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Robert Podgurski: Within field poetics I have always viewed Olson's approach to the field as 
something that is physically engaged, walked into, and then a claim is staked and appropriated 
for the corpus, whereas for Duncan the field is somatically experienced as well, entered, 
immersion in it takes place, and then he allowed himself to be possessed by it. So my question 
to you is where do you see yourself as working in field poetics? 

Gerrit Lansing: I don't see myself working at all in field poetics. 

RP: Really? 

GL: No, I don't know what the opposite of field poetics would be. I don't think about it in those 
terms at all. Every poem is coming somewhat differently. Field poetics seems to imply you 
already know what's going to happen in some way as field if there is an opposition to field so it 
doesn't make sense. 

RP: Oh, that there could be something antithetical? 

GL: Yes. 

RP: I was trying to find what I could on my own, in your work, something that would indicate 
something to this effect with what I was reading, and one essay of yours that I overlooked for a 
long time and forgot about and came upon recently that seemed to provide some answers was 
“The Neptunian Character.” 

GL: Yes, “The Neptunian Character” really is, as you know, an astrological / psychological essay 
somewhat stolen from the poet / astrologer Max Jacob years ago. I never heard of such a thing 
as field poetics at the time that I did that. 

RP: But the reason I brought that up is because it made me think about everything you were 
mentioning about “The Neptunian Character” is the type seeking out the hidden, the secret, 
arcane, but as you put it in the one section I really liked where it said: the secret is in this bail 
of light, it's right out in the open, and the obvious. 

GL: Well, that's certainly true, but when I talked to Zolten Mason, the astrologer, about “The 
Neptunian Character” he always said he considered me from my chart Mercurial rather than 
Neptunian. 

RP: Oh really. 

GL: But as you know Neptune is primary ruler for me of Pisces. And since I have Neptune 



opposed to my Sun in the tenth house I feel that is very significant in my chart. Neptune in 
the tenth house leads to a great nebulosity about the persona or the way one is conceived by 
other people.  

RP: Readers of your work are well aware of its highly syncretic nature. With regards to your poems 
is this syncretism multiphasic?  

GL: Well again, I don't see all poetry as syncretic. But I don't see such a thing as non-syncretic 
poetry today. 

RP: I wasn't trying to say, here's the niche, here's where it all fits 

GL: Syncretism isn't a niche at all.  

RP: I agree. 

GL: Well all poetry in the west anyway is syncretic, and that's where I am, or we are. Auden wrote 
about that years and years ago about what is available today to poets and of course that was 
written by Auden before the internet. 

RP: The reason I put it that way is that the catch-all phrase now seems to be “eclectic” and it seems 
to apply in such a broad vast manner as to be a somewhat flimsy or diffuse reference. 

GL: The question of reference has nothing to do with the eclectic or syncretic, and it is simply a 
matter of where, well it simply has to do with the matter of one’s own biology and progress, 
what becomes available to you through your own life, your destiny. 

RP: And so that leads me to bring up, is there an all-encompassing foundation, obviously not, for 
you that other influences tend to pivot around, and so I wanted to ask does each piece tend to 
manufacture its own framework. 

GL: No, it doesn't, but that doesn't mean that there is one foundation either. The framework, all 
of these classifications come from the readership, not from the writing: This comes from 
criticism where people want to put you into categories, that don't really exist. Those are a 
matter of later criticism with people looking at the poetry from a different position from the 
actual work you've been writing on.  

RP: I'm not surprised because I figured you never wanted to see your work pigeon-holed within 
one area. 

GL: I don't care, as Diane DiPrima said long ago, one has no control over the way one is pigeon-
holed or categorized or thought about or dealt with. It's something you learn to accept, I 
mean, instead of pigeon-holing yourself or putting yourself in these categories. That's without 
one’s control and your poetry changes over time too. That's already happened in my lifetime, 
changes in my own perception of my work. Once it's written I don't feel a particular 
connection to it. Except sometimes interest and surprise. 



RP: It's a lot like what Mary Shelley said about Frankenstein, I let my little monster loose and what 
happens when it gets out there, there's nothing I can do about it at that point. 

