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Tomoyuki lino*

SUMMARY: During the early years of the Cold War, the poet
Frank O’Hara was working full-time at MoMA (The Museum of
Modern Art). Professionally and personally as well, he was close
to Abstract Expressionist painters who were in their prime at that
time, but their shows held in many countries were in fact financed
by MoMA and by the CIA, as part of anti-Communist propaganda,
to display the “liberal” nature of America’s cultural activities. It
is hard to tell if O’Hara was aware of this, but, despite some anti-
Communist remarks based on a “victory narrative” in his essays,
his poems are seriously indifferent to American foreign policies.
At the same time, O’Hara, as a gay poet, was in an ironic situation
where he was a victim of the pervasive climate of homophobia, a
spinoff of America’s containment policy, but he neither concealed
his sexual preference nor did he proclaim it in his poetry.
Consequently, it was by deliberately making light of the political
agenda that O’Hara established his own politics and poetics.

* i k&sE Professor, Faculty of Humanities, Department of English Literature, Sophia
University, Tokyo, Japan.
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The conclusion they [Abstract Expressionists] reached was that if the
artist were engaged politically there would be neither art nor literature.
This represented a complete reversal for Rosenberg who, a decade
earlier, saw poetry as a necessary vehicle for political expression. At
the end of the war, politics presented a snare for the artist whose only
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recourse was to transcend political involvement for the sake of the
aesthetic. (Buettner 98-99)
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Where ideology had failed, and seemed bound to fail, only the arts
had the capacity to bring humanity back to the profundities of life,
and reconstruction could take place only if these truths about human
existence were faced and taken account of. (Mackie 29)
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The transition occurred in two steps: American art moved first from
nationalism to internationalism and then from internationalism to
universalism. The first important item on the agenda was to get rid of
the idea of national art, which was associated with provincial art and
with the political and figurative art of the thirties. This kind of art no
longer corresponded to reality, much less to the needs of the Cold War.
(Guilbaut 174)
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... Parisian art seemed effeminate and altogether unsuited to confront
the violent dangers in store for Western culture. Virile New York
art came to the rescue. The fashionable private shows that were
commonplace in Europe did not exist in the United States. Paris was
a dream machine. Compared with the decadence of Paris, Pollock’s
sincerity became a symbol of regeneration, just as David’s painting had
once, by its simplicity and coarseness, seemed to personify the rising

27



The Cold War and American Poetry: A Study of Frank O’Hara’s Political Attitudes

bourgeoisie against the corrupt monarchy. Pollock, with his brutality,
revealed the truth and cast artifice aside. (Guilbaut 170)
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For the first time in the history of American art, an important critic
showed himself to be sufficiently aggressive, confident, and devoted to
American art to openly challenge the supremacy of Parisian art and to
claim that the art of New York and Jackson Pollock had taken its place
on the international art scene. (Guilbaut 172)
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Critics have understood O’Hara’s interest in Russian literature and
music alternatively as sites for romantic identifications or as tonal fields
from which O’Hara’s poetry borrows. In the translator Paul Schmidt’s
brief note on the subject, O’Hara’s Russia was “a Russia full of snow
and tears” (H 194). For Marjorie Perloff, a more technical comparison
between O’Hara and Mayakovsky make the Russian a point of
reference for O’Hara’s “rapid transitions from lyricism to buffoonery” (P
137-38). Though such transitions exist in O’Hara . . . his longest, most
complicated poem . . . in 1953 seems a slightly more charged, even
combative, enterprise than these accounts would suggest. (Shaw 117)
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Krushchev is coming on the right day!
the cool graced light
is pushed off the enormous glass piers by hard wind
and everything is tossing, hurrying on up
this country

has everything but politesse, a Puerto Rican cab driver says
and five different girls | see

look like Piedie Gimbel
with her blonde hair tossing too,
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as she looked when | pushed
her little daughter on the swing on the lawn it was also windy

last night we went to a movie and came out,

lonesco is greater
than Beckett, Vincent said, that’s what | think, blueberry blintzes
and Khrushcev was probably being carped at

