilbhs,

DLEoMEZ#E 220200, ATk, MEADOHS] RO, Thicifize s
WP A1 EmEE (LAF, SRR ET5) TR 2RLOMEE, fH
AT SRS Tl <, WRHMRO S E) & OBHEN D EET D, AT 44—V
ADEWFL. [HEWEHE ] (“Objectivist”) ZHMH L, B8 HHEORY %
Wiy 4 V7 A RED, LI UIER I st o L 5 2 5 2 E QN THET
BbH, £LT, £k, FRICAG LIS ERI AR LCiF A0 ZEME, &
e Ty (“object”) ZEREICL > TED X ST 2, &\ 5 MR
LFANDREHR WD ZEMTEDIEA S, THOMI-TEL &, ARk, <ot
FHRIMT - TVWDLSHIC, AT 4 —TVREY 4 )T ARXDOKEI Y 5T, W&
DIICESL ZDTH T LR HME LR, EWH DL, W& ITMEENR, HDH 0
AT RBROT T, LWV 5 AL ORBBADTEMEICOWTEEL
b, TX=RAA LW B ORBICHGLTEXIhLDTHD, LT, ART
. AT 4 =TV RET 4 V)T ARXOLFRITIN BALE AW O & AEmH
LR LTS 2T, b TREGFOB S MEROMS] OfEMEkEmRT 5
LIk 5T, BT ADRD AT 4 — Vv ADERTEFO—ABa$+ 5, A
T4 =TV RICE 5T, WHENTHLEDEZKDMNEZFHECEATALI L
. F0FERHEVS FEESMOMESEEY RETREE to Tnwie, £ LTHY
HRLTHEEANOWELEEL, RFROFAEAT 4 =V v X% T, #Ho
FRCHEME R S 2 Qo S ERBIL R DIES D,

Il
AT 4 —=TVRET 4 VT AR, 0L T 2V BRET D ZADFEALL,
BRticid ol EfHDL, Th@zx LELIEZOEWE BRI TE
720 AT 4 =YV R, TXF « XYV F (Ezra Pound) ® T.S. =V *+ v b
(T.S. Elliot) %, FFRRDEX=APFAL#E S TRAET 2V AR L T &
7w, axT 4y MHON—F 7 3 —FT, EmERESEoREIE & L TE
ERBLHEE TV, —H, "4 V74X, =a—Vy—U—IFF
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7 x— FNTHELTKR, ER - DREBIEE LT, tFoliciFaHE TS
SGICINE T oz, MDOEMREDLWE VNS BETH L WHFED,
20 WALHT D = 2 —=2 =27 BT, ZLDEMKDO N v THoley »
VR — o T Ly RAN—7 (Walter Arensberg) D% — 27 Vi, F 2 €A A4
Xy 2V T YA LDORE, FHES, YRoRFOEMCAMNIEEHbhTn
b MFZE, EX =4\ 5 HEWN S ET o b T, wif S o KA
T ienb b, FEfmar s, HENRHRFEE W [L5WkRT
AV H] FHAELT, B> oM EER A LTI E T 2571255,

Lo LA, &AL L TIRRNEE ST, AT 4 —T v RXX7 5V A
DEBFFOFERZ T b b, EFOLHN esmAa SOt (77 v
7 ey —2A) KHlotz, BIEEMGHOBEREKLEMER L <EL, 1 F
YA e uvVIROBKERLIND Z ERXS W, THICKHLT, "4 V7 AR
. (2 EERS 2 &) ZREE LTI o Xa0nbHB LT, B
M BRI T AV H OFED Y a2 Ah, BECHFINTHE
BN eiE B W, 7 A= « F e (Albert Gelpd) X, kM Indls
NOAT 4 =TV AEREER, V1 V7 AR%EA <Y RLADMNCHLE AT
T, ZODEFEIHICOWTH T D X 5 IcEHI LT 5,

In terms of the subject-object split, Imagism represents the attempt
to render the objects of experience, Symbolism the attempt to render
subjective psychological and affective states. The first mode finds affinities
with the visual arts in using language and shaping the poem on the page as
ideogram; the second moves towards suggestive imprecision in metaphor and

associative language and relies heavily on auditory and musical effects. (12)

FYERRBICH S T4 XAk, FORBYEYHATXLL5CE
FETEE LR R o), EEMCBEELA DD, —Ti, REFER IS
Rodimr, TEIMELICA X 77—k o> T %, SEoFENRERC
WETH, EVOSRELD L, BN TELEHVEHD DD, rrE
DHFFEIREG AT 4 — TV X 4 VT ARXDFEHEFCH S TULESLLDTH
DT EHENTE, M2 57D, v 4 VT AR, BB ERWEE
BHIZE L, 7o Z T hk3 5 2 LT, XF & KAMEL TR
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ERAWTHEYEH S L LIcorF L, AT 4 — T v X%, B & &
FEOMABGHEDOHT, 227 7—x, #ik [F] LALLCEEOWEMED
i, HEYOFIERN IR E R ELic, LW b1EA 5, UFRIC
., i BLED X 5 IClE OB AR T I ENTE A0, KR 2 il o
LDRHZET, MEDTHEBOLERNL ) BRI IT/D, TOTHMND
ELT, ZAOWEDOFRMER>TeT 7 A P BBRL THI,