GL: That's true of all creation. 

 

۞ 

 

RP: Now, in the “Burden of Set,” Parts 1 and 2 at the beginning of part 1 you state: “This 
magazine is about the poetic exploration of the swarming possibilities (some occult, unused( in 
American life, urban & local... Its character is conceived as dual, historical & magical, the 
emphasized characters of time.” So, I know the “Burden of Set” was written quite a number of 
years ago. Would you say the way your were writing at that time was it sort of in sync with 
that project you expressed in the magazine. 

GL: No, not particularly, what's happened is that that magazine proved to be prophetic. A lot of 
the things that were written in the “Burden of Set” came true in American society and social 
formations long after and in fact it's continuing: There were various emphases, the emphasized 
characters of time continued to move through a particular formation of time and it hasn't 
stopped. And that of course, I had no idea what would happen when the “Burden of Set” was 
written. Going back to it, it's turned out to be prophetic in many ways.  

RP: But, it seems to me, and correct me if I'm wrong, that in one of my favorite pieces, “The 
Wizard of Oz in the Blizzard of Oz” seems to have picked up on and dealt with some of those 
prophecies.  

GL: Thematically? Or dealt with at a much later time and the idea of a center of the United States, 
namely Kansas as a center of military secrecy. That hadn't happened as much at the time of 
the writing of “The Burden of Set.” 

RP: OK, just those two seemed to sort of be connected. Oh, can you indicate why you chose to 
pose it as Set's burden. 

GL: Well burden is an Elizabethan musical term, like the burden of a song: 

RP: Oh, Ok. 

GL: In other words, it's like a lot of my work, punning, it's not necessarily a burden, well one 
carries a tune and it's a burden. But burden's a specific musical term particularly in 
Elizabethan music, I mean, that's the first I'm aware of its usage in English. But it continues in 
music too and meaning a certain formative quality in music not only in the sound but in song 
having to do with thematic contents sometimes. “The burden of my song” is an old phrase.  

RP: So, were you looking at the “Burden of Set,” of which there were only two issues, of the poems 



fitting in within an orchestrated theme of sorts. 

GL: Absolutely. Both issues are musically organized in my mind. Well, when I received the 
contents from different people it was then put together in a fashion I considered, not 
orchestrated but musical. 

RP: I'll have to keep that in mind when I re-read it. 

GL: Patrick [Doud] noticed that, incidentally, with different editions of The Heavenly Tree. 
Musically, it's organized, moving toward the number 7 in the last edition of Heavenly Tree  
Northern Earth.  

RP: I'm glad you brought that up because I noticed looking at the various editions of The 
Heavenly Tree, and I have the actual first Matter Edition that Robert Kelley did, well that was 
his wife that published that. 

GL: Well Robert did that and Joan was always his assistant.  

RP: Because I noticed in the early edition it wasn't broken up into the different sections but the 
Talisman and the North Atlantic editions have eleven separate sections. 

GL: Well it kept increasing: I don't think there are eleven sections actually but I'll look at it. 

RP: I made a list actually, I think there is eleven. 

GL: In the last edition? I think there are 7. 

RP: I can go grab it, I'm pretty sure. But is that set-up, is the arrangement of that as this burden a 
theme? 

GL: No, it has nothing to do with the idea of the use of the word burden in that it's simply that I 
organized the books musically, in terms of motif and sound, by motif I mean phanopoiea 
rather than the melopoeia. 

RP: Then that's something that's necessarily evolved because the number of the poems increased. 

GL: Well, yes, the poems have increased and they move about you'll notice that the sections are 
now different. 

RP: And it ends with “Northern Earth.” 

GL: Well, almost all the editions end with “Northern Earth.” And “Earth” of course has come into 
the title of the book in the last edition. 

RP: Was that an intentional change in the title “Heavenly Tree Northern Earth”? 

GL: Well I don't separate intention from happening since it's intentional, but not necessarily my 
intention. 



RP: Yes, because it initially was “The Heavenly Tree Grows Downward” and then it changed.  

