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Allen Ginsberg’s Poetic Rhythm

Tomomi Tanioka
Abstract

This essay examines the poetic form of Allen Ginsberg’s works,
focusing on his “one speech-breath thought,” by which he means that
one line contains one thought. Several critics, such as John Clellon
Holmes, Helen Vendler, and Tony Trigilio, point out the importance of
the rhythm of “breath” in Ginsberg’s poems. Until 1955 when Ginsberg
wrote “Howl,” he had struggled to grasp the way to compose his poems.
Finally, he found his own way of composing poems, which is called “one
speech-breath thought,” when he completed “Howl” in 1956. His “one
speech-breath thought” is to be based on his “breath” (Hyde 1984).
This new way of expressing himself enabled him to project his inner
voice in his poems. In order for his inner voice to be heard in his
poems, Ginsberg tries to introduce repetitions, “paratactic style” (Burns
1983), and syncopation. When he writes poems, Ginsberg makes every

effort to come close to his own breath in his works.

ALY %z 55— (Helen Venlder) i%, 7 XV HLHEIIBITAHT
L - ¥ X"—7% (Allen Ginsberg, 1926-97) D&z LT, [E]

\Z¥ B L, “Ginsberg is responsible for loosening the breath of American
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Poetry”, &if~Tw2Y, 72, F=— - FYFY+ (Tony Trigilio) &,
FUAN=T L X5 - 8% F (Ezra Pound, 1885-1972) & DX
REBLT, ¥VAN—0 [B] 228327, FVAN—FHED,
B0 [E] R ICEA%2BEEER 2 To7 2 L 3EETH b
KR TIR, ¥FYAN—FOHBIEEY YT, HOEREED [B] &
DEFREBRET B,

FUAN=THEGNFEEZ RO DL, EIFaar 7 RFEICA-
TZIMIEDT ETH otz 2 THIEZ, Ea—Vyyr—ERATHS
<~—% - %y F—L (Mark Van Doren, 1894-1972) &, /NSiE
TXHHFERTHBIFIAF AN Y Y s (Lionel Trilling,
1905-1975) 2, M HE SN/, SHICFITHIE, E—Meb, OF
D4 )7 -8y X (William Burroughs, 1914-97) £V v v 27 -
rv7 v 7 (Jack Kerouac, 1922-69) (ZHEHIDTH b, ¥ AN—7
XS TRER B L, FFRCFEHFTICEL T, METH SFAE LFM
B 7% 5T EERRT RIS LIED 720 ROMBIDOIERIZ, ZOFFIIBNT,
ELE LRV ITERNTFER Lo TWa, [BEODOAXRASHA]
(“The Shrouded Stranger”) X, #9295 —2DFITH 5,

Bare skin is my wrinkled sack

When hot Apollo humps my back

When Jack Frost grabs me in these rags
I warp my legs with burlap bags

My flesh is cinder my face is snow

I walk the railroad to and fro

When city streets are black and dead
The railroad embankment is my bed
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I sup my soup from old tin cans

And take my sweets from little hands
In Tiger Alley near the jail

I steal away from the garbage pail (26)

i, 922 %5——wHi5E] (Empty Mirror: Early Poems, 1961) |2
b 67z, 19492 H51EICEDPNIFTH L. ALP2IZ, R
B LR E Lo Twb, 72, AF YRR THL, ZLTID
L, [y 2] (sack) & [Ny 7] (back), [T v 7 A] (rags) &

[Ny 7 2] (bags), [V xA)V] (ail) & [=4N] (pail) Evio72k?

(2, AA/BB AR THEBLZEL., 256101, ERMIIFTETA T~
v osD)Ab%kbkoTBY, [v4 7Lvyial (Myflesh) & [=
4 7z A4 X] (myface), [y 7] (sup) & [A—7] (soup) &L
AT LI, FEHEAEATHWLZ b b, EH)RLF U AN-T1F
FER RO 7L, FOERMBIEEZ BEICTFoTWL)Thb, £
DEHDOVEDIZEZOLNDLZ LI, HOLBTHHNA R - ¥ AN—
2" (Louis Ginsberg, 1895-1976) DOEENH b, VA A - FY AN—=F
i, R a2— - Dy =Ty Y U TIIBOMNI-HIBFEATH ),
Y bPIN N R = VTEETEZ, HiZT M H—X K% (Rutgers
University) THHEELXE > Tz, Y3 ¥ - 45 )V (John Tytell) (2
Ene, M VAR - FUAN=0) 3fbe v bk, BETLHE
Bl XHFT B725 ) EHROMESR 2, BAALOOERETH S &
LTw7z] (he [Louis Ginsberg] valued culture as a vehicle to inculcate
traditional values which would support existing institutions)® . o ¥
o, BELLNVA RAIMERBTFEICH L THREECALLHENTE 5,