in Washington, no politesse
Vincent tells me about his mother’s trip to Sweden

Hans tells us
about his father’s life in Sweden, it sounds like Grace Hartigan’s
painting Sweden
so | go home to bed and names drift through my head
Purgatorio Merchado, Gerhard Schwartz and Gaspar Gonzales, all
unknown figures of the early morning as | go to work

where does the evil of the year go
when September takes New York
and turns it into ozone stalagmites
deposits of light
so | get back up
make coffee, and read Francois Villon, his life, so dark
New York seems blinding and my tie is blowing up the street
I wish it would blow off
though it is cold and somewhat warms my neck
as the train bears Krushchev on to Pennsylvania Station
and the light seems to be eternal
and joy seems to be inexorable
I am foolish enough always to find it in wind
(Collected Poems 340)
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. o LR EHLRNDHDDNE LRV, RERATREIZR D D
X, 2T AMDEZ LN NWANTHEFOEX O T, B
SMRFMEICH TS, ZLTHE 2 E [BIfE], DFVNAD=a—
I—71% 4 DA% (“ozone stalagmites”) & HEG X, 212 [
DL, HEREY ) (“deposits of light™) 2N[RIFEFICIFIET D70 & LG8
no k. i ?%ﬁ%%—v%%ﬁbﬁﬁ%ﬁ%@ T HADEF R
EBHHE E@ﬁﬁm%éﬂ@ioto
ﬁuﬂmbiiﬁﬁ%ﬁi JL FAENT ERDbNDE T T T —
et 43D NEOK S u/}@zﬂ/)ﬁﬁ%\iﬁﬁﬁ%ii&)< HH = a—
A= DA A=Vl X7 EABRE LT HNH1EEDRDEF )72
NLlcFEERmITFLND, LT, ZVWAEHEITIEES, 0o T
Fa— T A= OEEHREIREIZE DWW T2 6 7Ly F =
TRHUMEEESN D —UT U Fr DC L ZEIC= 22— — 7295
THKiz, E0H T ETHHBOREI NN ESINTL DT EEE#KL
TW5, 208, ZOFELZTZFTT, BITKERY ., Il & R2E8W
Eﬁlxu%ttibﬁ [/ U O F% TS “inexorable”, %V 4
<) HLHWNT TIEDRT-L< |, BEIIZEZ 2502 AT 0o
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KO0, ELHDOITTYH “seem” EREHITH D, L &y
R 2 L9128 E TRO BIZULMARMLZ W) ST IEnL
v (%foolish”) & HBRSERIZ Z OFHIHK O < < Hivd,

ZDkoIz @Amfﬁ&f %M@x&%&iﬁﬁ WD Fo
7 DRFHED X < HTWT, D7) Z OFFANFFA O joie de vivre &
EURD G, BT HED ) _%h%%umﬂ“ EWH LT, £
DNLTWVHEDDOGHE LTORD 2T, TARR DS —BIET., &n
DT EIKRDD, b, MOz E2boTERLE TS L
B2 TH R0, & LAREARARER, DE D ED X HITHMFR
TEXHEXHFTHODLZ EITER LY, FFENRGEETRELREND
b, THUTHEL TWLSIED T, ZOFRICEWTEIRERNEL S
TND EIEEFWRTZ,

—Ji, wA TN TAT 4y R NEZOFRHI TN T 3 T~D
SN LIZERT D, £9. “But unlike poems such as ‘A Step
Away from Them’ or ‘The Day Lady Died,” where the quotidian frames a
concluding memento mori, such random details are constantly punctuated by
references to Khrushchev’s presence as a news item” (I'L7>L. H &I
HDOPRERIIR A A« Y ZHEHVIAA TV S “A Step Away from
Them” <> “The Day Lady Died” @ X 9 7ZesF & 132720 . < biEH R
%@%mf%of%:n~x 74%A&Lf@7wy%a7m@
SRIZE > THEIZHED B TWD]) (67) Lk, 52X “If
Khrushchev is demystlfled by being sandwiched between blueberry bllntzes
and vacations in Sweden, he is also constantly in view and is therefore part of
the overall landscape” (It L7/ v F g 7R T N—_Y — .« T 1) Y
EAY =T VY TORIBOZ LITRENTIELT DL LTH, UIH
IZRFUZH Y | DI EFO—HRDOTHS]) (67) & bAHTMZ 5,
ZOEIT, ANTICLTIB L T —~H0nH L Z L 2L T
Do ZOFHE, N ZIRESINDIFEARHIR AT O Ly
IRGE, LV DITFORK NS— MIEELDSD, BL I W IHEX
THLdHoET 5,