AT 4 =T VRRCE DY 4 V)T AR S BEE B TRIEE D DM,
7 4 VT N RADFE Collected Poems 1921-1932 (N ERI-F L TH D, LD
PO ZHRCE LDDERD LS5 D, OV 4 V7 2 ADFFTIE, M
B TR#M ] (“sentimental”) & ZANDHH, TANMEER AT 4 — TV R
MNE S EZHD [e<vIRFFA] (“romantic poet”) IZLTW5 (769), @ 4
V7 A ADFHE PEBISEM] (“unreal”) 7REFREZUAHFT, HiicH &
HEFDHIckEFE > TW5HET TG (“anti-poetic”) THH (770), £ L T,
DX HEMEDL ECAT 4 — TV AL o TR D Y 4 V7 2 XDFEA
B, FXOKRBCBFHLLTo5IHOM Y TH b,

It will be found that he has made some veritable additions to the corpus
of poetry, which certainly is no more sacred to anyone than to him. His
special use of the anti-poetic is an example of this. The implied image, as in
YOUNG SYCAMORE, the serpent that leaps up in one’s imagination at his
prompting, is an addition to imagism, a phase of realism which Williams has
always found congenial. In respect to manner he is a virtuoso. He writes of
flowers exquisitely. But these things may merely be mentioned. Williams
himself, a kind of Diogenes of contemporary poetry, is a much more vital
matter. The truth is that, if one had not chanced to regard him as Laocoon,

one could have done very well by him as Diogenes. (770-71)°

ST EZE R TN DLEDIE, 74 VT A RADFFCENRDLEYNRY 7 1) XA
~OHHTH D, FWEHE D ICHMLL TS v 4 )V 72 XDFE, 1<

% A% Tl Library of America B® Collected Poetry and Prose %13 %, FERmM DD
SUH O BUIASRICHENZ AN TRT, micB L TR A fEINc AR TR 9
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ALDFRGCHR DY) 7Y RAWfifizd > TREY, ThBAT 4 —T v X
HRIEADLIRND L, JlOfEE Tk, “Williams looks a bit like that grand old
plaster cast, Lessing’s Laocoon: the realist struggling to escape from the serpents
of the unreal.” (770) &, WiREoOBH OB Z i\ T + 2 — v BITKRz T,
ZORBIBEZHHL TS, £LT, v 1 V)7 A REFEKROG LR L7
T4 AR ANISEEZRD X 5 IRFE NS, EAT 4 — Vv RIS 5, &k
Wz, BBENGHABIELLNE WS EAT 4 =TV RICHTIEELLOR
L. M v viREFEAL [IGHH] WS HEEOFEWR S, AT 4 — v v XM
RO DN > TRY, CFERICBL LAbEuE, HEHIEHTHD L3
I, D, V4 VT ARXFOZYEAHERTH LD BEEROIL, TOF
XA, 1AL N A Y DFFA c FFRO Ty bR e 2T FTA ALy VS
(Gotthold Ephraim Lessing) @ [F %4 22— (Laocoon) 15K L TW5E7E,
bHHA, AT 4 — TV AL RBEFENRSR DY 4 V) 7 2 X% L
THRETZNSTZDTIRRWIEA S, 1272, TOV v vV I Db TS K
b, HOFREENEF TRz ERERHTE2EEbRS, AAOMmY,
Vo vV 70k, TEREEED X 5 i) (“Ut pictura poesis”) &\ 5 SHEICRBE .
VEHESALIC B\ CHAR EFED T E I, FFEfRmoBEPME, FEMNEZHH L,
MEZEARERNNL LS E LT, vy vy 7, WML S %W 5 &
W, WIS R TH S k] 2. MR eal 5 2 v 58 3R0EN 72 (b5 v
ERENTR) (1T 2] e RBIT 2 REIZE L, Wik 222EZEM, RE& 2 RE =
FHLIDTH B (90), UK, AT 4 —V v XAH [FHa—v] ZiA TV
bIFER, v V7 ARXPHICY v v v I B EAVCICH LCEBE, LD
s RO LS IcHEMI D, Tobb, AT 44—V VRARLESTY 4 VT AR
i, eV B EMA L T LEMOBRI A T IcEEE T, W h Bl 1
A —VERITE LIcA = O X ABR LI ACBE S, e iklEo X 5l
FINCHE 120, FEN IR 2 27 » — 72 ED TIEHFER] (“unreal”)
BRBEREFOPRTHAL TV, LW LD, 2ATRIE, Vy v Y IZAD
SRCL-T, 74 V)7 2MRICEL T LR HREE TR Lo TiRRWw
o, EHERILTWBER(B2), AT 44—V VRILE S TR, EIRIOMGMED
BRMEAMEL > fcoTIRRwr L Bbh b, * £ LT, —REMREY &/
WicHEE B 2 EmEH 2 TESI LT, V4 V7T 2 RIET B LR
Rz, ALOFEMERL CARICOTHD, U EDORREHEIAET BcHic, %
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T, 74 )7 A A0S AEAREMEGIC, BEZM L OBREL RTHI 5,
[FRWTFHI L] (“The Read Wheelbarrow”) & L C—f#IC BT 5 1EM
i, AKX 1923 R R I iz [Hi E] (Spring and All) 1T, #E4 Tl
XX FE WS EMBES LI N T T D TH D, i, TFRED 1L,
HHE BIC S 1 SN BOUC X Didam & BRI I TIc X - TR S hule
FWEI AR THRIN TS, 74 )V 7 2AXAHEN, B EHILOK
MAFREHEL TR -8 BB T A0, TROFMLE] 20250 H
LCHDFFE LTRtts 2 &%, FOBREMRREZBMETLE 5BhH L0
Lit7e\, 20, DR TG GAREACEE B CREEIHT %,

