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Tom Bojeski: 1946-1974 

The poem by Tom Bojeski on the facing page 
originally appeared in the Spring, 1967 issue 
of Towers Magazine. 
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The Idiot 

ihe images of this brown room are lost 
o us. The table, carven oak, is full 

~f flowers. Light is the cold tone of frost 
eating around the room. The mirror, tall 

~s late sunflowers, shows the curtained bed 
nd pitcher, nothing more remarkable 

ihan sunlight. In the wicker chair outside 
he room, the boy whose skull is small 

A.s noon light on the shrinking beach 
~egards the waves with placid eyes. The poem 
f the half eaten orange just out of reach 

Scrapes like a cricket. Shadows fill the room, 

light veins the broken orange at his feet. 
~aves push against his eyelids. In the thick 
f noon, past swans, the ever present heat 

Of flame and flesh must meet, uncoil, and break. 

[he sandcrab, fiddling on the empty shore, 
W Part of the dry landscape of his head 
1 here nothing moves but sunlight in a clear 
rnage of morning. Junebugs mount and ride 

~he vvarm lake wind, the thick catalpa tree 
:reads branches overhead. His fingers reach 
A. nd touch the fallen orange. Suddenly 
ferryboat is crossing the blue stretch 

~flake: the room is full of images, 
lrihe orange is eaten. Now a thin boy leans 
l~o straw colored summerlight and sees 

e subtle fire of the coupled swans. 

.. 
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He--staring out across the wasted land, motionless: 
'.'~eth, if only it'd rain, I swear, 
it d water my very soul." 

~he--hands plunged deep in harsh waters: 
The dragons come down from the hills, 
9reat mounds crawling in the moonlight, 
Corne to drink the waters, 
black and vile 
frorn the holes along the creek bed." 

~e leans his chair against the wall, 
Never saw it this hot!" 

~he stands before the blazing oven: 
They crawl behind my eyes, 

~lJck the fluids hidden there, 
1n recesses too evil for the light of day." 

~e stretches his feet across the galley, 
Sure hope it rains." 

''The evening sun .. is blood red, 
as big as the sky. 
S~e the great flocks cawing menace, 
sa11 huge and black across its face." 

Only his staccato snores answer. 

Standing in the cool musk-scented glade, 
a;.nts raised in praise as the faded, red muslin cloth 
s 1Ps like a million claws down her body, a 1· 'vid puddle at her feet. . 

''Beth I" 
~ta~l~d, staring into the encircling gloom, 
i earing only the plunging rush of dragons 
n the creek bed. 

.. 

Drought 

Philip M. Rubens 
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Vital heat often cools down in translations: When a translator can 
render the vital heat of the original, then his translation should be 
consumate ... I have always tried to put some of my life-blood 
into my Translations.1 
Arthur Symons, who has translated the works of Baudelaire and 

other French poets into English, here identifies both the goal and the 
difficulty of translation. Poetry - a literary form more subjective, and, 
at the same time, more structured than prose - is particularly ch~l­ 
lenging to the translator. "Rendering the vital heat" implies subm1~­ 
sion to the poet's intentions on the part of the translator, but often, m 
order to retain the mood and pace of the original, the translator must 
revise vocabulary, phrasing, and poetic form. (This sometimes results 
in a translation all but unrecognizable when compared to the original i, 

work.) And then, the translator being just as much a stylistic artist ~s ~ 
the poet, his personal interpretation of the poem will be reflected m 
the elements he stresses and those he omits. The power of the trans­ 
lator is immense. His inclinations and judgments may determine a 
nation's impression of the poet whose works he translates. A~d 
whether the translator aims for nothing more than a literal tr anscrP" 
tion of verse, or attempts to create a new work of art based on an ori­ 
ginal, his passions are usually rather apparent. 

Prism Reflection: 
Baudelaire Through Four Pairs of Eyes 
By Jane Trucksis 

Meditation 

Be wise, 0 my Sorrow, be calmer. 
You implored the evening; it falls; here it is: 
A dusky air surrounds the town, 
Bringing peace to some, worry to others. 