I would agree with Marjorie Perloff that this poem is “not about
Khrushchev,” but | would not assume from this that he is thereby
rendered inconsequential. . . . Rather, | see O’Hara validating the
Russian leader’s importance as a cultural sign, someone around whom
the quotidian is constructed. If it is necessary to hope that Khrushchev
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comes on the right day, then his centrality organizes the terms around
which rightness and wrongness are established. It is this cultural
meaning of the Soviet leader that mutes O’Hara’s otherwise celebratory
conclusion. . . . (67-68)

ZOFFHE 70T a7l onTosED TRy &) ~v—
Va = N T7OERIERE L THEWVWA, b Lo
T DERIZH DN TWD R ELRDDOIT 528 0 T, -
LA DELORLEZA, VEOFHITISULHY A o TH Y,
ZTORVIZHY SNTHFEPBES DD, LI B TOHRA N
TIEEOEREEEZRBDOTNDLDE, 7T a 7Nz HIC
KHZEELBLZ ENMEROIE, REDPREDPPRESND
UL ENIFLOELYICHEKLN DD, ViHEDEH
DZDEIBRIACIBERD LN ZE, TNATONDOHD K
D IR RGBT N IR o TN D,

ZOFICEBH TERAIRVA, REFV IV F a 70 & BIRPE
ANIZRARIL E NE ORI A ICH N TV Z EIFFEEL L 9N
0, LA, FEEICLAEN L HFLMEICHE DN & T, EOFE
ZIHE L TWDLELMIRTE S, £oRDE, ZOFOEA L LT

generic THEVIZH XV IFeW\H A FLd “Poem™ A/~ 7 |2
REBFEROBE O ] [TOWEA RS —DDEZ D

TWAZ EBERBEV, LS FaT7OT7 A Y B E v BHEK
Iz, LT —<E L THOYRDRVWDOTH D,

5}

ZDO XN, IANTITFEGOFHIB W THERIZAN 2 B & BER
REFIMBLTCLE Y, WX ORI TIER R0 6,
victory narrative E WO R RU T UANITROTEST- 1T E ) L EWVAT-
W, EFIUL, BOLZATATNREIURIEORAE U FT7 & BN R 5B
RICE-T, HEETHoT=Z L EBRT 20 LR, LWV HD
b, KIEDOE ATV v 7 REOGETH S TPHVAZ] (containment)
B IL, IR ) TR, F L CHER 2 b [RIERIE W A AT T,
REBRFRLZEIEIETWENLTHD, 1 THoT2ANTIZ
Lo T, HFOT AU IHSITBIT D W AR AE 7 +— 7 R I

35



The Cold War and American Poetry: A Study of Frank O’Hara’s Political Attitudes

M2 BTeo 1T T TH D, RIS — Bl 22T 570 51953 4,
T AR UNT =R TPEREIEE ) DSEFRBUN O AB S IBIRT 5
TR E T2 S5 D EWIREIZES LT, TOBNT T, RO
KOs HR Lz,

During the next sixteen months, at least 640 homosexuals were removed
from government employment. That number probably understates the
real figure because many were allowed to resign without being forced to
disclose their sexuality. (Kaiser 135)

KD 16 7 A, D7p< &b 640 4 DORIMEEF DB OEM 2613
T INTe, TOEFIEIBZEL S EREOE L THI->TWDHIEA D,
L, ZLOFIFETOR I aT VT 4 2 BbHITH LD
A SN D ETHRLS, BB 2IUESNTNBTE