XXII
so much depends

upon

a red wheel

barrow

glazed with rain

water

beside the white
chickens

The fixed categories into which life is divided must always hold. These
things are normal—essential to every activity. But they exist—

but not as dead dissections. (224)

Y 25 4 =Y v X%, Barbara Church ~OFMKOH T, WHAZEE M - I FRROFE
ANTZHIZH LT, KDL S CHEMRREE LR L TW5, “If the present generation
likes the mobile-like arrangements of line to be found in the work of William Carlos
Williams or the verbal conglomerates of e. e. cummings, what is the next generation to
like? Pretty much the bare page, for that alone would be new.” (Letters 800-801)

° 4 )T ARMERC R T D B EALORIEIZ O\ Tk Perloff 2 #,
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—H LT B 5, BSUIHL D T2 TUNITTHERINTE D,
T FCHNAEAAL 7 v, STROE Y & P35, XHERHEEE A2 E L
T, BEMREAZER L CHECOBRIE, 3 < FCE» Il oBer & Xt
Wick o TEYL > T b, EWBIoRcEIN A LT, BuEXEEA%Y
. TORANPWINICEI NS ELXERTLL 5B LTS, 0k
51, XD HHEOHBROB X % Lish D, #&THAHHTHE D H &AL
IR HEELTCNDEELDIELTEHIEAS,
FLTHEFOEAIIEIDO VAT, BEERHE S TIThhTWw 5,
[(HFE DI ZAFES>TWS] (“so much depends / upon”) &\ 5 JFERT:
EEXH LI, BiER “upon” OHMGEEE LT MMRFS> THDED0N?] v
5w s, WHEDBEONFIC, EOE#BREETIEIHR1D 5,
WT, TOHMWETH S, [HRVHEG] (“aread wheel”) i—HE S &
bk, “barrow” EWOHENH T AT LT [HRFMLE] (“aread
wheelbarrow”) & WO HEWOLBENWOL NS, MUEET [FHLH
. =Moo T8 (Crain”) RERTWADTIERL . T TIRMKE- %
» [FAK] (“rain/ water”) 2o TWbHDR, L TEDLIEIL, THW]
(“white”) 23 H 0. THROWFEHLE] odRWTH5 &b b i,
[ &b | (“chicken”) THD I EXRBICHLNCRD, TAX] TLh
EDVERIBETH I ENREEROTIHRL, TKbED] ZTD b DDFLEREA
W3 a7 THW] EWSTEFEFAYRAE DI, HERBWTH> 5D
Thob, TOLSE [HRCFHLE] Tk, HrxoHEWOHMEATF v 7 -
Yay MYV ID LD i b, EFCESMEL TRRAL TV ZET, ©
NENOHFHEEHED TV T ERAHRICL TS, gl z oFpyz —
Bod LTk DD TIERL, TROLIEINICRIZEER L 2 DiFr it A
TWL ZERRDBDIE, 74 VT ARF—R., EWEEIWICHi TN X5
Rz 50, SEXHENCEEST S LT, FHWLoboo AN E S
KHTH LRI L TCNBE N2 BEADS, £ IIRIFFHACL S RS Wik
b7el, fMivhicHEE L COFEYRD DT, T5LTHD E, WRENE

S HEA 7 AN IRIEHTLIOSRC. bBbAHAAZDL Sl 2 FHTHEITIL, ¥
A VT AERME Do ICGEERDOT A7V o Fe A5 4 —27 Y v (Alfred
Stieglitz) DFEDH D Z LITHEKRTNTES S (168),
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B T, Bl BEOFEYE IO ENZ, 7 4 )T A AR
BLIcEE 2 THHMENTRERWEA S,

CCZTAT 4 =YV ADFLIANLHIBE > TE 2 THRI, bz EleLh
2y AT 4 =TV RAPIRZTND XS5, 74 V7 5RXDFHTIETEEMTH
BN BT OGN T [172%] BDAETH D, €5\ o TEKR T,
74 DT ARDFHE, SEOBREID T A a—v DT AT E TR 2 0 ADFFTIL
e, k] ThH [ a—vig] OX5 BT ERMTBLUEEDD 5D D5
b L\, vz, BiEESH LI, T RIh b8, 5
FEOMLI IR FEAEL T D, EFEZ2DHTELTE, SlEMOREL R
EOEL TS ENWRD, EbuE, AT 4 — TV ADFLORKETE XL T
WAHXSIE, ENT 4 VT ARXEME [F4a—v ] (BHEZEM) 2 TRk
T7alfer:] & (“if one had not chanced to regard him as Laocoon”). [FIIf
CHEEL TV E00b LAk, WMWIEE 2 AT 4 =YV XV EoT,
74 VT ARDFL, Vv v v I UICEH & RREI T O R AR R Lz,
PP b DL R R, EWS T EREAS, T4 VT AR, BIETY 2 —
ORI LIS O M EEL R L T b7, 1220 EDDEmS T
Hh, EOIEMOEEIEEO LB ZW LT EH I LR DBAATE R,
LRV Z BRI I BREL R L RO BEFTHDHAT 4 — vV vV R,
V4 )T ARDHEEIRENED L 51T 5 ook, KEHRTELEbh
Ho ZIZTik, w4 V7 2 RAMHOEREMRT DL EDT, kEITIX Tt
ROy TR FHEWRFEHERT HET, AT 4 =TV ARFEYEED X
SICERRL IS E LI EELELICN,

