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< - ? . _i._*A;Bibliography of Canadian Concrete, Visual. ¥

>

. and Sopnd Poetry 1965.1972 .

l
-/E_ ‘ L CoL with\a -Introduction _— ‘

: Nicette Jukelevics

N

~
~

fn the,early fifties an.international movement energed
aroand a cluster of poétic concepta and metnoda which later
came to be known as concrete poetry. 1In the early aixties'
young Canadian poets working independent}y, or, . in Earle '

Birney's hrase, ‘on the graad‘yqets ievel of creating their -

own tr diti\n,“ nerged critical .and creative Tresources with
\ .

_ the nternati al movement\ ' _ : : S
A * Y i ' )
, i Because 0 systematic and significant listing exlsts ° a

% date, I have compi}ed a bi\iiography 6f Canadlan Concrete,

(

nd relat 2d forms of visuai“aﬁa*éound poetry. his includes

brief aection on . the international movement The Canadian
- 8

aection/includes anthologies, periodioals, critical and theo-

/’retical articles, individual authors}\sublications and re-’~_:
N viems of theliy work, _ N -\ p X
\. The Introduction; designed to glve the reader general '
bagkround'in concretg{poetry, is divided into two parts. _Part

Red
"internationallpoeta dentral to the movement, and sﬁmmarizea

\ " ,One outlines the: ni/torical development of COncrete, diecusaes

" the basic pr 6cip1es or the art. Part Two discusaes conorete




poetry in canada, 1ta relation tq_the 1nbernational movement, -

its distlnctive charaoteristics, and 1ts sisnirican

A.J; mental ‘airt in Canada.

. »
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S.OPRERACE - . - .
' ‘ 'The orge to attack the integrity and value of ex~ - :

~

perimental arts, anludi.ng concrete poetry, often proves )
irresistable to critical reviewers. A cricic wri.ting» on.

Eugene Wildman's Anthology of Concretiem and Emmett Williame '

Anthoioyy‘of Concrete 'Poecry amused h(ms,elf by talking about

"would be-poe.ts with not:hing to say", whom he ‘caustically

consoles with the notions that the twentieth century has an | :

art fomm ‘for everybody, and that: "the dumb-struck poet may

now make his mark as'a concret:ist:, practising a definition-
" defying discipliné."l His reproduction of Aram Saroyan
‘poem "Bl'&d", crammed into one s‘q/are j.nch of page betrays his .

confusion regarding ‘the importance of t:he vi.sual element in .
. , L g

the origingl and in concrete poetry generally. “

&

Perceptions of reality and of. man s place in the
: uni.verse,‘ change constantly. ‘When ideas and perceptions change
80 do their modes of expression. To approach 1nte11£gent1y
(

3
a new artistic convention one must begin by inquir ng about

e the artist's perceptt-ons of che world eround him, 8 particu-

Nt

¥

R o Ligey Doodle Doodle " Time Magazine, 12 April 1968. .
o . The notion that concrete is a "kind_ o poetry that anyone can
& R write is reflected in a8 recent erticle by Marq de Villiers

entitled, "You, Too, Can Become a Great Canadian Poet', See
the Montreal Star Weekend Magazi.ne, 20 October, 1973 yP. 6.

.
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N

lar aims' in his medium of expression, and his criteria of

, ' "‘achievcment.

¥

To begin to understand and perhaps eventually to -

: appreciate concrete poetry, as. is true of any experimental |
art rcquires Eh5f~oﬁ§"témpora?tiy5twolate~it—£rom_tnadL§QgE§pr

aesthetic values and judgements, redefine poetry according

Ato the artist '8’ own dalues and basic premise, and alter one's

expectations accordingly. . . S

{he'function and value:of genuinely experimental art

is’ £o stretch out the human ‘mind and its capacitieh for .