INETTH, ATV v I REREK LD ENTE D,

SIS OB, £ LT E LTI, RPEENEITAIEET, &

BT, ELIIzITANONA LD L5 X5 ENINLTZ/NRITYUARD
D, A7 - U XD 1948 FED /NG The City and the Pillar 23 O
RLEINTWD, Lhvh, RRAMET Lot LT, RMEEL N
IFME By M bElo RV T Z EiIZb o7z, One LW o &7
A D= O OHEZE DFE S 2 i\ 7 23 Masked Voices (2 L AuE, ko &
ORASINLWAY: SEoY A AR
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These letters describe the myriad ways that lesbian and gay Americans
negotiated the social, political, and cultural forces that threatened their
livelihoods, reputations, and family relations. The letters contradict
the prevalent belief that most gay Americans spent the 1950s and
early 1960s cowering fearfully “in the closet.” Labeling gay people as
“closeted” in these years represents an ahistorical oversimplification and
Is contradicted by the language gay people used to describe themselves.
(Loftin 4)

I b OFMIE, NG P KEBR 2 BRI a0 -
BURW) « UM %, BEO LV AT &7 A4 D7 AU A
DWNDNZY) D RIT T afg-> Tnd, RY¥FDOTADOT AU TN
(%, 1950 F3F KOV 1960 RN T 78y b 126
BIEoTWeEWIEZNRIRHTZLE LT, FRIZZINE
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AR, ZOERIZA A DAL N7 a8y MZEAL TV
ERODITHZ LI, BEREEGALZEMIETHY, T4 DAA
NEBONEZMAT A2 EELEEEZ =727,

TDEIT, BKETRXAMIIZ ey FEHTERE LW -DOTH
Do 7205, 1950 HEARICA D | MEROEAL D & 72 & T PAZER e RFRIZ
BATHY, Y41 THY, ERIZELDLY 2 A X« R—/L D 1~
D _F H o/ Giovanni’s Room (%, HRZHEE S35 &) FREN
bolz, TORMERRTEPZIZT /v THEPNERRE 2 28 7= 0

HThY, ==V MY FEREARST L OICEEETL TV, #
J. 1956 FICA F Y A TETHIRSN, ==2—3—7 THREREIZH
ATINTVLVANLGHEINTEZN, R—IL R 4 I FBlLIZ~—27 S5
FEIZEBHBWY | ZOFEFIT 1302 X— I R AT,

TIE, AT ZO X REBE T OFRIIZH - T, FORMN
TEDEIICHCDEZ v aT VT 4 ZRmLTeDEA DD, 2 21T,
“Homosexuality” &\ o fif & & EEM RE 26 LTc—fwm2 o 5, 1954
. TYavy =Rl HRIZENLD 2FEFTOELTH 5,

So we are taking off our masks, are we, and keeping
our mouths shut? as if we’d been pierced by a glance!

The song of an old cow is not more full of judgment
than the vapors which escape one’s soul when one is sick;

so | pull the shadows around me like a puff
and crinkle my eyes as if at the most exquisite moment

of a very long opera, and then we are off!
without reproach and without hope that our delicate feet

will touch the earth again, let alone “very soon.”
It is the law of my own voice | shall investigate.

| start like ice, my finger to my ear, my ear
to my heart, that proud cur at the garbage can
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in the rain. It’s wonderful to admire oneself
with complete candor, tallying up the merits of each

of the latrines. 14th Street is drunken and credulous,
53rd tries to tremble but is too at rest. The good

love a park and the inept a railway station,
and there are the divine ones who drag themselves up

and down the lengthening shadow of an Abyssinian head
in the dust, trailing their long elegant heels of hot air

crying to confuse the brave “It’s a summer day,
and | want to be wanted more than anything else in the world.”
(Collected Poems 181-82)

LISy R AT & DS BIEEREEITE NSNS,
T2, v A7 M-8 LT, HIIAIT DI, Bk RERE
TH L2 ARDPEOHEBMICE PN TS, LWV S IRVEE
HirbsELThH,

FH2h 7Ly NIBLE, EINEENREESSVRPL, TOH
BIIRE S5O NWTW TG IR A7 S I n——"F0k & £ oY, £
AWEIND DN, RO & XM ERITHDIAR, 7LD
5THD,