[}

MR s 2, FRROFF AT Rk U 7o iwm F iy 7ol 1 & OVICiv &R
ThHDOIBIE, FmOBE L S>TEMNELEETRTVDE I LI, HHE
WRMRTH D EF 2 Do “Poetry Is a Destructive Force”, “The Poem of Our
Climate”. “Of Modern Poetry” %0, FHORNWERBEFOL DA T LT £ &
R ABOTTH, Wi E L TR ENTEL0R, b bR L]
(“The Poems of our Climate”) TH b, Y+ 27V —v e T x—F e« Tu—in
v (Jacqueline Vaught Brogan) 233 CIZIEM L TW5 X 51, TOFHILY 4
V7 ARRIECD ETHRARHROFE~OHE & L TEIrNIC ENHERI D
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DM (A1), ZRHFEHFF LB D O TH D Z L1k, HFIEEI R
T\, FOEXIISNCT S, UTFTRES,. 71407 2 RDFKLT
FTHEMEBE LI, ThhboR ‘0] OffiER4 %,
Ta—ivickbE, AT 4 =T VAR [bhboR Lo HE BT
BHICBEWTWeE bbby 4 ) 7 & XD TV 27 » b ] (“Nantucket”)
THbdH, TOFFIAT 4 — TV AN DF L&A 172 Collected Poems 1921-
1932 WERI N TR Y, HEceF—7 DU TO X S KB Ih b,

Flowers through the window
lavender and yellow

Changed by white curtain—
Smell of cleanliness—

Sunshine of late afternoon—
On the glass tray

a glass pitcher
turned down, by which

a key is lying—And the
immaculate white bed (372)

[ L D] 25 THWH —F v ] (“white curtain”) IZX - TEIEDH D T &
OGN D L5, [TFHROBE] BNELAL, WA ERRENORBNR
WG ThHb, (W7 ADVA] R [KEL] LWvolipo ik T#E»
OED] BY, BB [LADEDTRWE S A<y F] (“immaculate white
bed”) DHHFAINT WD, ThHLOHEYNRIRRI NS TFIEE, [HROFHL
H| T [HVWEhED ] DRWEIRHERBEFLL T, RIS h
T BB L WS B, EEd —F v OBRICRWER % X 51, LBl
XD HIRPCHNRICL B DT, EMTEEMNRBECE SIS, 2
MOBEEBI LMD IFHEH LIS [HoA ANy Fl it %, [LADE
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D7e\ ] (“immaculate”) &\ S TBAFBMNCT WS, TH B 588 ]
(“immaculate”) ZEEIE GBI TR D12 D L DTH Y . BB DI HY
DA AL T DIV, HYEZHEL WS EROERTH L, ZoZEMic
BHAATWD X 5CR 2%, BELL@HL b o EHExBiD 5 & &
CE5FT5L51C, Xy vaid 5T 2HEWS. EFEWEOSICBE
THIET, ZIHbLBEbLRTL AEME YR TS (X | oRFEit
BTHIENRDLRTNHDRE, HHMCHEBEIND Y 4 V7 2 X550 15
BEX | 1T, AT 4 — Vv XIEFHNARTRTS s TEHEYPLIITS, Thb
DEREE 2T, KT, TbhbDRLDOFE] WHEEUTHRE S,

[Fv 2y oy ] OFEBHRECEN b RL0F] OF—H T, 4
D& D DFRICENCENIIERE SR I E OO B linh Th %,

Clear water in a brilliant bowl,

Pink and white carnations. The light

In the room more like a snowy air,
Reflecting snow. A newly-fallen snow

At the end of winter when afternoons return.
Pink and white carnations—one desires

So much more than that. The day itself

Is simplified: a bowl of white,

Cold, a cold porcelain, low and round,

With nothing more than the carnations there. (1-10)

[k o TBAEK] B"HY, ik ALYy 7DH —
F—vaV] DELTHL, [FXRHT K] BNHEICELAAR, SRk
2N B BRI L, ka2l flinhCnb, E22%GEY Tk THAH
IR TWD] ZEBRMTH D, WA [HVEE] 1k W], MK
Wl D ELT, HEMCHAINRTEY, ¥V Z7oRBOERHED [H—%—
vavblEbEHHTTERN] WSO, E5RbilEh) Tk - T, Hil
LI NncEYoHETIHMEELT, TZThll] DboaRDHLON [bh
LORLDFE] THDH, EWVWsTELLW, TOFFHLE LT, G Fik [ —
F—vav]| R [$k A5 [F] LML TAHW] GATERETIRIIVWDS
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niewl, HFERCALALKDL, [MiAOKZD X 5 7] (“like a snowy air”)
Lok LTHlinnh, EREMAVWD I ETEBRMRERZREAEIRE T, FBR
HWEERBPLTNE LS5 TH b,

HWEOPTICE AR AT S X 51, B MTIX, F—do [Tl
X1 (“complete simplicity” 11) oz, X 7F] (“vital I” 13) 2MpHik
T LT, BB REDU EoL i TA] (“one” 16) D3R HHET 2 fliH
NnNs, ToOFWHEbHLAHA, D HAR] (“natura morta”) THHE—#HD
i L, TR WS T AKOTREINEEEZBRL TW5071E L%
z2bhd, iz, TAL &5 MMM R A% W CRO E kA —iLd
52 LT, MENFHCAVIALRMAE Y 2, ZOFLRE LG ed#iny
B, BEREL VWD E WD, ofihEREE 2T BEETIE, v
V7 ARADFFCHRICE 570 [BEEX ] NRD X 5 I/ EI NS,

There would still remain the never-resting mind,
So that one would want to escape, come back
To what had been so long composed.