Whilst the worthless crowd of humanity, 
Lashed by Pleasure, that merciless torturer, 
Go to gather* in slavish rejoicing, *("gather remorse in 
Give me your hand, my Sorrow; come with me, 

Far from them. See the dead years leaning, 
In worn-out clothing, on the balconies of the skies; 
See how Regret, grinning, rises from the deep waters; 

The dying sun goes to sleep in an archway, 
And, like a long shroud dragging from the East, 
Hear, 0 my dear one, hear the soft night coming.2 

-translated by Geoffrey Wagner 
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Origi- 
na1 Meditation 
A A Calm down, my Sorrow, we must rnova with care. 10 B B You called for evening; it descends; it's here. 10 A B The town is coffined in its atmosphere, 10 B A bringing relief to some, to others care. 10 
A A Now while the common multitude strips bare, 10 B c feels pleasure's cat o ' nine tails on its back, 10 A A and fights off anguish at the great bazaar, 10 B c give me your hand, my Sorrow. Let's stand back; 10 
c D back from these people! Look, the dead years dressed 10 c E in old clothes crowd the balconies of the sky. 11 D F Regret emerges smiling from the sea, 10 
E G the sick sun slumbers underneath an arch, 10 D D and like a shroud strung out from east to west, .. 

10 E G listen, my Dearest, hear the sweet night march!3 10 
-translated by Robert Lowell 

C 
As an example of thes·e two goals in translation, the versions of 
harles Baudelaire's "Recueillement" by Geoffrey Wagner and by 

~Obert Lowe I I can be contrasted. Wagner's translation is the more 1teral, and Lowell's the more innovative version. To begin with an 
assessment of form, the original can be summarized as a sonnet with 
a definite rhyme scheme and lines of twelve syllables each. This 
twelve-syllable line -·the alexandrine - is one of the most common 
rh~thmic forms in French poetry. Interestingly, Lowell maintains a 
~trict rhythm, but he gives each line only ten syllables. Such a change 
!n form is also a step toward anglicizing the poem: iambic pentameter 
is more common in English poetry than the alexandrine. Wagner, on 
the other hand, doesn't exploit rhythm for its effect on the character 
of the poem. He merely adheres as closely as possible to the rhythm 
of the original. The rhythm he achieves is imperfect and loose, and 
makes no statement in itself. 

In the same way, Wagner abandons rhyme, and concentrates entirely 
7n. the clear transmission of idea through word-for-word literal trans­ 
.ation. The rhyme scheme around which Lowell organizes the poem 
l·s as elaborate as Baudelaire's (indicated to the left of Lowell's rhyme 
Scheme), but far from identical to it. Still, the sound of the original 
remains, because the arrangement of the rhymes within the quatrains 
a~d tercets follow common patterns in French poetry. The first quat­ 
;h1n, for example, is in "rime embrassee" (ABBA- the A's "embrace" 
t e B's), and the second is an example of "rime croisee" (ABAB - 
rihe ~,~and B's alternate, or "cross). If the rhym? scheme. of !he son­ 
I e~ is intended to produce a certain mood, Lowell s rhyme in his trans­ 
ation effectively achieves it. 
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It is in word choice, however, that various translations differ most 
greatly, and in which the orientations of the translators become most 
obvious. The first remarkable contrast in translations is seen in stanza 
one, line two. Wagner uses the more formal "implored" where Lowell's 
"Sorrow ... /called for evening." It may be that Wagner was simply 
approximating the French "lmplorait" rather than attempting a formal 
tone by his word scheme. If Lowell's word choice is consistently more 
modern, is could be attributed to the fact that his translations were 
done in 1958, whereas Wagner's date back to 1946. But in the next 
phrase, the pattern is reversed, and Lowell uses the more formal and 
literal "descends," while Wagner chooses the more casual "falls." 
I can think of no explanation of this seeming contradiction but the un­ 
predictable preferences of the translators. 

The third line of the first stanza in the original ("Une atmosphere 
obscure envelopps la ville") is beautifully evocative of mood in French, 
but difficult to convey in English. The flattest translation possible - 
"An obscure atmosphere envelops the city" - shows how Wagner and 
Lowell tried to recapture the mood that is lost in translation. Wagner's 
"A dusky ·air surrounds the town" is only slightly less banal. But 
Lowell's rendering of the line is almost perfect in the mood it estab­ 
lishes, while retaining much of the original vocabulary. His use of 
"coffined" as an adjective is even more effective in clarifying tone than 
Baudelaire's "enveloppe ", And as it foreshadows the death imagery 
in the last stanza, it becomes even more appropriate. Lowell's ability 
to "render the vital heat" may be due to an affinity he feels with 
Baudelaire, but, since I am only slightly familiar with Lowell's poetry, 
this is merely conjecture. 