ZORRLELT, BROTL VR, [R07nrig) B E o 7-E6 0%
W, AR C BEICTRRDE S oV & v v AR R L Tz
(was imitating Renaissance forms with an ornate, overstylized language
that was often woodenly lifeless) DTH2Y, =D X I RIRFHI 72 CHED
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bET, TLVIE, EPZORT N Zo7R2RITH L, ERIFE
rRALIELIEE, WOLRXBESLHEEINIEEbI TS, IV
A21F, T LREOHES Lon) LTwziFiud, 20f2idd i %
v:] (unless the shell hold, the kernel is not sweet) & Eo7:& 5%,
LEFF > AN—71F, KB IEET 5 EE S NABRFEE T 6
FBERED, FRELHEOHMMHERORL T FIT, FroEBRWEX%L
HEHBTREPEH D, LOFHTEREN D o7z, EIZhBRALHIZ, TH
EODALZRAIGAAN] TlX, ZOFOERIEHEHFEIIL-2D L
BELTWZLIHATH 72, LL, 2DHDOF Y XAN—FDE
mTIE, ZOFMERPEZFICEMEZRT TR ZEBRTENS, £
D—fFlE LT, [#K] (“Songs”) &) & A MVOFEFTIHT 5,

The weight of the world
is love.

Under the burden
of solitude,

under the burden
of dissatisfaction
the weight,

the weight we carry

is love.

Who can deny?
In dreams
it touches
the body,
in thought
constructs

a miracle,
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in imagination
anguishes
till born

in human — (111)

Z OESIZI9544E ICE N, [AE ) OBEBIE] (The Green Automobile,
1954) 1B HN TV 5, ZO5HIX, FORRICBWTHALELAS
BENZZEERT, FYAN=TRZZOEMIBNT, FrzeZ el
DS %EIET 7O EP L L) THD, HIT—E L UM LE
THRREEHL T D, 2F 0, [HK] IR Y b2, MR, BHE
v, 22, AR, BlFEL Vo 2BMED IV SWER SR
T, #FAE (8] 2BBMICKRHE L, Lo T, ZofEmi, [&
EODALRRMOBN] CHRTHELbDE R o7z, FVAN—TI
R LRRBAFENLEE, CLRORBICEESRYREBLALL) THS,
[HHRDEAIL] (The weight of the world), [%E72] (islove), F7:, [FA
72 b 2NESREMA ]| (The weight we carry), [E£72] (islove) &9 KH
WCROND L) REVAEITT 2O RER, H#El, ZoEROF—
T—FThsb [F] 2BRATLHL), FHELHRELIALLTVS,
FUAN=TF, AXTVRAMEHREBL, 20%I v 5r—Y - Ky
MbHPRIRL L) 2FEELBEL TSI LT, DWIIHEERZ
BARDBEZITHLE L 728 ) TH B, EWE, 74V TAH-H—BR -7~
1) 7 5 X (William Carlos Williams, 1883-1963) 251923%E (2R L72F
%75, [#RVF#HLE] (“The Red Wheelbarrow”)® & ERLS % &2
L72ddZ, Y1 TAREIF VAN OFRIEREEES®5 2T
Wzl T ASTRBT 2 591, FYAN—7I12E o TOFEE, W
WCZERERHIT 200, WHCHEICHFZDFLEET D0, L)
FHENEATZZ LIZERE LTV 5B,

1955460 8 A, #iddHh 2FORMEX AT 5. ZOFIEHKIC, KR
%] (“Howl,” 1956) LIREND £ )27k b, HIZZOEEOLEE, DT
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DEICEABL TV S, [TLY - FYAN=FDFIZDONWT] (On the
Poetry of Allen Ginsberg) (BT, W|ETHHLNVA A - N1 F (Louis
Hyde) X, ¥ AN—=ZOEWEIZDOWTOZ LIZ%EFIHL TV 5,

By 1955, I wrote poetry adapted from prose seeds, journals,
scratchings, arranged by phrasing or breath groups into little short-
line patterns according to ideas of measure of American speech I'd
picked up from W. C. Williams’s imagist preoccupations. I sud-
denly turned aside in San Francisco, unemployment compensation
leisure, to follow my romantic inspiration — Hebraic-Melvillian
bardic breath, I thought I wouldn’t write a poem, but just write what
I wanted to without fear, let my imagination go, open secrecy, and
scribe magic lines from my real mind — sum up my life — some-
thing I wouldn’t be able to show anybody, write for my own soul’s
ear and a few other golden ears. So the first line of “Howl,” “I saw
the best minds etc.,” the whole first section typed out madly in one
afternoon... (PAG 80)

i, FUAN=TD [[R2E] OBRMEFEIIOVTOEZEE]

(“Notes Written on Finally Recording ‘Howl”) 225D X ¥ b O—ET
bho TOFANS, [[F 2HTwBDTId% <] (I thought I
wouldn’t write a poem) &\ —{TART L H 12, F¥ XN—=FEFED
B, W7z BlolERZROTE) Thb, dbidREri2id, [T#] 2
B LWIHIEHRIRL, o wziE, ROBEIR (3] 2
b, FELWIEEEL, L) FaNEDro L) EHIT,

iz TE] (breath) &\ 9 Z EIXIZEBEZANT 22 Ebh b, ZOB
MZET, FAIFE (B LI LLETERL, FMEolRz &
) CLICKELHERIZ Tz, B, KBICWY LT TH%
DOALZRMORN] BIEURLAL I, KBOKZIZ L A{EHIE
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XRRIC Lo T Shize 2Ok, [ EWIHIFENELAZLIIC,
SRRV EER LA OEHS R TOFEFERRELIIE L. ZL
T, PVWIIHFANZESHMED [B] 28BRALZL)THE, 20 [~T
FARAN T 1 VISR AD R | (Hebraic-Melvillian bardic breath)
[Bani&EH%EEHKS ] (let my [him] imagination go), [HSDE®D
LS THHMA2EFT2EE LA L] (scribe magic lines from my
[his] real mind), # L C [RAOANEZEH L 7] (sum up my [his] life)
DTHbDo £SIZTOBM, FMNIELELITRD TWIEE HOFE
FEEROT DI THE, FVAN=FZEoT, DL REHRD
HEZZE L [B] of&id, Z0BOFETHRENEEZHRL T
T ithb, ThHEEZEICHN, [R25] OBEZFIHT 5,