R, EB3IWT Ly bbIID Lbhed b, £9 [Ea25
TEHETHES ] 2WVWH 2L THEOMRERIZOWTOMELSTD X
ofbbﬁﬁ%\%miiéfkawéjﬁmw>_%un%mh
KoL H>THHELEEL, SIFEBMNTERWVWLOTEHLA L YT, B
BR7RBERE I T - 2 CThfi<, T LT, FBaAAT Ly bTIE TREWAR
T D5 B TH EOBREIZK & 72K a7~ % (“crinkle my eyes”) |
EWVNIDITENS, BIHZRBEEA~DEREZRD L TWT, KD 4~
EHTITS I, EWVWIORTT A URIRBESERAXIZEDIDLDO LS T2,
L, FL1 ATy NORBAEZESITLNOX I, FARITHIC
DOWTIESLZWVW—FTHEL 2V, LW Iifil S oK o & fied
5D EIEENR,

FNESIEHT LI, BOOFROERIEZRET S, EWVWHELSD
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Ty FOFHEZ, EWICE > THMBDOAEZ T 2O T HHREL L

I, EWOoHERAEE L bR D,

Enb, HBeN Ty MIRMNLKO I ) IZmEiztzsL, 57T
BHZ253&, WL LILIEEDZ T, HHEORFREWHEIS
CEELTWDEHITHLH D, TOEKRTIE, THITENZIION
DI DHHERR] LW IRIFERZMEHICHEA TVDR, TN TH
ZORFDPBRLSEBHFICHL TS Z E BTN D,

ZZETELERICTL0DLE I, B8 I T Ly hbITT A=
DEBEBNHEE S TnW&E, 7Y A« C e« 3—B—|% “This is the presag-
ing of the exploration of gay ‘cruising’ that is about to begin” (I Z4LiZ4 12
bHAEDZ 2R, =V 7 BifE TS LTC05]) (98) &
fRFELIN DS, FEIC=a2a—a—71ZBWT [ =07 %
G RE S D L /T 5 ——F TR Z 38 5% (the good) & &k
1 DER 2% 553 (the inept) & DEWE L9,

MR, BT Ly FTIE, ZOLEE L E L R % “the divine
ones” 23%3; L. “the lengthening shadow of an Abyssinian head” % 3iE >
TREZJETDHEVIFWRA A=Y N EDINS, ZOHTYND,
HHED L9 7R RSB E RS WVITERZET O, /SN—=I—ILZ D
DN TIRO L DT L D,

And “the divine ones,” the transvestites in “drag,” “drag themselves . . .
trailing their long elegant heels of hot air.” The reference to “heels of
hot air” is of course, to the high-heeled shoes worn by the transvestites.
But this is also a “sedimented” reference to the “lengthening shadow”
of the black penis that the transvestites are fellating when they “drag
themselves up// and down the lengthening [emphasis mine] shadow
of an Abyssinian head” as they kneel “in the dust” with their “heels”
behind them, or “trailing.” (100)

Z 1L C. “thedivineones”, ©% Vv KT v /7] BEFITBON
Z5lo1E0 (drag) - BANVEROELEEZRLNEEFIET ST
W< )y TBAWERORESEER2NE ] TbbAA, BREZRD
B A b=y 2a—X~DFEKTHDH, LrL, ZHTEL
Bn~_=20 MO %52 ~0 NEELE] EATHH D, O
£V I7E=70HOMOS (MG HE] £ ENLTE
T/ BONZG| 21XV ), LbELN e ] 2605 %
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L, [BloiFD] DI, FOLXICBREENR 75T 4%
LTCWADTHD,