GL: The edition of a book of Jung's I have which has his essay on the inverted tree in that 
particular edition there's a great misprint, the whole essay is inverted, upside down, a mistake. 

RP: The entire essay? 

GL: Yes, it's in my copy I'll show it to you.  

RP: It's not in the Bollingen Series is it? 

GL: Yes, it is. A misprint in that copy but not in all copies. They just didn't catch it. 

RP: That's wonderful.  

 

۞ 

 

RP: Now, in “Stephen Phillips and the Warmth of Summer Nights,” one of my favorites, you 
mention: “I blindly chose (was chosen for) the Labyrinthine Feeling Way.” And that reminds 
of something you stated in a letter to me long ago that: “The muladhara cakra can never be by 
poets neglected as it's not surpassed.” So, when I think of “the Feeling Way” I think of your 
childhood, growing up in Gates Mills, Chagrin Falls Ohio with Henry Church's Squaw Rock 
nearby so I'm curious about what you learned during your early perambulations in the woods 
that has informed your work, and how it's carried on to today. 

GL: This has to do with the concretion of the individual that's biological and therefore expressed in 
the horoscope and in one’s destiny in life in the figure in the carpet which only becomes 
apparent later in life if it does become apparent at all. But it's there in principal in seed in the 
bija mantra, and of course the muladhara cakra is the lowest of the general area of the cakras 
which contains the seed of everything in childhood and before childhood, before conception. 

RP: With that in mind that makes me think of the Cabalistic formula of drawing Kether down 
into Malkuth. So, would you say that the act of writing poetry is part of that process of 
drawing Kether into Malkuth. 

GL: No, not as such because Kether isn't for all people, drawn down into Malkuth in that way. I 
actually had very early, in a practice of yoga, dealt basically with the cakras without knowing 
them even. So I don't particularly use the monotheistic religions, and finally the Cabala 
belongs to a monotheistic religion, but rather to tantric yoga, or all yoga in the spirit of time in 
the sense that it's tantric yoga there's no way it's not tantric. Because that's a matter of history. 
That's why I keep talking about the emphasized characters of time is irrevocable its history. 
There are many other forms of time that consist, that go on at the same time as it were but are 
unperceived except by in the body, at least five types depending on the five sheathes that we 



consist of, the food body, the vijnana body for instance. 

RP: When you mention tantra it makes me think of “The Neptunian Character” because you talk 
about the Neptunian character is interested in the pineal gland, those “secret secretions,” those 
“secretive secretions” excuse me, and so that's on one level but also as kids we like our little 
secret hiding places. Do you think there's a connection between those. 

GL: Absolutely! One of the best accounts of secrecy from a secular point of view is the sociologist's 
Simmel's who wrote a whole book on Das Geheimnis in social terms but it's amazing how it 
also applies to magicka work, and to not only social formations but to individual parts of the 
psyche which are selves in society. 

RP: With the formula of mantra, yantra, tantra, with yantra being the visual component, mantra as 
the oral, and tantra comes from the root tanu meaning to bend or stretch the weave, I've 
always looked at tantra in very basic terms as the method of manifesting or bringing down 
whatever it is one's trying to make occur or happen. So as children there is obviously a lot of 
intuitive tantra that's going on, correct? 

GL: Well, tantra is a word that really doesn't have a referent at all just like “religion.” Religion is 
itself a construct of people afterwards looking at things and misapplying just like with 
“gnosticism.” Tantra is recognized, not yoga as taught today. Tantric flow is absorbed in all 
yogic practice whether it's even made conscious or not. Tantra is so totally misunderstood to 
relate only to sex centers in a Gurdjieffian sense that's not true at all. What it does have to do 
with is the reversal of this particular cosmic age as it appears at the time of basically the 
turnover of the Piscean age into the Aquarian age.  

RP: That makes me think of the one part in the “Burden of Set” where you mention “poetry falls 
on an age of undoing” 

GL: That's right. 