I saw the best minds of my generation destroyed by madness, starv-
ing hysterical naked,

Dragging themselves through the negro streets at dawn looking for
an angry fix,

angelheaded hipsters burning for the ancient heavenly connection to

the starry dynamo in the machinery of night, (126)

FUAN=7F, BIZE TBER: FRICL > THIES N zEOHRK
DEROFKMI:bE #lz Wb BT] Lvw)—I7%, —ETHL.
#FANiZ, TEVE#HT] (the long line) #HE# L, HTIIFAO—ETU -
72D EREL, TAP—2ODEELERL, TOFELHEL [—1T—8
E# | (one speech-breath thought) X IE5Y, [K% 5| 2BV, ¥
AN=FDENELT:FNZROEVETIE, i) E—B2ETHLITH
b0 LM, BRARZOEME, FICHL TRUMET 57201281
L72Z Db, G, RomHoRFe [R5 OMIZH 5, F
MBEICE L CERRHEZBICT A5, FYAN—FOFEH
T AHREN, RONWER, LWIBELrS, HEHFONH, KOk
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OWKY XL EWPICRERBTH, Lv) RN EfbL -2k
BB, HIZEoT, FONERLEKE, Sz b L SHERHIL,
DIFRELEROENT L LR ol AR, EAL NTHERMBES
REINFTEME) LR, HEDVTITOROALRLIHAZTRELDOT
Hbo [RZBH] LRKKIZ THF4 v 2] (“Kaddish,” 1961) 2B\ T
b, TOXHIBRFIAIN=TO [—17T—BBE] BRZILNE, £D
—FELT, [H7F4 v o] OBEEFIHT 5,

Strange now to think of you, gone without crosets & eyes,

while I walk on the sunny pavement of Greenwich Village.
downtown Manhattan, clear winter noon, and I've been up all

night, talking, talking, reading the Kaddish aloud,

listening to Ray Charles blues shout blind on the phonograph
the rhythm the rhythm —— and your memory in my head three

years after —— And read Adonais’ last triumphant

stanzas aloud — wept, realizing how we suffer —— (209)

[(hT74vval OR¥EEDDE IO [F5F] (“proem”), FEHD
(Y5 ] (“Narrative”) (&, TO LX) %N 75 7BADL ) RBORN
FTTHDHOCENT VD,

Varv -4 TVE, ZoX) a#EAFEICHL, [EEcHCRE]
(complete self-revelation)® &2 EM% YT, ZOEELT, KL
5] KL TF Y AN-FOFRREHANBEC R LEmERD,
ZOBME, [T#H #FTVBOTELRL] &, BZLLLZ0OYURD
DERBVIRLZDES ), BADIDE ) RELZ, WETHE, HE
BESINALBRETHLDE TONNBEELZIF AN LRI, HEH1RIC
ERk L7, [H#E~ ] (nakedness) & \9)EZOFBICHEB) L2, ¥V X
N=271%, [7%) - L2 —] (Paris Review) DA » %% 2 —T, #ED
Bo THCRE] 1220 T, MEOBRICERATREZLEEHSLTY
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[WThat happens if you make a distinction between what you tell your
friends and what you tell your Muse? The problem is to break
down that distinction: when you approach the Muse to talk as frankly
as you would talk with yourself or with your friends. So I began
finding, in conversations with Burroughs and Kerouac and Gregory
Corso, in conversations with people whom I know well, whose souls
I respected, that the things we were telling each other for real were
different from what was already in literature. And that was
Kerouac’s great discovery in On The Road. The kind of things that
he and Neal Cassady were talking about, he finally discovered were
the subject matter for what he wanted to write down. That meant, at
that minute, a complete revision of what literature was supposed to
be, in Ais mind, and actually in the minds of the people that first read
the book.... In other words, there’s no distinction, there should be
no distinction between what we write down, and what we really know
to begin with. As we know it every day, with each other. And the
hypocrisy of literature has been — you know like there’s supposed
to be a formal literature, which is supposed to be different from... in
subject, in diction and even in organization, from our quotidian

inspired lives. (Tytell 17-18)

naw X FVvyw s, L ITY—.a— (Gregory Corso,
1930-2001), =—J - ¥ +¥% 57+ (Neal Cassady, 1926-68) & \ro7z,
FUAN=TOMETHLE - b LDOEFICEREZBVTWAHED
BEELBLT, FAOLFIHT I ER EHANSL Z ENTE