Again, in the second stanza, Lowell demonstrates how a wide de­ 
parture from the original can sharpen the image in the translation. 
Wagner's translation is literally accurate, phrase by phrase, but what 
he sayse in three lines is imparted in two in Lowell's translation. Lowell 
presents a definite image of masochism by adding the metaphor, (the), 
"multitude strips bare/feels pleasure's cat o ' nine trails on its back .. 
The image is entirely Lowell's, but though less true to the original. it 
conveys the idea of masochism that Baudelaire only hinted at. The 
third line of Wagner's translation - "Go to gather remorse in slavish 
rejoicing" - suggests it, but with considerably less force and effect­ 
iveness. Lowell's talent of improving abstract metaphor by applying 
clear image makes creative, original works of his translations. 

Word choice is the only significant differentiating factor between the 
translations of the tercets. In stanza three, line three, Wagner has 
Regr·et rise "grinning ... from the· deep water." Lowell's Regret, how­ 
ever, emerges "smiling from the sea." Neither diverges greatly frorll 
the original, but the slight difference reveals the concerns of the trans­ 
lators. Wagner seems more interested here in descriptive adjectives 
as a means of creating image and intimating mood. A grin is more 
specific than a smile, and deep water describes the sea. Lowell's u.se 
of less colorful words may be an attempt to suggest the insidious quiet 
with which "Regret emerges," but a simpler interpretation would be 
that he is stressing the sibilance of the alliterated s's. (Sounds of 
letters can evoke mood, atsc.) Since he continues with the s allitera­ 
tion in stanza four, line one - "The sick sun slumbers" - this re­ 
mains the most plausible explanation. And yet, despite Wagner's 
clumsy translation of "The dying sun goes to sleep," its very straig~t­ 
forward. simplicity heightens its power to evoke mood. Baudelaire 
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frequently uses the expression "goes to sleep" in his poetry, and it 
suggests gradual, but certain death better than "slumbers," which 
lacks the implication of irreversibility. The last lins, of the poem differs 
considerably between translations. Surprisingly, it is Wagner who 
uses ·a sound device this time: his "Hear, 0 my dear one, hear" is 
more rhythmic and assonant than Lowell's "Listen, my Dearest, hear." 
Lowell does use the word "march," though, as a translation of the 
French "rnarche " ("to walk"), for its sound value. The English conno­ 
tation of "march" is quite removed from the concept of walking, so 
here again, Lowell sacrifices meaning for poetic device. "March," 
With its single, soft syllable, is a more agreeable word with which to 
close a poem than "coming," and is closer to the hushed sound image 
that Baudelaire was attempting to project. The last interesting di­ 
vergence in translation concerns the French word, "deuce." translated 
variously as "soft, sweet, mild, gentle, smooth, pleasant.v+ For a 
language supposedly as rich as French, in which so many more words 
are needed to express an equivalent thought in English, l'he word 
''douce" carries so many meanings that it is often vague. This word 
Poses a particular problem for the translator, as he almost has to guess 
Which meaning the poet intended by interpreting it within the context 
of the line. Wagner chose "soft" and Lowell chose "sweet." As both 
are appropriate to the noun they modify, neither can be criticized. The 
translator can only hope that the word he chooses imparts to his read­ 
ers the mood that he intends. 

In view of these two translations, it can be summarized that Geoffrey 
Wagner translated "Meditation" in order to render the imagery and 
mood of Baudelaire's poem to those not literate in French. He sub­ 
ordinates rhythm, rhyme, and poetic devices in general to the strict 
translation of Baudelaire's ideas and images. Robert Lowell's trans­ 
lations are means of self-expression for him. He uses the French ori­ 
ginal as a guide, but edits and adds to it freely tor purposes of poetic 
style, clarity of image, or transmission of idea from one culture to an­ 
O~her. Whether or not one approves of Lowell's liberties in translation, 
his "versions of poems by Baudelaire" are individual, as well as adapt- 
ed, works of art. · 

Origi­ 
tial 
A 
B 
B 
A 

La Vie Anterieure 
I have dwelt under the reign of Dynasties 
Where the seas cast under the sunsets flames and fires, 
I have seen the Nile yellowing its moods and mires, 
And, under the Pyramids, Idolatries. 

B 
A 
A 
B 
c 
D 
D 
c 
t 
t 

The surges, mirroring the images of the Skies, 
Mixed in a fashion mystical with the choirs 
Of the powerful accents of music richer than lyres 
The sunset colours reflected in mine eyes. 