RP: But, I suppose it depends on the moment, the person, the point in their existence. Is there any 
aspect in “undoing” where poetry can fit in or be used or is there a purpose, I mean there's not 
a single purpose, I'm sure you agree there's not a single purpose for poetry within this age of 
“undoing:” 

GL: No, the “undoing,” (laughs) is part of the period of time, astrological time we're in, the end of 
the undoing of one age, the Piscean age. Each age as you know lasts approximately 2000 years, 
and there are ages that are permeating other ages, too. 

RP: Yes, aeons within aeons. 

GL: Exactly, Horus and Maat. 

RP: And then the Kali Yuga is supposed to go on for another 30,000 years, right. 



GL: Well again, yes, the Kali Yuga is the age of undoing:  

RP: Now, I know you've been a long-time student of philosophy. So, I was curious, let's say does 
your reading of Nietzsche serve as an inspiration point in some poems or are your 
philosophical studies another aspect of the weave of things that work their way in at certain 
times. 

GL: Well, there's certainly the aspect of the way one lives whether you study western philosophy 
technically or Indian philosophy for that matter or Chinese so-called philosophy. All of these 
are abstractions and don't really exist as objects in that sense they certainly are part of the 
weave. I do happen to have studied in college western philosophy officially and majored in it 
and the history of philosophy. But philosophy becomes its own history as Heidegger knows. 
And now so-called oriental philosophy is active and is becoming more active in its western 
interpretations in my lifetime, a much greater knowledge, and by oriental I mean specifically 
Indian and Chinese which are quite different but share some aspects. This has to do with the 
incursion of influx of various projections outside time. “The great invisibles” as Andre' Breton 
called them.  

RP: So given that, as you mentioned before about when the reader sits down with your poems, 
would you say they may benefit from doing some reading within these areas of philosophy, 
will it give them more of an “in” into reading some of your poems potentially or not. 

GL: I have no idea. Again, as I said earlier, you never know what the reader is going to do. I don't 
believe all reading's a misreading but all reading's an alternative reading, certainly my own is, 
but my own is of no particular validity and is limited in time by this particular time. So, what 
benefits? I don't know, it doesn't concern me. 

RP: Along with that I was thinking of one of my favorite pieces, “Behind the Vale and in the 
Pleasaunce of the Pythagorean Comma” where you mention “Logick equals Magick” that “the 
final Mathematick is Heavenly.” In your work I don't see Nietzsche or some of these other 
western philosophers quoted directly but you do quote Aleister Crowley from the Book of Lies 
especially from section 23, Skidoo. The magickal philosophy, do you look at it some how as 
within a different realm within western philosophy. 

GL: Well, western philosophy has been undermined consistently from within. Crowley was 
influenced not only by Nietzsche. Crowley was well trained philosophically in western 
philosophy. The reading list for his magical orders more or less ends with Nietzsche, 
Schopenhauer, and Hegel.  

RP: Yes, in his Curriculum of the A. A. 

GL: Yes, but he was very well trained in the history of western philosophy. So, and Nietzsche was 
certainly very important in his period of time in England to a huge number of people and 
that's just recently been studied by historians of Crowley in relation to the philosopher Alfred 



Richard Orage who edited The New Age who was a disciple of Gurdjieff. And certain orders 
such as The Temple of Set are involved completely both with Crowley and Gurdjieff as well as 
their idea of Setianism and the Order of Beelzebub, the Order of Nine Angles, or the Order of 
Dagon, which are separate orders within the Temple of Set.  

RP: The reason I asked that was regarding what Crowley said, he found Nietzsche interesting, and 
a number of other western philosophers thought provoking insofar as how far they took it, 
how far they actually took their philosophy. 

GL: Yes, that's probably correct. Yes, all of that philosophy remains in the “head” in the west 
unlike the love of wisdom in neoplatonism or in yoga, and I mean more than hatha yoga.  

RP: I brought that up because I was just gravitating back to that most basic of definitions Crowley 
afforded of Magick is the act of causing change to occur through the focused action of the will. 
I look at Poetry as being just that. Do you see poetry to be part of the magickal act.  