%o

Wi, REEMETRHLE, HOLOLWBELIY o2l by,

E%RL, BIZEST, THFHIRPKAICHELPTBREFRL HWVE
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EIZ, FMIZEE L, 5K, #iE35] (when you approach the Muse
to talk as frankly as you would talk with yourself or with your friends) =
ki, BRTH o067, SOLHIITLT, [R5 21EHEE, FA
BROEXLEBFTEHEOH72I12H S [XF] (distinction) %HLY $.5
CEBH LIze FYAN=TIE [RZ D] 25 ELE, [MHEND
e, BELWERE S RLZES BHOBRBHEBERD,
WELZBHRL, ZFLTEFOEDOLILBEOFTEEEIHSL] 120
Thhbo

ZORBRELT, COERICEIAGFHBEOM [E—T v 7]
(Moloch)'” mEHE LS, [H» <zt —u—] (secret hero of
these poem) D#%&E%3H) [k v FA % —] (hipster) » &7, EDOH
EMAEPRAIN TS, FAIX [RZ5] I2BWT, E—EDH
THLEH1L, BENLRA A=V THADF TDHROEL L NHEM
PHEAEELIZOTH B, 20720, FNEFNOFTHF Y AN—7
DERLZBEAETLIOIRBEICE) 259, Varv - 470V, TBR
LELAREERNLZEEXELAZ LT, FYAN—IIHEDOHEE
DEEICHEBLBELFENLFLH UKD, RIS L H7 2 FE
DRI, FHREOFTL Vo HITL Y b, REDOFRIZED W]
(Relying on natural speech and spontaneous transcription, Ginsberg
sought a nonliterary poetry based on the facts of daily existence...his
development of a new measure that corresponded more closely to the
body’s breath than to the artifice of iambics, Tytell 214) 9 &£ 9 12,
HIZEoT [RR D] BERLZFHFERL ) L3 Ls, ARNE
B LRRBRZobITTH 5,

72 [R5 I2BWT, FATEVELEAVSZ LT, fER%x
[AGEOIE | ISETF 23R A% LTWd, K51 121, ekt
EBLTIESELRVELER VS 5,

who loned it through the streets of Idaho seeking visionary
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indian angels who were visionary indian angels,

who thought they were only mad when Baltimore gleamed in
supernatural ecstasy,

who jumped in limousines with the Chinaman of Oklahoma on

the impulse of writer midnight streetlight smalltown rain, (127)

o5, [R22] OF—BIrOL0bDTHL, TD LI %, BRMA
%3 (who) TGS 5, [ UEAPEBICC 2FTOMYEL 28R L T
FVZD S, B8l ey 728 —] kbt [—fF—BB%] 0%
®ET, BENIREAIHPINLE, ZORVETIZ, DYDY

BLOHFT, BEWTIEIHEDBFEME TR WA A — T DF|%% KB
Lahh, FADAZLY, HE—HERED [RR 2] OWKHEFIZE
NTBNEFEOOTHB, 7L - /83— X (Gren Burns) 2SEDOESE,
MEXZ2FANIKZ 5] (Great Poets Howl) OHT, [A—)V - <237

IHMIREEICOWT, [RWHENE, RAEKETHERD, HOMEKE
OBEE XD I h s, BEROETEAHTELLIAETLENES]]
(Karl Malkoff says about the micro-structure, “The long verse line
reaches out to embrace all of experience, finding the spiritual in the sen-
sual, wiping out distinctions between the temporal and the eternal,”
Burns 333) LBRTWAE L HIZ, 20D RLITFHE -HBRE, HFOW
HHRNEDIECGIEHFE LN EHE L. FEERLZEELHHRHIZL
72X Y AN=F OB, 1D [R25] OFTERLA LD BkEN
&, BEMICHEE -BERYEN, 0L BV ELOFHTIE, &1T
KR LA ZF> TS AE=ZHTOHIITHI LA TE S,

Carl Solomon! I'm with you in Rockland
where you’re madder than I am
I'm with you in Rockland

where you must feel very strange
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I'm with you in Rockland
where you imitate the shade of my mother

I'm with you in Rockland

Where you've murdered your twelve secretaries (132)

COBADPS, FAII-N - VEEVOLEDICHEE -HERNEZE LR
EEE, [BCEELaYy 25 Y FIZwad o] ('m with you in
Rockland) &\ BHEMVEL 25, B [HR] 0BEHR*HE -
BERANRELOAL AL, [H7F1 v va] OFENE, [HEiE]
(“Litany”) 12b ZD—BIADH 5, ‘

with your eyes

with your eyes of Russia

with your eyes of no money
with your eyes of false China
with your eyes of Aunt Elenor

with your eyes of starving India (226)

COFIAXDBRT LN, T4 v o] OBETIZBNT, [k
DB EEBHIZ--] (with your eyes...) &) 7L — XD37TEIOHEY K L i,
COFOMBETH AT I IINT S, FrAN-TOBVEEIHEN
TWwb,

EHI2 [R2 5] @ [HE] (“Footnote to Howl”) DEHHIX, D L9
AR R L OFESECEREN TS, [HiE] 2, UTo®hELT
HhE 5