“drag” DEHEHFENRNH R Z DD, KRR TH S, H1FE. mitkE
B BEZIUTEN S AIREN S LivZeny, TEAREZE) “divine
ones” 72 DA R—H—ITFH LT\, =& 2iE. FREERIC
B30 T HEEORMEEE /R ELITRRDFEN, 2T 04Tl o
To“divine” fFE L B2 570, R ZME S, RF L LT
NI Z e ROTT =T 2R LT v AR—%2BE LoD, £
NI Z L, EFHATHLWVDDTIERWD, bbAAL, BZ a7
U7 4 OENBITTNDL0, RELZDOHD, £ L TRIAFLOREMR
M2/ T VAT 4y ZIZRT D ZOFOED IS TLE S,
DA A=VITIRE I T Ly FPETEIETONT, Y= A7 AY
TOYVXy NS BEBEZHNDLIICEDORHIZRDOND Z &%
KO [BEZ2FT-D ] ZIRELSED72DICHS, 209 b7,
IN—=J =2 LU, MEATUW D DT transvestite, THREUZRET-H) &
I~ AT o T RMEERE, L7000 | i iE— Ry 72 EaBEtR 2 ko,
B ITEAN RIS Z RO D, LWV NRHD, £ TH “all
homosexuals in our society are forced to be . . . basically simply survivors”
(Mo & OFE= O [RIEEE D358 S D D1 AR T A FH
eiv, Lo ZEFET)) (102) EfSER-OT. MFICERITR W E TR
LCTWb, LML, 7Ly hOFWEILBEKRPEHENTHD Z
CITFEBTERY, BEZONDTVy NESIHT AR5,

crying to confuse the brave “It’s a summer day,
and | want to be wanted more than anything else in the world.”

Lo TEY “Isasummerday ... LLF2Y [brave 7238 =] 72 D),
e b lerying ODNE] ZRONIRHEELREFIZSINTWVWENS T
» D,

ZOLT, FAMThHrI ezl NS RBELRIFAT L LD
THYRPL, FIZHREZDIT, &I 7Ly MIES THIEZ D3
SICEEE T, BEKRARBLOZNIENEZARE L TKRD S, fiR.
BIHD ES>HEONTORENOGERITIR LNV DOTHD, RIZHL
72 “Poem” (2B W T, BIPOBREMICEE SO X D705 A
NI T T 4 D UK T D LD RIREED O 5 HIZERE &
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FRENERT TV DT LT, “Homosexuality” TlXsih& 22 4
TLy My ITEBREICE L E FMERRWIZ ORI T
LHDHMN), A FVEY OF-EZBENTWS OFER, VLY IREW
IR KAT HITITEL RV,

NI O A TRO LD R EE L TV H—"What is
known as the normal social day-to-day existence is successful in only two
ways: it passes the time, it stifles the creative impulse” ( THEHER) « 119
THENRFEL LTALNIbLORKhERBSHLELTH, il
D OERIZENWTOARE—RHZE T4 2 &, £ L CANER 22 )
Wiz o 52 L) (Early Writing 101), 2% V9, 273 =27 U5 ¢
IZE LT DT TIERWD, EIRFITE > Tnormaley L IIEHE S
HRELDE, LWVWH LT, ZRUTKH L TA—T 1« AT IViT
“Homosexuality” 7255 L7203 HIRD X H 12k R 5,

The originality of O’Hara’s designs are here rooted in gay impulses, the
rejection of “normalcy.” Turning from the “closed social . . . railway
station” of heterosexual domesticity, O’Hara, like Whitman before him,
heads down the open road—or down the tracks, to use his language. (337)
FNT OEROMAINET, 2 T A OWENARM VDTV 5,
DFEY == I O IO, BEEZEONFMEIZ L > TIE
Cbnicttao--$hER] 2 ZMIT T, Z#EFARAL v b~
DX, FAATIEHIPNTEEREEL—H D VI D
S, KT 5,

ZIOLT, FAFANDOREERDL DD, IRO L D ITHam T Ho——
“By willfully making tracks from social and artistic patterns that suggested
closure to him, he set an example of gay independence, if not of collective
liberation” (12 & > TRAZEZ R X 5 Iekhny « EfZe 2 —
MOHEIZRT S 2 LT FAREROBBTIZZRWICE X, ML
OWNWT OB Z R LT=]) (348), 7= L2z, EE#hA2EZ T572EE
SH72WNZ SIS ML, FHE Y ) “gay independence” T 5
“Homosexuality” (Z13FiA 20 Z & N TE 20,