The imperfect is our paradise.

Note that, in this bitterness, delight,

Since the imperfect is so hot in us,

Lies in flawed words and stubborn sounds. (18-24)

COEZHTThbR TV H01E, BENTHEHIELCFESCHDmAE Z &
D, FFCXBT7Fuh U TH S, [RLTEDLEILROEMN] 2 TF
721 (“still”) BB EVS, BAFTIE [FHIEL] 2w BERAEFED “still”
L5 BEEDN “There remain ~7 &\~ 5 Biffi7siEcod T, ik & 3xFD
PE A Tt 0B X I8 5 dic, IREOMGELRE T R El
FDOBERTHWORTWS, £5T52 LT [0E] oML, ZBNEHY
DOREZRT R iiiclfEbhicb ol b [T b, 22 [R5
Ewvole, BEELIEDIRCERBBEZ AT ENTELDIE, Tz, #ED
Fit, MMEEICXEZOOHE] EFEETIHN, O [REEI] #HLT
WBHZED [EO] 1k, [RIFESFOFE] & [Flcfazwil ofic,
wE o FYs [ENT] (“liesin”) H5H X 5 [HEE 5] (“liesin”), [
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o] F—doEmie L, 2bbik [ETHEW] (“sohot”), W5 K
WCTHbD, =V /7 27 v 27 (Eleanor Cook) X, T®D “lies” &\~ 5 Byidik
“delight” & DFE—EFDONBEIC L > T, T (B 28 MEE2>< ] (“lies”)
boOREL, WAPESEZTHS LS HEAHH] ZRRLT0%, EW)
BURROEfIZ L CT0d (135), - THIUE 20 “lie” &5 FiciEh
DEEHEOCEEBLTC, AT 4 =V v XX, FRHETEDTCEBMNCEL Z
LT ETEIRWN, WS T4 )7 A XHH L, HEITIE I [FIRAZ v
Hl #RFEFTREI-bRENZ L [EDY] #&LSH, » 2 Rz aWcAL
L FIRFCAT > THAETWDHDRE, BLED X 51T, AT 4 — Vv XD
CEWTIE, FPoRBNRHTINHCEEI R T2, FWE [RDH
HEH] LLToBRTREL, ot [FikxhWE] &5 L
T, BB BEMNRBERCE 5T 21F L, SHEEMThsrinrE{osx
THFLNIRWEEDE, LW FADOTESY Thh bR+ OF] itk
Mo ZENTED0d Ly, FBELENEI 220 0EiEE W5 Ik
DEEETHICHR L CWIRAT 4 =YV R E 5T, 74 VT ARDFFD

K57 587 BIREHIX, 1Xehh 200D TH5,

o bDRLDR] XY 4 V7 & XEMADILE &\ 5 D % 12D,
BT LB AT 4 =TV ROEHYRFDORETH S L\ 5 bIF TR, Z0DH
WEFCIE, XU O LB THZAL I WICIREBICE s e EW %  fidsh
TWwab, Ik zid, 75 20K (“The Glass of Water”) &\~ 5 550 'HUH
TiE, [ 777 AFECET] (“That the glass would melt in heat,” 1), [KiT#%
LT A ] (“That the water would freeze in cold,” 2) T Eick b, BFEEW
R ORIV H X 57 [oofmokk]] (“between two poles” 4) 125
N EINIIRETHi» TS L, Tey7ofkdlll] (“A Dish of Peaches
in Russia”) &\WO5FF TR, k) DAZGIEHL L5 B ItEamOTcHEy &
L CHgmycifinsii <% (“I did not know / That such ferocities could tear /
Oneself from another, as these peaches do.” 18-20), Zh b DIEMITOWTiL
T TR DD EATHIZEN B 5 DT (Brogan, Costello), T HBAD
WA, TR ES AT 4 =TV AP, HYEREBNIRY 7Y XAk - TE
RTEREZZTNDH I L, [FRTERER] BHEDOATVEE AL THD
LB BN TCW D IR TE LA 5,

MR ol obc, Tbhbol+‘0iE] oRiCE» Iz [HY~0 il
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(“Prelude to Objects”) Tit, SLHEMNEBICRERTICHEYDORRE HRA B

ANDEERL DV BEI AT D, TORFE, 214 v EEB, fFACHE T
T, Fc L - THERI IR E TAEC] (“self”) & DBAtROAT; & 16
T5, EWHBER S T0D, BTFOIHMIcERTNS X 51, HEWIHLD
BREZBOFR T, AL ELFWE TR RZITOfFAETIHRY,

If he will be heaven after death,

If, while he lives, he hears himself
Sounded in music, if the sun,

Stormer, is the color of a self

As certainly as night is the color

Of a self, if, without sentiment,

He is what he hears and sees and if,
Without pathos, he feels what he hears
And sees, being nothing otherwise,
Having nothing otherwise, he has not
To go to the Louvre to behold himself. (1-11)