Holy! Holy! Holy! Holy! Holy! Holy! Holy! Holy! Holy! Holy!
Holy! Holy! Holy! Holy! Holy! (57)
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COFTIE, HE-BROALE) L) HMREGZ, —KICERLT
WAHEE H5Z [BAUREE] (“the Book of Revelation”) @b OBHR %
bed, [BLb0h | Bhb0k 1 8B%250% | ] (Holy! Holy!
Holyl..) &9 ETid, @ THAELLI L #HRL, BWREONE/JT
IS B,

Holy, holy, holy,
Lord God Almighty,

Which was, and is, and is to come (Rev. 4: 8)

YATFVE, RO L) 2HEIX, ZORFIIESEIHLLI %, &
Hith L BHEF O D & LICKEFT 5] ([Tlorrential quality...dependent
on parallelism and the repetition of initial sounds, that is biblical in origin,
Tytell 19) LfEHL7ze SHABEHOVEDLRY, LV - N=V D8
MERZFANIRZE] T KR 5] % [HEWEA] (prophetic style)
EMFATZEDIC, [RRRAB] F [HEW] 2R THLLBHINTVLD
THs )o ZD L) LEHEDD OFHRIL, WHHNPHREZLOEZoT,
FE-HERESHUIF UV AN-TDO—BRENETIT T DTH %,

M TZOEMICIE, FTE-TBERICFEAOEEZ M EHRMT 250
Bz HENRZIIONE, FhUd, BEFBEICENL-LO%, bR
TXEHETERL-L) 2FETH 5,

Peyote solidities of halls, backyard green tree cemetery dawns,
wine drunkenness over the rooftops, storefront boroughs of
teahead joyride neon blinking traffic light, sun and moon
and tree vibrations in the roaring winter dusks of Brooklyn,

ashcan rantings and kind king light mind, (126)

L) IEEFICEE SN CBRARHKERAOERNIE, BELLIFY
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AN—=THFER LTk, B L-EER A A -5 b
LENLDELH o TDX) LXEEEZ, T4)T L - N0y X5
FiLZ A b - 79 7] (cutup) OFREEMT2Y, v 2n—2
EnNay XA, BWEEBNCBWTEWIIEE RIZLH o722 L1 L <
HoNTWa, [y b7y 7] &k, NayXo/Mgt [BoT v F]
(The Naked Lunch, 1959) THEE SNz, [EEEICED SNIZEHNOR
EW 785 ] (an arbitrary juxtaposition of randomly selected words and
phrases) #5742, L v - N—Y 3T 0 [HEEEICED S5k

OS] %, [z 5] 128 LTt [IERR] (paratactic style) & IFA
P N— v Rtk Bk, AV K- 3—uy NEEOEEIE, [EE-

E-HHREOBRICBRE LR EZE~DHKT] (dependency of
Western thought on the subject-predicate-object relationship, Burns 339)
BHY, THEL Y5 v 7 ADMEEERT b, [IRR 5| ICHINF
T, VYo s ARFHTHIANE— WAL, FHOHBIEL L
L7z ZHUCHNZ, & -HREYFVAN-70 [fT—HEBZ] 1%
THMREFEE L 2o £ORITFEADME OFr7- L HiEER % BB L7
DOEH, LaLREKIC, HOWNEHOREKIIHVEFNLEHFSICHFS>T
Wb DTHolz, Thbb, ZRIEGHE -BROBER, 2% haHER
BIETIE %, HCERTELNAZOREKICH 5 RENERENEE %,
MRS 5 &) REBNEEA L. HRELT, FYAN=I2 [Kx
5] ZEMEYT BB, BEFOETEERL, »50°F T ORBA 2IKE
EBRICTHIETHAALLIE, FALLI-T, HBE-BERICHo/2
TOHRBIRIENIEY bhizDTH %,

ZhWz, NEETHPEENLEPLICHETS [B] KX 5] 12
BHFET 5, 20 [B] &k, ABomErsbhbiucbzs Lz v
Ty I ARNEEEL Vo H LW ABHDLDIZEITTAHETH 5,
Bk, [RRZ2] BTV Sy 7 AZERLEDES [y TR
F—] ERHCIHEREL [h714 022 ] 1ZBT07% % 1 4 3
OB T 5 ERBR LTI,



FLY - FUVAN—TDHED) XA 63

BB, ZOEMICBITAEZ LIZORERMER, Yy v s ARHIE
FTHEFTERL, FBEC, [ a~—3 3] (syncopation) 1) XA
RAEL7z, AL, UTO5IHICHE LI, [Yra—rar]| o
VALIZEoTC, HE-BROBREEFOREE L7,

yacketayakking screaming vomiting whispering facts and
memories and anecdotes and eyeball kicks and shocks of

hospitals and jails and wars, (127)

CIHB, [RALTWDE £YFEZETTVE AEZHVWTWVD
VD ZFO#5E L Tw5 ] (yacketayakking screaming vomiting whispering)

EVI)FTIE, Z0) XAIBVRTHLERICBWTHELIZTEL T
bo[vvan—vav] kg, DY A0RbERNL) ALTHY), ¥
YAN=TRBI, HOZ v AL [FELILIETEMET ST L]

(Composed on the Tongue, 1980) 12U b7z [BIEAF#] (“Improvised
Poetics”) L) ¥ A4 PVDOLy LA DHFT, [BO#IE, fTORIE, £
L CHREKD#IE] (breath stops, line stops and end stops) &, Z &id®
REGHOEEMZBSTEY, FYAN-712k 5T, [T ras—
Tar] %, [BNEA) X 2] (improvisational rhythm, Burns 342) i,