It is there that I have lived in Sensuality, 
In the midst of the waves and the splendours and the events 
Of the naked slave girls, impregnated with strong scents. 

Who refreshed with their waving fans my Luxury, 
And whose only trouble was to investigate 
The sorrowful secret of my languishing Fate. 

-translated by Arthur Symons 
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Prior to this Lifetime 

For a long time, I lived beneath vast verandas 
Bleached white by the fires of oceanic suns, 
And whose great pillars, tall and majestic, 
Made them seem, in the evening, like basaltic caves. 

The swells of the sea, swirling images of sky 
Mingled, in a solemn and mystical way, 
The full harmonies of their rich music 
With the colors of the sunset, reflected by my eyes. 

It is there that I lived in voluptuous calm, 
In the midst of the azure, the waves, the splendors 
And the naked slaves, trailing hot, erotic scents, ' 

Who refreshed my feverish forehead with their palms, 
And whose only care was to discover 
The mournful secret that made me languish. 

12 
11 
10 
12 

12 
11 
10 
14 
12 
12 
12 

12 
10 
10 

-J. T. 

The different goals of the translators of "La Vie Anterieure" account 
for the wide divergence in style between the two translations, as was 
the case with Wagner's and Lowell's translations of "Meditation." In 
this case, date of translation explains much of the variety. Arthur 
Symons, whose translations are well-known and often consulted, trans­ 
lated "La Vie Anterieure" no later than 1925. Certainly, the concern 
with mora I ity was no more prevalent then than now, but its blatant ex­ 
pression in works of art was more tolerated at that time. For example, 
a current anti-war poem is not likely to capitalize such concepts as 
Peace, Anguish, Enemy, etc. Then, too, the moral issue that Symons 
brings up in his translation - the futility of salvation by Sensualitv >" 

is not very pressing today. In Symons' translation, an adventure is 
recalled in .which the persona transgressed conventional morality, but 
found no solution to the questions of I ife in Luxury. Before I read 
Symons' translation, this interpretation hadn't occured to me, and I 
didn't perceive the theme to be so somber. My translation, then, grows 
out of a different concern. For the most part, it is no more ambitious 
than Wagner's translation of "Meditation." I hoped to be as faithful 
to Baudelaire's intentions as possible, and yet, to recreate the mood 
often lost in translation, by means of a slight rhythm and, more im­ 
portant, vivid imagery. It is difficult to pinpoint the exact element of 
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Baudelaire's poetry that gives it its luscious fullness, but imagery 
definitely plays a great role in its creation. Since images are easier 
to translate than pure rhyme or rhythm, I subordinated poetic devices 
to the evocation of atmosphere by imagery. The.guiding principle be­ 
hind my translation was to establish the mood of "volupte calme," or 
"voluptuous calm," that is a frequentiy encountered concept in Baude­ 
laire's poetry. He often describes himself as akin to the eye of a 
hurricane - a quiescent, clairvoyant observer of the orgies which 
surround him. There is no orgiastic frenzy in this poem, but the con­ 
trast between the erotic promise of the setting and the listless daze 
of the persona creates an excitement that stems from the subdued 
Passion in each line. Needless to say, the contrast that builds to this 
effect is more striking in the French original, so I took liberties with 
Words when the sense of "voluptuouse calm" could be better conveyed 
by a freer translation. 

The greatest contrast in form is in respect to rhyme. Symons' near­ 
Perfect rhyme (differing from the original only in the second stanza) 
harmonizes with the formal structure of his translation, andis as im­ 
pressive as Lowell's rhyme in "Meditation." His steady rhyme helps 
to maintain the "sound" of the sonnet. The rhythm is less exact, 
though, and diverges from the twelve-syllable line frequently, as does 
rny translation. And, as I indicated above, I have abandoned rhyme, 
as it would have necessitated less precise imagery. Symons' failure to 
translate the title is another stylistic trait of his. I felt that the 
title should be translated, to make the poem as accessible to the 
English reader as possible. A literal translation, though: "Past Life," 
or "Former Life," creates a static mood inappropriate to the slow, 
swaying motion of the poem. To remedy this, I used a more active 
~hrase which conveys the same idea, but which implies more poten­ 
tial movement. The title is meant to carry the reader into the poem. 