FNIEINIEB DRI OR T, FACHEELEAIL IO [ (“he”) X T
%1 (“color”) 1T X BT REERIZF TR L, R ERONCL D TH
O RMFREMEEI T 5, L (A EEOF TS D %[H
1, Mk, BRI D ERTLDTH D] TebiE, ] 1k, [r—7
M A& AT K RER TN DIEEVS, ThiExT bbb, (]
ik, M RR S IR R R A — TN A S BE Tid7e <. “Sounded”.
“sun”, “Stormer”, “sentiment” W5 FU “s" HToOKEEXWEL LD [H
L) Yself”) ZRWIEINAREFARTEL DD, EWVWH T EEERT D, i
o ) 1k, T&#E] (“sentiment”) X [FEX ] (“pathos”) &\~ 5 AR
HEEZHPRINIRETHEI R TS, 25 LEERORSELEZET, 550
i3 HE8 Tl “the walls” (13). “the marbles” (14). “the stairs” (14). “the
windows / Wax wasted” (15-16) 7z & DR CH FLA T EARD B © H A, “That
the guerilla I should be booked / And bound” (20-21) L EHINT\5, [7V
7] OX 5 RED [F] &, MEWOSWETHDT 7 A hickidT o
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Be b LT, MRAZR], BAIRS ] WH, T7b 307 ELTHinh
TWb, KEITXDFHMCOMTE L5, COFHEOWEEEZNM LT, 2HF
FHEY ERIEONICENINS I LD, DED X 5, [FHY~DF ]
DHNE, HFADRFYEED L SRR T D0, LWHFIERNAETHZ LT
e, REFRELTCORADVLYHEIESH LT, FWEFAORIC
IERERMEARET DI Eed b, TTRMHERALICLSIC, V4 VT & ADFF
CEWTIL, FEROBEBINREE L TOEMTIZEAEBTRAATHS LS5
RRCH >IN Tz, ThIXA LT, AT 4 =TV XDOFFERWTUL, FY
& A OO T3 B ALE 2 (2 —# R < 2 & T, BRI 7eidi#
ELEELDD b, AR bARIAE L CTEREFYORCNEI RS, &
WO DD T EDG D BIESD, TTETHTLSE, AT 44—V VAT
EoT, FYROCACOAREIR, HENEBRONOZCHHI NS DTk
7o, KRB BIT 2 HIRPEFEOFHNEHOREEZBEL T, X 50
ARRICRALDIEEEZ DT ENTE D, T L THWFREZELRARIL, T
SETOLDOEEDOBNANEFEEL TN Z LD,

v

PR D] ORIEHICH b “Canonica” 1%, HEOHY Ty
D, [TIETEH 0B ] (“The Man on the Dump”) % R E iz iziEn
D D% ( “The Latest Freed Man” ) &0, Wil Ehic TA] ~NETERE
TIETHCORS, R TTIHTHOF] 3, bhboR+L0F] *
[F~OFih] DR IR I, S 5815w & LTl
CEMHEETH D, T, TOFRIKIE, ELF=AMFALDOILHEORELHT
BHole, FHHA A=Y DRIFHORKCOWTORENEG TR TN D, Lo
T 74 V7 2 AMEMD AR DT, IR FARHROLAEMADIEE L L TH
[TIBCHOF] 2oMTHIENTEHIEAS, ThbolrEEzio b
T, [TI/HTHOY | T & T, AT 4+ — UV RO WFOEFMEH Ik
BRICHER L 72\

[TIHETHOT] OFEHTI, ibhklkolcTID X 5 eHEYorh
T, ThbEFNA 2 —v ELTHNAL X S EF5F0%n T2,
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Day creeps down. The moon is creeping up.

The sun is a corbeil of flowers the moon Blanche
Places there, a bouquet. Ho-ho . . . The dump is full
Of images. Days pass like papers from a press.

The bouquets come here in the papers. So the sun,
And so the moon, both come, and the janitor’s poems
Of every day, the wrapper on the can of pears,

The cat in the paper-bag, the corset, the box

From Estonia: the tiger chest, for tea. (1-9)

(KBS 2 TH] Ewvwote, 34 A—UD 27 ) v =13, HENREDCH
T, TIB/THMAL TS, TKBE] 1k TTENLZHiD ] (“corbeil”) TH
. TEAWHA ] (“the moon Blanche”) 2% ZiciE W7z [TEH ] (“bouquet”) T
HBEVS, o [TER] 2 THEK el Fh T sHEagiekizénws o
LR, FA A =R R E IR T IO T EL iR Tnwh L, Ok
FFEZHIENTE D, W0, [TIHTHOY 2h5MoEwRFE LT
E2HIEDIE, #oeF—7 L LTILBYTS [TER] OHRNITERS
WIZHEH L7 e binwiEs 5,

CZTCHIE EFRCOWT O A BB IRIC, AT 27— ML HUHMI
NN EBRT L LR LE 5, (ERIARDENDEDL LD, BOE
REPBEFECL > THEIND ZETAINEVEINTELDTHS, b d
Erhig, AR ELEATHEIELOIHEL LW, T LTEHEICL -
TIED I o R, BRI 2@ H 5 X 51, (Wb CTIHALILR
W2l D72 (Freedom 152), ZHICHE X, [T IHTH OB oFHHEHTTFE
INTWDDX, HEWREDOIT S RIETTRL, FNRSEORKBTLH
H5EVZHIESHS, TIRIIEBBAA, V4 VT ARDARELT, vv ViR
EolmEDTHENP, T.S. =V 4 v b [FEH] (“The Wasteland”) &0
R D € X = X ALFOIFEL L Tn o o lEi~ D, HEEARR I D, A
T4 =Y REHEHORRE S Z LT, MMOFFALZAOAEND FiEE
TFAELISELTWR I s1illbhd, 37abb, TOFTITHhRTWAD
X, BEMCERSPEELA G INCTEN. HRPREE L ToRkEE#& 2
X, WHRLTEDONERYRT O, &5 BIWIcBT 25T
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BHhH, FLTZZT MMEFR] 1%, o TR TONL LY., MW ay
77 AP OHICHEREL T, BiiccfEYESTooltigE LTHWLRATWS
EEZOND, "5 THE, [HRHO@EEM ] (“the wrapper of pears), [#
£%] (“paper-bag”), = A b =7 pEDHi] (“the box/ From Estonia”), [FEEfE
DiE#] (“the tiger chest”) &\ o 7cFHPIx, [TEHR] LRI, 7ol =3
T2\, 23O CREMfEPREREZ R L Toniceh b DAL, 5o iR
ML M WE I 2H)E L THRRIR TV B DI,