WoOBKLZFELS, 2FVED [B] 2RKBTHHE, ROLFENEERT
Holzo ZLTINE) Y ALZ, HE-HROBMIZ, EvwH k)
B LA, KENEEICHER»SAFTS [B] 2&HBWICFREI T
DEHH, 20 [B] Lidbhbhill > T, BEDDDOTIHLF O,
FLTYERBLEHFETHD, FVAN—TIHL2ENETH L E, ZOKE
EEBE IO, A RT vy F2FRL Tz, 28%56, KIEF
v 7%, [Kxb] OFBETEVWRLALH I, [HR2L0MERM
%] (ancient heavenly connection, 49) ¢ R LTWAR5THb, D
ERIZBWT, FAIBCHEBHMBEOFNEELY EBLT, #E -
BEREASD [B] #3EL, BOLEFTAHERXRDITA I LITHK



64 & M o&m =

Wlize 20 [B] LELETOANEICL o TAETNENLDIDTH Y,
ZLThbhbhowE) (heartbeat) IZFAML THTFZ LY, Thiii
WZL2bDTHB, ZOREEDOEBMLEE), o) [B] 2&BLT,
HANILUTOLHIZ, D [#H#R~ ] (nakedness) DS EERL, B
FRLIED S,

Howl is an “affirmation” of individual experience of God, sex,
drugs, absurdity etc.... It is therefore clearly and consciously built

on a liberation of basic human virtues. (Howl! 154)

Do XHiz, FrAN=FF [Kxb] 2BWT, [—T—BEE] &
WO EMBOEHFORA LR S, ZORVETIZ, —RT5L
FLCHAIMTH o725, ERBIABO [B] 12ESbDTHo 7
CNLDFTDIDIRNF—IE, HE-BERE v AD) Ant LD
WHIHFAF &AL, ZOHKRELT, RALTE -BERIIZD [B)
ERET L, [R2B] I2BVWT, [B], -0 % %8, 1,
BAEDLDTH S LRAICRBTH o/ FYAN—TD [Kxb %
DDOF] OFEEFHELLT, 74V F - KAy b VOFNPL, [ FTHH
BEITE | DEEPSLFTZEOBDEIFFLTLELZ | | (Unscrew
the locks from the doors! Unscrew the doors themselves from their
jambs!) &) —EiEBIHLZZL 9, ZOEMOERT, [ERHZA
HOMEDMI (liberation of basic human virtues) TH 5o HIKHIIF
AN=FD [Kzx5b] & EETE] ThHh, zhi3ENEIIL->TE
KB RLDTHo72,

Yarv-zLuary-Fk—5uX (John Clellon Holmes, 1926-83) %, 1%
DLyt A [¥—FiFEA]l (“The Beat Poets”) OFFT, ABOFRK & 5F
DERIZOVWTHL 5,

Charles Olson wrote, dismantling Eliot’s “classicism” in a sen-
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tence, “Verse now, 1950, if it is to go ahead, if it is to be of essential
use, must, I take it, catch up and put into itself certain laws and pos-
sibilities of the breath, of the breathing of the man who writes as
well as of his listening.” To go ahead. To be of essential use.
The breathing of the man. One perception leading directly to a fur-
ther perception. Spontaneous prose. First thought, best thought.
Literature made by whole man, writing. Rather remain silent than
chant the language. (Holmes 224)

FUAN=TE, [RAB] #FCTANELADOTIZ L, SOMNET S
TeOIZBE L 72 RIZZDORPERT S LT, BHFORBEIZOWTIH
ATBY, BRI ANLZENTE Lo, LELRTVWD, 4
BRI E AR TIE R, ZARESRREIEELTBY, 20
HEELREIBR L) VI BEIREOFIZEDH o7 ROBATHS
¥—%— - F—17Ax%— (Peter Orlovsky, 1933-) IZH&H 2 & TH
FEEEZITANILE, FAZRERE L TW2WH2 6 2WICKIZ
RSN/ L)THbD. HDHATIE, TOL)LER,LSBHRINLZ
EIZEoT, FYAN=FR [KR2B] 2ELIENTEZLEb DR
TWwbo 2%, FAIOOEITELRIERT LI LN TELDOTH %,
DL REHOHFTE V AN=71%, ZOEBIIBWTHIO [[RE
B7] B (essential use) 12425 [B] #FKHA L, 2o [B] ki3,
[FRA ] LVIREDERTHS )0 ¥4 TND [HfR4 L 3EE, 7
AFVTF 474 DBEMMESEKL 7] (Nakedness signified rebirth,
the regenerative recovery of identity, Tytell 27) L EHETHLHIZ, 2D
£ 7% [HRA ] LIEROTREREFD, FYAN-TIIZD L) 7%
[FR~e], BETHL [B] %2 [R5 IZBWTHIETEo2, £ L
THEOFEWERT, UBLRLoH LVEE L BVRDZDTH 5,

F—A Xk, oy A [¥€— FFEA—AMELIE] (The Beat
Poet: A Primer 1975) OHT, ¥V AN—FHBMOT (KR D] 2FHAS
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BrEWEZLTHE TS,