GL: Well, the will is, and Crowley related also to Schopenhauer's world-will which is also related to 
maya or prakrit in Indian philosophy, in other words it's not particular at all to humanity. It's 
related to what Gurdjieff deals with, the kundabuffer which is the inertia of maya, it holds one 
to earth. 

RP: So when you take that approach then that formula becomes a little bit more complex. 

GL: The formula has to be individually dealt with by each person who goes into that path. 

RP: And then as you said with interpretation it is then up to each reader individually as to how 
they deal with it. 

GL: Yes. 

 

۞ 

 

RP: In terms of literary influences Hart Crane comes to mind because his parents owned a hotel / 
restaurant in Chagrin Falls fairly close to where you grew up. And I was curious, were you 
aware of Crane's work early on? 

GL: Only vaguely and for me he was a very difficult poet I go to constantly now but not early on at 
all. The major influence on my reading in school, in high school, or before would have been 
Walt Whitman. And after Whitman, again in high school I read “The Wasteland,” Eliot, E. E. 
Cummings, and then a major influence on me in college, Yeats. I realized very early that Yeats 
belonged to a particular part of time that was not American at all and could not be copied in 
any way say as Theodore Roethke could be or Delmore Schwartz who was one of my teachers 
and I was influenced by him in a way.  



  I was influenced by Yeats but not in a poetic sense of form though I did write some poems in 
college that have never been published that were metrical in Yeats' sense. 

RP: So since you brought up Yeats I know you've been a long-time reader of Henry Vaughan, 
Herbert, Donne, George Chapman. Do you see a thread that leads from certain of these 
Renaissance poets to the Romantics then possibly to Yeats. Do you see a lineage here? 

GL: Completely, Olson and I somewhat disagreed about the honeypot of the Renaissance because I 
was dealing with the Renaissance, and this was before I knew the work of Ficino or Bruno, as I 
regard as part of the undoing now. Jung's book, Aion, which I read, of course, much later was 
not translated from German for a while, indicates a great deal of that, that is about the 
disintegration of the Piscean age in terms of quarters, in other words 1200, 1600, the English 
Renaissance comes latest of the European Renaissances as it follows the Italian and the French 
Renaissance but it's more coeval with the French Renaissance with the great magicians of 
Ronsard and Pontus de Tyard the Pleiade. But the Italian Renaissance, it came earlier, and 
then the German Renaissance really does go later into Romanticism which became very 
important in the late 18th and early 19th century and then becomes often the basis of magnetic 
magic. 

RP: Yeats is sometimes placed at that cusp between the Romantics and Moderns, does that make 
sense? 

GL: No, because I'm not interested in that theorization of Romantic and Modern at all. It's totally 
misleading: The German Magical Romantics influence has been subterranean and it's now 
only gradually becoming very conscious in England. It appeared in France through Gerard de 
Nerval, an especially favorite poet of mine because of Robin Blaser's and Robert Duncan's 
efforts, and whose poetry is a small amount but I feel a very great affinity toward, to its 
mystery. 

RP: So the German Magical Romantics, would Novalis be part of that? 

GL: Absolutely, of course. Olson was very influenced through Jack Clark by Novalis and only 
Novalis' prose especially which has just recently been translated. But not only Novalis, but 
Franz Von Bader, Goethe himself who was incredible. 

RP: And Holderlin? 

GL: Very much. But I'm thinking also of the German Magical Philosophy which influenced Hegel, 
Schopenhauer who has an essay on magic, and Paul Carus, all of the magnetists later who 
moved into France and England through Coleridge in great part, and they're still not 
thoroughly translated. 

 

RP: Thank you. 



GL: You're welcome. 

 

 

*This interview was conducted during my residency at the Gloucester Writer’s Center in May of 
2014. Prior to conducting a walk at Ravenswood Park, “Wandering On Course to A Gestalt 
Poetics,” and a reading of my poetry at the Writer’s Center, on the 29th of May 2014, Gerrit was 
kind enough to answer my questions. I would like to thank the trustees of the Gloucester Writer’s 
Center for making this visit possible. 
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