%t < 85 W ClX, “The freshness of night has been fresh a long time.” (10)
%, “heads / Of floweriest flowers dewed with the dewiest dew.” (18-19) & \»
5% 51, FUFFNA XA —=IMED B LR TEI &2, PR FEDK
BIC X o TRIHINTRY, LD XS RFFATHLDOELD, G0 Fics > TR
BB DEL TS TWD I ERHLNTID, LL, BE#ETIE—#EL
T 94 V72X [FieE] . =V 4y bo ] OBFHICL BT

[F] Lo FHc#EA#E% LT (“Now, in the time of spring” 21), 4
MCFFOFEMIC D5, [T IHETHICH5H L D] (“the things / That are on
the dump” 23-24) &, [T IH{BTHIEH 5 L 5175 B D] (“those that will
be” 25) & LToOHEY., TibbEiEohT, TARLEDLh HZEEEL 5]

(“One feels the purifying changes” 26) D72 &EFED FILFHL TS, T
D ThhboBRLtoR] Lk, —#ibEnic TAJ (fone”) W5 A
s 2 &C, S IRFTHEIMERL TV BREY, RRROFAEZE T
HERIORLTAHABE LI ELTWDEDREZEZ DT ENTE S,

ThTik, 2o [Lkbh 2] L3—Flcos, L5 EVADOARE
HRILBEZ DT DR HEICRRI D,

T"A5 4 — v ABMOFEE Ko+ —v 51 (Auroras of Autumn 1950) 121,
WL lRIC OV CoKR A R IR, TBEXodh D8 F | (“Bouquet of Roses
in Sunlight”) = 1% ] (“Bouquet”) 2o [{EH | 1CBi%> % B dyaf o Ml g X
NTVDH, ¥4 V7 AXEMEDIEE &\ 5 KoM |2 2 Tidfidb i,
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One sits and beats an old tin can, lard pail.

One beats and beats for that which one believes.
That’s what one wants to get near. Could it after all
Be merely oneself, as superior as the ear

To a crow’s voice? Did the nightingale torture the ear,
Pack the heart and scratch the mind? And does the ear

Solace itself in peevish birds?

Is it to hear the blatter of grackles and say

Invisible priest, is it to eject, to pull

The day to pieces and cry stanza my stone?

Where was it one first heard of the truth? The the. (35-48)

SR ClEE W5 81 3. FEWoEENHEm SR IT L Tl
HINTVDHICERTVD, 12—V [F] CE#RIhTWL07, [#
W~ofFil] SRR, T/ THoFEYEh o TAD 3 WERH
WA 2 =Tk, [35) odic TE#E] (“the truth”) ZRIZ5 &L T
W5, [EEm] ® [7—-FoMm] ZMEHETFL2ET, TA X TAZORE
7] (“that which one believes”) %% 5 &L T\5%b, ik, M Bt
E~D EM] Cbelief”) Tikie ., B FoRG IR OFYOh» B, A
STROFHEIRFHERL WA DTH D, £ [5&] k. [TEDOHS
AEr] (“merely oneself”) 7Dy, Th b bEor < ViRFACDALICK
512, 455 —n] (“nightingale”) ®° [& 27 FV & FF] (“grackles”)
DEEFEICRIGTHZ ETHLNS LD DD, EEMIHL, bIHI 1 4
Y v Z K THRI NI “Invisible priest” <° “stanza my stone?” £\~ 5FED F O
DN EEAERICHRT 52701, BB 2] BOREFEY [F5)
EWESZ ETMIME L, [Fr] % ThH] EFRICEL 2 & T, FOFEYY
BALL XS &EFT2E) FOWRDEEN LD D, 1208, ThOLDOFEDOFERAE
X, JBEFREETHRVERbRD, TCETAT 4 — VY AOHWHLRHAT
Sl rFEE N, T X5 nFEns (2] X b EER [HEH] Z1ERMD
RBICABTIENTEDEEAS,