At the Six Gallery, in 1955, Allen Ginsberg got up, after others,
and began, “I saw the best minds of my generation destroyed...” rais-
ing his How! against the cautious murmur of the times, and despite
the bewilderment and outrage, it was clear (even to New York
Times) that something was happening: the first audible rumble of an
immense underground river that had been building in volume and
force for years. Whitman had said: “Unscrew the locks from the
doors! Unscrew the doors themselves from their jambs!” and sud-
denly through literature’s doorless jambs the breath of whole men,
blew like a prairie wind. (Holmes 226)

COFIHANG, B [IRR 2] PERLEBNEEL S22 EH0Hh
bo FADEIIHALPIH L, #IRWT, HBEZLDTHo72%°, [£
EANHDBD, REFEOED L % IZKW72] (the breath of whole men,
blew like a prairie wind) & \»9) —HidVRT L 912, EIZAMPETFIL
BoIZb2 [B] 2RI THREEZHE72OTH o7,

Pl kiz, FXAN-7ofFEE, Ho [B] BZ20HH%2 2
bDTHolzo FUAN—TIIFHMEOR, BECHBEL VW BIIE D
OB ZFHE, 7=V Ry boPHVE L) R SHEES, £
LTHOEAM LA [—f7T—BBZ] OFELBRFEL 2035, HiZ [#
VaERoELA] 2EEL, BOEFD [B] 220F 8/~ KET
DHERRFE LT -0OTH 5,

:

AKX TOF UV AN=TFOFOFHER, [7Ly FUrAN-—F &4
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1947-1980] (Collected Poems 1947-1980. New York: Harper & Row, 1984) 75
AL,

KRLTOXF Y AN—TFOFOHAETL, [FrAN—rFE] FTEFHER ®
=B, 1991, 2 BEICSETHEW,

BRLTHOT ary - ¥4 7 VORFOHRFRIE, [¥— MR A & TF]
KABRZM, #HUEEZR ' KEEEEE, 1978 *ZZ IS¢ THEV,
(HWEHEA)

cr Ginsberg, Allen. Composed on the Tongue. Ed. Donald Allen. 1994.
Howl —— Howl. Ed. Barry Miles. 1995.

PAG Hyde, Lewis, ed. On the Poetry of Allen Ginsberg. 1984.

PL Milton, John. Paradise Lost. 1998.

AGBP Trigilio, Tony. Allen Ginsberg’s Buddhist Poetics. 2007.
MWH Vendler, Helen. “Allen Ginsberg.” The Music of What Happens. 1988.

1) ALY - Y2y FS—3FAN—-FL, un—1+ - -0—%x)l (Robert
Lowell, 1917-77) %, 7 KUY x> X - 1) v ¥ (Adrienne Rich, 1929-) & %%
\¥C, “[lInfluencing poets more formal than he, such as Lowell and Rich” &
WLTWw5, (MWH 271)

2) PIFUFE TRl 2#FVAN—FOFEOHKERD DS, “Pound’s
“direct treatment of the thing,” then, is transformed by Ginsberg so that the
thing in question includes not just an external object of awareness but also the
body as an inwardly sought object of its own mind’s awareness. ...For
Ginsberg, language spoken from the breath — spoken with a mindful aware-
ness of breath — is sacred language.” &, o [B] #{L% o [HEH]
(Meditation) & & UMHIFEH L TW5, (AGBP9)

3) ¥4 F7IVIEIVA A%, “aconservative liberal” ¥ U, # VT v ZIZL BV A
ADEEE, “Louis represented hateful sanity, and that by playing the madman,
the son could somehow justify his mother.” #5|f L T\» %, (Tytell 81)

4) FATNME, FYAN-TDPFHELBEO P OBEEIBNT, VA ADE
BYELEKTHo-Z iR L, YO ADE%E%, “His [Ginsberg’s]
father’s criticism undoubtedly contributed to his uncertainty. Louis Ginsberg
had written and loved poetry all of his life, modestly fashioning a decorous,
conventional verse style.” & 34T L T\ %, (Tytell 82)

5 ZAFNIENAADZ LIZIZH LT, “The paternal advice on prosody was
also intended to protect the son from other possible excesses.” &£ 7 X~ b LT
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W5, (Tytell 82)

“The Red Wheelbarrow”
so much depends

upon

a red wheel

barrow

glazed with rain

water

beside the white

chikens (Williams 224)

SEEFRIT, VAVT L H—OR T4 YT LARXE (DO I X LD
ANED D) HHEHED [HEMS] L) ATEbsLEL Tz &L,
RN SRPHE TR, A ATVEVIRENE L OO L DBRMNLRETT,
1RSI - 728, Mo# X b b “a painter in words” 2o 72 EEEL
TWwh, T2, [FROFPMLE] % [#i%C Imagist poem & B2 2 L ¥k
5L, bPPEHICHETAZLBMETHA ). Thabb [L2IIEHLDD
DON] FELLINERUAOBEA [DhoTnD]| 26THDH] LEF
fliL T\ %, (Sixteen Modern American Poets 136-87)

v 2= v #— (Michael Schumacher) &, ¥ AN=7DY 1) 7 LX05
FUHBEX VAN O Xy N EFIHLRMNS, “Ginsberg was
impressed by this [William’s] approach. As he explained, ‘He was trying to
adapt his poetry rhythms out of the actual talk rhythms he heard in the place
that he was, rather than metronome or sing-song archaic literary rhythms he
would hear in a place inside his head from having read other writings. I sud-
denly realized he was inventing out of the actual ground of Rutherford, New
Jersey, a different body-speech and that anything he said was absolutely natu-
ral, and didn’t violate human being talk, didn’t come from another era but
came directly from the ground that he stood on.”” ¥ Z8 L T\ 5%,
(Schumacher 124-25)