The first two stanzas are so dissimilar that it hardly seems possible 
that they are both translations of a common original. It is here that 
Syrnons is loosest in translating. He used four capitalized terms - 
Dynasties, Nile, Pyramids, and Idolatries - that Baudelaire didn't 
allude to in any way. Strangely, Symons doesn't seem to use these 
terrns to stress the moral question of the poem. Perhaps he uses these 
Proper names as a means of evoking the visual imagery and mood that 
~hey are often associated with. Only "Idolatries" has any clear moral 
~~plication. My translation centers around the single image of the 
Verandas," or "portiques" in French. In addition to this contrast be­ 

t":'een image evoked by reference to exotic locales and pure image, a 
distinctly different mood is evoked in each. Symons' translation con­ 
veys a sense of antiquity; of remoteness in time as well as in place. 
However, knowing that this poem is thought to be a memory from 
Baudelaire's own life,6 I chose to keep time ambiguous, so that it 
could be believed that the experience actually took place in the per­ 
~ona's own life, and was more than a dream. There isn't much color 
1illagery in either translation, but the contrast between Symons' "Nile 
Yellowing" and my "verandas/Bleached white" further suggests the 
Contrast between antiquity and newness. Finally, the parallel "I have" 
beginning of the first and third lines of Symons' translations succeed, 
by their repetition, in establishing a slow movement within the stanza, 
appropriate to the mood of the rest of the poem. 

The similarities between the two translations are more numerous 
than the differences from the second stanza to the end, but slight vari­ 
ations in word choice can greatly alter both mood and meaning. This 



isn't the case in the first line of the second stanza, though. Although 
Symons says "surges" and I say "swells," and Symon says "mirror­ 
ing" where I use "swirling," the meaning that emerges is much the 
same. Considerations of alliteration were instrumental in my word 
choice here. One the differences in the second line can again be ex­ 
plained by the dates of translation. Symons' use of the word "fashion" 
to indicate "method," or "way," was more common at the time he 
translated it than today. And yet, my "mingled" is rather more archaic 
than Symons' "mixed." Also, Symon adds the image of "choirs" in 
this line, most probably as a means of facilitating his careful rhyme, 
for he also adds "lyres" in the third line. In this next line, a somewhat 
different tone is implied by "powerful accents" rather than by "full 
harmonies." In consulting the original, it will be found that Baudelaire 
spoke of "powerful harmonies." I substituted "fu]!" for "powerful." 
as the concept of a powerful harmony seemed jarring and unstable to 
me. Perhaps this is also why Symons replaced "harmonies" with "ac­ 
cents" - to keep the tone consistent. Although Symons' image upsets 
the previously projected tranquility of mood, it has a delightful sexual 
suggestion that neither Baudelaire nor I provided. The fourth lines of 
the stanzas are almost identical, but that Symons' is closer to the ideal 
twelve-syllable line rhythm of the original than my fourteen syllable 
line. 

It is with the third stanzas that the contrasting goals of the transla­ 
tions become most apparent. The first lines are identical except for 
Symons' "Sensuality" with a capital S, and my (and Baudelaire's) 
"voluptuous calm." If Symons' moral tone can be faulted for over­ 
statement, he is at least consistent, and conveys his statement clearly 
to the end of the poem. The second lines, too, are almost alike, with 
the exception of Symons' "events" for "azure." (It was "azur " in the 
original). I retained the color image, even though it isn't as common 
a word in English as it is in French, because Baudelaire usually stress­ 
es color imagery, and I would assume that Symons substitutes "events" 
to rhyme with "scents" in the next line, as he seems to value rhyme 
over image. In the third line, Symons specifies the slaves as girls, the 
sex of whom Baudelaire leaves to the imagination. Because Symons 
repressed much of the sexuality in other poems of Baudelaire's that he 
has translated, his mention of "naked slave girls" stresses the de­ 
baucherv he means to depict, rather than celebrating the joy of sexu­ 
ality. His use of the word "impregnated" is a literal translation from 
the original "impregnes." Somehow, this word doesn't have as wide 
an application in English as it does in French. I think that Baudelaire 
meant it to convey the sensation of fullness to overflowing, rather than 
the state of pregnancy. So, in this case, I settled for "trailing," a con­ 
siderable departure from the original. Baudelaire didn't modify 
"scents" as Symons and I do. Symons' "strong" upsets his rhythm, 
but power imagery is rather plentiful in his translations, which mav 
account for ,his insistence on the word "strong." I needed more syll­ 
ables for the line, so chose "hot, erotic" to describe the scents. Ad­ 
mittedly, it is awfully blatant in establishing an exotic sexual mood, 
but I also like the two "ah" sounds, and feel that they contribute to 
the aural beauty of the poem, which is the first beauty lost in trans­ 
lation. 