LY, ANTOFRKERD-LEIZ, ZZFThrbEFiCE
I aT VT AIZOVWTERTLHFAIZO—MRIZT, L) FHEITR
LT, FMBA LTS LENRD, IRV, EAFER LR,
EVO PP IALE LY ZE R0 TH D | “Poem” [AIERIC, M
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5LELOIIBIT 22, EIICER»OBIRLFVED L TRD G
EDLIAEANTO TEigtE) 2R LR TE D,

i O

ZDEINT, TTUT - A ANTIIEEAI O EFEIE OO X 72
TEINEEHE & LTHFrAE LTHIFEIT 52200 T, HHEHETIEE
AUTIFE L, — 5 CIIMESERICEIEIC s> T Z & 22X, SEITHE
MEIRSIFICH BBV T2 &Il D, TR TH, AElil T sz
EOLRIITAZE LR, O T LB OBUERFHTEZEEY LD
ST,

HRERHATEOBFE D, Vo TH EVICTERWIELEET
ITHDHN, TN THLERIZEZAD Z LT FBEABR L2V E FRIELAE
IZiiEx, o7 2HKREDL LAERTH LW BHEEZFME L
TWe, ZRUTHNTPEEI, FTEETOFFCHERY Atk 2 &L
TN TH D, PO X D MBI L 1T, B s lc—% L
THRE O —EZ R L, #5775, &0V HiEmich &0
TWrbt Lz, B THBUE /R A X A WIZR 5O MHE T /e, FEB
BHEIZOWTH, INTITHSRRBEFROBEIZ LN HFA TN
F7EE, FIU LD ICANEEZ AR LA 5, fhatE & BUatE % Rl
WHLEZES L — NMRO—2aF Wy - T —DSEAEY
%77 B ERIZIE epideictic p— A & IF—FAETOTH D, |

tHH 5 A, MOMA TEIOTUVL= 4T 7 CIA ORGSO T
TEMEIMMITFDHELRY, SHIZ, THLELEREHNDOTZDIZKL
LR BTCHRD Bl & SN RE MR & TR WERONRLEE T
HHDOFFOETNEZR CRILTHRDL Z EICHEIEZH L H DD, R
EINb I, ANTIEEFEEZL LV IFHBRARELZHEX@EEZE LD
2D,

Za—I—JIRTANTOWEK L boTeiFANTYa sy - T v
AN — (% 1968 4F|Z “The Invisible Avant-Garde” & fH94 2 #EH 21TV,
A SIRER DO TED EZITANLND L)oo 72Z L 258D
RIND, EMEOHBICHTHEEL, SN ETORR LT
NTHED DO X H I, “an attitude which neither accepts nor rejects
acceptance but is independent of it” (527 AL L2 IFHUX, =T A
HZ LA LTS, TNNLMN LTS, EWIHREEE ) (394) &
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BEL, EROFNMELZTRLIZ, Lb, 2TV = b Al
DFIEENN L K DFFAIZ L > THREAIITDILTW R o Z &
T FRICHEN D 1966 FEIT1E. T v a2 —RNA T ~DiBE T
ICBWCEZ IR T 5N T OB EME LI A, £ DA
- HENEFOT-DITIEEI L TWA L W) DIITEIORNAZEZ D L 1T
[ZEh, EFEADAA R« LTV UBGR LTn, ZHUCH LT,
AFEET v a X — RO LA LT,

Frank O’Hara’s poetry has no program and therefore cannot be joined.
... It does not speak out against the war in Vietnam or in favor of civil
rights . . . in a word, it does not attack the establishment. It merely
ignores its right to exist, and is thus a source of annoyance for partisans
of every stripe. (“Frank O’Hara’s Question” 81)

TIUT AN TOFHRIINTT O T T LANRND T, Fhd R
W D2 EIETERY, U MFABPII R LIZ Y ARME
ICERR LD, W) ZETHEZIED BT LT 5
(ZHERCE 2 BB LR\, 7272, E O EMEZ BT 20 TH Y,
TRTORBFOWIRIZE > THHRNHDILE 72D DI,