FUAN—7E R B] 2BELLER VFr—F I N—n—}
(Richard Eberhart, 1904-2005) 24 T/2FHKDHFT [BRZ 5] 122V THH
L, #FIZ2WT, “The Long Line I use came after 7 yrs. work with fixed
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TV - FVAN=TDFED) XL 69

iambic rhyme, and 4 yrs. work with Williams’ short line free form — which as
you must know has its own mad rules — indefinable tho they be at present
—... The long line you need a good ear and an emotional ground-swell and
technical and syntactical ease facility and a freedom of “esprit” to deal with it
and make of it anything significant. And you need something to say, i.e.
clear realized feelings. Same as any free verse. The line are the result of
long thought and experiment as to what unit constitutes one speech-breath-
thought ..” LHBAL, [BVWET] OBF®REBTW5, (Howl 153) F7-,
19744E |2 F 1 /3k% (Naropa Institute) TH7o 7 [# D] (Spiritual
Poetics) D##&HT, F& (Bl OBRIZODVTKRD LI ITHRRT WD,
“[Ploetry becomes less intellectual or verbal and also becomes physiological
thing. Something where you actually use your body, use your breath, use
your full breath.... We’re beginning with considerations of breath, considera-
tions of vowel, and relation between vowel and intelligence, vowel and soul, —
and how these are connected to the breath.” (CT 106-108)

FUAN=T, 47 VOET [BCRE] oL, [#H#E~4] (naked-
ness) L\WHZLiFEHThe ¥4 TFNVRFYAN—FD [HERE] 0%
£ %, “The movement in Ginsberg’s poetry is from an intense assertion of per-
sonal identity to a merger with larger forces in the universe. The ensuring
tension between the proclamation of self — evident in a poem like “America”
— and an insistence upon man’s eternal place in time creates a central dialec-
tical opposition in Ginsberg’s poetry.” & 53#79 %, (Tytell 18)

[FE—g v 7]k HYEFCCHNZEZOMTH S (Lev, 18: 21), (I
Kings, 23: 10)o ¥/ [®€—F v 2] X, Y3~ - 3I)V b~ (John Milton,
1608-74) @ [5¥[] (Paradise Lost, 1667, 74) 2, FGEDORFEOH TR D
At L LTES T 5, “His holy rites and solemn feasts profaned, /
And with their darkness durst affront His light. / First, Moloch, horrid king,
besmeared with blood, / Of human sacrifice, and parents' tears;” &, [E€—
v ] REBROMORMEOHFTCEELRLARL SN TWwb, (PLBookl, 1.
390-94)

[AY b -7v7]I22onWT, A#H—)v (Jennie Skerl) i, “The cutupisa
mechanical method of juxtaposition in which Burroughs literally cuts up pas-
sages of prose by himself” T 1), /NO 7 XD [FREFHFBOEUMEER] (pseu-
doscience of addiction) & BM# T2, 7, EMRL L THONTI XL T
X, “[Tlhe cut-up is a method of inspiration, invention, and arrangement



70 & B om ox

which redefines the work of art as a process that occurs in collaboration with
others and which is not the sole property of artists” & 34 L T\» %,
(DLBI6-157) A A —Nid& 642, Nav Xo [BD 5~ F] (Naked
Lunch, 1959) %3 U 5B, “The use of improvisation suggests the influence
of Kerouac, who compared his prose to jazz, and the use of juxtaposition par-
allels Ginsberg’s use of technique in Howl. Like Burroughs, Kerouac and
Ginsberg sought to expand consciousness through travel, sex, drugs, and new
literary forms” &, N XEeH VT vy, ¥ AN-Ficd@ET 5, BE
IZxg AREEREEL TWb, (DLB16-1 56)

12) 470 [Hy b - Ty 7] BEEBICHLAARLEE, “[I]s part of an
attempt to restructure the grammar of perception; the new linguistic order
that Burroughs invents initiates the Beats’ assault on the conditioning influ-
ences of language.” L 1§#9 %, (Tytell 14)

13) W= X@Na X0 [hy b -7y 7] #EHFL TS, (Burns 339)

14) FYAN=FE [FT2YEREGFH 2 RICREBO L0 L ) B (The
question is how to figure out where to break the line) |ZXf L, &kD & )&
ZT\5%, “[Tlhe mind-breaks that you go through in composing are the natu-
ral speech pauses too, or are identical with natural speech pauses too, or are
identical with natural speech pauses: after all, natural speech pauses indicate
mind-breaks. This is a really important point. Though the natural speech
pauses or breath stops, line stops, and end stops might not fit the way it would

sound if someone were perorating.” (CT 19)
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