In the fourth stanza, Symons presents "Luxury" as a kind of state 
of the soul. The image of "fans waving my Luxury," is somewhat diffi­ 
cult to grasp, but it must be recalled that precise imagery is only a 
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secondary concern of Symons'. My "feverish forehead" is a much less 
demanding image; it is more concrete, and suggests less of the 
abstract. Symons' "fans" is less ambiguous than my "palms," but in 
this instance, the ambiguity was intended. I hope -to suggest either, 
and possibly both, the concepts of palm-leaves and the palm of the 
hand, since both could be used to cool a feverish forehead. In the next 
l~ne, Symons' choice of the words "trouble" and "investigate" estab­ 
lish a much too ominous tone for the overall mood of the poem. Hope­ 
f~lly, my "care" and "discover" are less distressing in their implica­ 
~~ons. And finally, the last line reveals similar differences. Symons' 
.. sorrowful secret" is alliterative where my "mournful" isn't, but 
mournful" seems to be a less overworked word than "sorrowful." 

Then, Symons includes the idea of "Fate," to underline the question 
of the virtue of immorality as a means to spiritual transcendance. The 
Sad conclusion of the original suits his purposes, and the statement he 
makes is that one risks his future, soul, or fate, by deviating from the 
P~th of good for the sake of new insight, experience, or sensation. I 
s_t111 see Baudelaire's question, though, as one of the search for a sub­ 
lime antidote to "!'Ennui," or boredom - the deadening force that he 
Vvarns of in "To the Reader," the introductory poem to "The Flowers 
Of Evil." I will not deny that Baudelaire finally tired of his quest for 
the ultimate ecstacy, and many of his later poems reveal a strict moral 
tone. But this poem, if only a remembrance, is of the days before his 
Change of heart.? For Baudelaire lived most of his life as a dandy, 
dressing outrageously and taking opium; taking any route he could "to 
hlunge to the depths of the pit, Hel I, or Heaven, who cares? /To the 
eart of the unknown to find something new!" ("The Voyage"). 

Footnotes 

4, .1. Charles Baudelaire, Les Fleurs du Mal, Petits Poemes en Prose Les Paradis 
P tif1c1eles. Translated by Arthur Symons (London: The Cassanova Society, 1925). 
reface. 

ih 2 Charles Baudelaire, Selected Poems. Translated by Geoffrey Wagner (London: 
e Falcon Press Limited, 1946), p. 129. 

y 3 Robert Lowell, The Voyage and other versions of poems by Baudelaire (New 
0rk: Strauss and Giroux, 1958), p. 46. 

I.a 4 Kenneth Urwin, Langenscheidt Standard Dictionary of the French and English 
nguages (New York: McGraw-Hill Book Company, 1969), p. 167. 
5 Symons, p, 114. 

w· : "At Mauritius, he (Baudelaire) met literary people and fell, youthfully, in love 
s~t the wife of his host. He spent many happy days with his friends in the exotic 
w enery, filling his mind and imagination with dreams and images from which he 
Peas l~ter to draw. It is this trip which made of him a poet and gave his poetry that 
ltacuiJar nostalgic quality which we find in "La Vie Anterieure," "L'Invitation Au 
irit Yage," "A Une Dame Creole," and other similar poems." - Enid Starkie in 
roduction to Selected Poems, pp. 9-10. 
7 Ibid. 
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A Renoir Woman 

I 
r 

l 

Her voice skates 
as if the cold 
of ice inhabits 
it, and a belly, 
round for birth, 
molds the cast about 
her flesh, undivorced, 
for she is 
intrinsic as sea, 
and I bathe in her, 
to be the indolent child 
rescued by the 
intimacy 
of her humanity. 

Etienne and Marie Goujon 
Paris, 1885 

Shy gusts of laughter 
bubbling through years of silence, 
bridging wastelands, 
oceans, ideologies. 

l'he rustle of organdy 
crackling in the pale garden, 
muted blues melting into 
lush mid-summer greens. 

l'he gentle haze 
born of brush and palette 
clothes them in eternal 
innocence. 

F=orever young, 
their impatience 
to get on with the game, 
held in a drop of amber. 

.. 

Thomas Sanfilip 

Philip M. Rubens 
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