T A0RE, X EICERTZAHIOF VLIS S0,
Lh, EODTEBIRHZL B — MNR~ORZI2 5 T2 90 ZiAD-DD,
ML) 28 &) AR EZRA LI L, AT ORRD
Toa—d—JRGFARE (FERAANDIBLIANNTA) OI=dD
FFHE RS TN 5D,

*x Ko7 N2 A 7L B OF—T7F 07 « AT70 [
FER]) CELTEHTO—<5 FFOWE~] (5 27 5.2015 44 A |
21-23 H) [ZHH#E I, TIUTKRIERINE - B EZNA -, ZT<EN
AL THST=LONE  NEMCHEIMICE(L LT Z & 2R T 5,
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Notes

VT & 2605 % 72 51X, Daniel Grausam, On Endings: American Fiction and the Cold War (Charlottesville:
U of Virginia P, 2011) <> Steven Belletto, No Accident, Comrade: Chance and Design in Cold War
American Narratives (Oxford; New York: Oxford UP, 2012) 72 &3 %, 7272 L. B IIAR TH
WA L 0 204E1E 8 H & OFFRUICHHE L TV T, BIFROE S 2 H L0 TRV Z &
5, F 7=, Jason W. Stevens, God-Fearing and Free: A Spiritual History of America’s Cold War (Cambridge,
Mass.: Harvard UP, 2010) {3305 (ZH & L < Shirley Jackson 72 &) D Jx7p & F M 72 & )i <
SALBRGUTE R A S T TN D, iike 7 AU AFFIZOWTIX, £9 Edward Brunner, Cold War
Poetry (Urbana: U of lllinois P, 2001) 23&% ¥ . MIHERIZZ3BUERRITTETH 5 Z LITHETE R,
B DOFFNZ A EIC3RE 5 0% & LTk, Deborah Nelson, Pursuing Privacy in Cold War America
(New York: Columbia UP, 2002) 732 /X— k « 1 —17 = L7 PO FTH 0 b 55 H%, 1950
FRTAVHIDT T4 T 7 v— L) ROBBEICEES L THEBEZEY, 727> TH, Camille Roman
Elizabeth Bishop’s World War 11—Cold War View (New York: Palgrave, 2001) (%, 7 # U 5 23§k L —
RZE DT R THESE S 5 victory narrative [Z5F A U PR - B2 g v 7 E I
DO BFFEFNIZ LB L. AR~ 0mRike 52 Tz,

PLEDRESRRFRIE, V= X —ADFEED 252 )b 2718 HE TORMBIZM>TWnD, b &
bHe, VYU A= ADORERLTIERL, AF Y A0OHM R LI 1970 FRN S BEPN TV i F %
W ONFELEDEwRBP I, BRETISHD EEZ D,

Tz, WEZESLTHEZSZII2ELEDOL TV = R_R—=TTholoDid, B REZ L
TH2u,

“The overt change in Greenberg’s critical bias came in 1962 with the publication of his article ‘After
Abstract Expressionism.” As a general statement of critical principles, it sounded the death knell of Abstract
Expressionism which, during the 1950’s, had attracted a host of followers and imitators, hardening into a
form of ‘mannerism’ that marked the decline of the movement (Buettner 146).”

(I17°) = =T OREFIRE RAZ I 1T D 2w 8HiIL, 196240 THGRIEROH L T
EWVIFRLDOHRE & BT Z o7, MEFFEAIZ RENTBRTeb oL LT, Zhidihg®
BWERZA~ORED L5 1T8 W, TG RBL 11T 1950 (FRUITITBRE L BiE 2 BE 2072
DO, v R IVEBREY | EHORAZ 2R LIENLTH D, )

TAT A4y R-T 77003, HATHBICH ZLIZE > TT7 AV AWML (et y v
VT) LV MENBIRT LI E Thholt TN D,

“[In Still’s painting,] Any illusion is ‘killed” (again his word) by the layering that remains terribly
immediate, all foreground, their crudeness a deliberate affront to that habit of processing everything which
Still thought had emasculated postwar Americans who wanted, in the topical syntax of his metaphors, ‘a
sedative . . . not a bull in the field, but a Howard Johnson hamburger’(Anfam 152-53).”
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