HEHITREE, BETO TANEESTHDTHOEHRD Z EZ B\ TeDh ]
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LS BERTICR T 5% 2., “The the” &\ 5 EHEFADKBETH %, —RT5 &,
Zo “the” 1%, EEW®WALTE LT, Bifile B RCrMInichro X 5 ithz
b E5%H, ZOH®D “the” 1k, [HIE] (“the truth”) & FEBRICH 5%
FAELTHEbLRATHASB LY, TV 7 Fv e ~n<w— (Langdon Hammer) 23
MFasxowc, L [HE] twoEREEmERk-oTeb, THE] X [H5
B (“atruth”) O X 57eb o0& LTEREIh, ML LER TIdlt-
TLES 107), ZThix2F 0, A2 DEYWOH/EI/ET LT TILRL, Lk
B U, TR T 58 dEm 20, B L LTUHED S b0 En)
TERAHS, T Tk, TOWEHEEWE I LS “The the” &£\ 5 [#H]
 [H<] TERE->T THE] S ZERTELDRE, 5 - THIUL,
HYO DY HREERIE, BWCEREMN 5T HEEN, B LW SOEBKEE A Ff
DX SRR B ) A 7 AN, [TIHTHOE] THMThbRhTWbHDTH5H,
b BEWRAMEE- I A DNE, B REEWR (5] TLRW,
[TI/THOB] Tk, ZEMGEINCSESY TER] W5 8o g
TEL, B TENDMEVHE IR T, HIRPCLREE L CoOEREL R, FiEd
[F] TR T BERBENMEIN T LD THS, TDXS5IC, SiEc
Lo THEWERLT DN, SELOLON [F] ° [F] LWSFEYTH
5 EVS, ORI IS ICHE Z L BIR DR S F RN £, A
T 4 =TV RO OEHED D S, FRHROFFATZ DL, FHA 2 —v 0
il 3B 2 BB T TR ER AT - TOICRHIT, AT 4 — T v RiE, 1 A—V%
TEV T SEOE X ZD L DL KNS & LA FHEDFBL L Licn?s, %
DOBZ, Bz THWE WS WRERD AhD T ET, 1 A—VDRJZRLT
HREIZDTHD, IHIL, [TIHBTHOB] ORBICAINTVD L 51T,
HE L COFE, FilchliEer 5 2 2WEEHi< T LT, VI FiRE
m@ﬁ%ﬁ&waﬁiﬁka&to;_L‘ﬁk@éﬁ«oﬁﬁk‘ﬁﬁ%
BBHZENTED, AT 4=V VAL E>TENICHEYHE L, TIDXS5
R Y Th, SELBEYICHREST S 2 LT, H LWERefifi 25 -
7o [HER] #4EAHTZEDTEXHHADI S TAHOZ LRS00 G L
=\,

TR OS] TR FHEWREORRNDWHLNRI S5, AT 4 —T v R
WERBAEA L THHOMMCREMEARN TS, HEN x—2C
LJI:@‘Z) Z L, FHOWERERIAET TR, ZDX 5 i ADRITELZAD
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b, iy vV EDERERGHICHEEIEDL Y 4+ V7 2 XOEMIE, WED
W DT -TeDEAL S, b bAHALTHIL, AT 4 — 7 v AT
ICEBNTE o e, WS T ERHIICERT 2 Tk, EEEoL, A
T4 =T VAR, Yy VO ELHRELIZS 2T, FrBTnsrin
5 RIS, FRRHATIERL, LV BBEMC L TEIRWERE AL
ED, AT, AT 4 =TV RAEEHEENICOTH D, EE v 1V
7 AR EW S RBH B FOEME B O COWICHAZEHRE T IVWbHh
Tehhotck 51c, AT 4 — v v Rk, UREMAOHLEREE TR -
120 T2 22 DBOLR, FFCR TN REEZIRL 2 ER”"BH oo LT
b, HRHE. AT 4 — UV ARALO A RETEEREEE LT,
LCHEL TN e Wz DA S, £H9FZEZHERRAD, AT 4 —TVAD
FRFIC AT RE DL, FFEWH ¥ v v o AR HHBIC FR T %5
ADZETEI L, FFEfsBEAEM U, ik 5 B Al s b 27z, FFAD
ERED—I I D TH b,
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Parts of a World and the Others: The Philosophy
of Art in Wallace Stevens’ Still Life Poetry

Yuki OGURA

The purpose of this paper is to explore the matter of representation in Wallace
Stevens’ still life poetry by comparing it with his contemporaries. Despite the fact
that the still life painting has been considered as the common and ahistorical genre,
Stevens introduces them into poetry as a mode of an engagement with, rather than
an aesthetic escape from, the historical reality. Indeed, still life poetry in Parts of a
World (1942) can be read as a poetic resistance to the contemporary “Imagist” or
“Objectivist” poetry, especially William Carlos Williams. Firstly, the controversy of
poets can be identified in the prose. In his introduction to Williams’ Collected Poems,
Stevens implicitly criticized the realism and the visualization of words represented
in William’s poetry, referring to Gotthold Ephraim Lessings’ famous distinction
between visual art and the verbal art. In this regard, secondly, it is not surprising
that many of the poems in Parts of a World are composed of the theory of art and
poetry against the particular trend of the Modernism. “The Poems of Our Climate”
rejects the immaculate description of Williams’ objective poetry and fixed state of the
still life by interpolating a subjective metaphor and the intractable power of sound.
“Prelude to Objects,” moreover, declines the poets’ epistemological relation to the
world, and equates the ontological state of poet with objects in order to suggest
the materiality of poetic language. In a similar vein, “The Man on the Dump”
develops the argument of Stevens’ still life poetry, in which we can see how Stevens
answered the Modernisms’ endless innovation of the fresh image. Notably, the
trash of this poem includes commodities, imported objects, and the still life like “the
bouquet.” The bouquet suggests the fate of the image as well as a poetic language
which has significance and freshness but is destined to decay. The cycle of an image,
finally, reaches the transformation of the word as the final line makes clear: “Where
was it heard of the truth? The the.” Thus, the definite article acts as a noun, and this
wordplay exemplifies the transformative power of the poetic language, by invoking
the words in their purely sensuous materiality as sounds which are not included in
the still life painting. In conclusion, the insight and the trust of language represented
in still life poetry differentiate Stevens from his contemporary poets and visual art,
and show a part of his philosophy of art.
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