. - " communication&;ith other minds, and to provide us with an

- exercise 1n perceptual change. ' The danger of a traditionali

-

‘»attitude of skepticism lies in the«probability, rather than

Nl
' possibility, that we will fail on first encounter with such

-

' ‘%@ art to distinguish a trye spirit of discoverx from the pre-
. E) o tentious, the facile, and the merely fashionable. IR

Because concrete poetry is still scoffed at by the.

l,u‘! Iy

academic read oY after at least thirpy years of modern practice,

-

and because it 1s scarcely: understood by the winority who are

g?m '+ ‘willing to grant it recognition, I Have included an introduc-
%%7 tion to the bibliography intended to give the reader an under-

in the iakroduction, to outline the aims and perspectives of

‘concrete poets central to the international movement to -

- T consider their art, and to ‘suggest ways in which its

significance extends into the development of Ganadian concrete,

' e

visual, and sound poetry. ' :' .

v , v
. R ’

R - . _standing of the .gpneral principles of that genre. I have tried,

Jope -

VRN e e IR U
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The bibliography is by no means deftnittve although

' every ‘effort has been made Lo compile as mnny Canadian _

conenete visual, and sound poetry texts as was possible

in the ladt” two years. Although Canadian concrete poems

. peniodicals; and publishers of concrete

appeared in Canadian periodioals prior to- 1965 I have dated

. the bibliography from that year because to the bést of my

knowledge it marks the year of the firat concrete publi-

o

cations tn Canada. Since comptlation of this btbliography

‘began in 1971 and inclusion much beyond -that point would

‘have required incessant revision and would have made

completeness an ideal t0o difficult to//gproximate, I felt
therefore that - the ‘publications of 1972 were the latest that
could reasonably be included. .

. Because ‘the reference meterial avaiiable for

consultation in the libraries is almost negligtble and

because many. texts are pyblished in very ltmited editions

. (usually 300-500 copies or 1ess),-my maj or sources of ref-

erence have been the authors themselves,éﬁditors of literary
exts.
1 have personally evaluated each llsting to justify

its inclusion in a biﬂ1iography of Canadian concrete poetry..

" However, because it was not possible to verify certain ttems,

I have also included listings which were idendifted as

\

. concrete by an authorx, an editor of a magazine, or by

»




‘ e
.

Voo AN

v 'publis'her.l The pr'oblem of inélud,ing or ;eg«'clud.ing texts ;{vith
. - v . . . L} ’ .
respect 1o their contents has been a great deal more

difficult, and lines of demarcation. betwecn concrete poetry

;“***f\—«and.itsq associated forms on the one hand and poetic

*

———

;‘ experimentation beyond this ’grﬁoﬁp, have proved impossible to——

.. draw without . exceptions, 'qﬁnlj.ficati.or'\s, and without leaving

room for argument? . - :

[

Y Ray Kiyogka's Stoned Gloves for exampTle cqnibines
phot-ographiaw images with verse i:ut: with the excépti.on of the
title pages the words themselves arxg not the principle

. ¥ r«kg"} AR oy

‘constituents of image. Liouel Kearns' By the Light of the

Silvery McLune on the other hand was singled out as an
influential volume by more than one of my informants, and on
! * fhe basls of two ‘Vclnearly concrete 'p.oema_‘i.n it has ‘.been
v.j‘udged worthy of inclusion. | R

., .~ Im addition to listing-the' authbi‘s" \sepé,rﬁt'e' B

‘publi.'ca'c‘i.ons I have also included their contributions to an-
thologies, to,Specigl concrete issues of Canadian magazir;es. .
‘and critical or theoretical ért‘ic;es related to their worg. | .
'This, I hope will givé the reader, a broader perspective or;t:he'
development of eadh author's at;yle, exp:ose him to a variety- .

\qf ‘experimental forms', ‘and make him £‘ainiliaxj with'go-me of the_' '

reactions to and evaluations of the authors' work.

I have also included a brief bibliographical sect én

* lThese titles are indicated by the following
initials representing my source of reference; (B.B.) for
"B1ill Bissett, (N.B.) for Nelson Ball of William Nelson Books,
# : ) .-(bpy) for bpNichol, (D.R.) for David Robinson of Talonbooks, -
! ' and (E.V.) for Edwin Varney of The Poem Conipany/Intermedia

~ Press. . o
o e x -




{ e . on the internatiShaI movement t8 give the reader a eource
o of reference for the histortcak developmeht of che moyé- ;o 0

ment and’ to allow him to compare the work of Canadian iy

“
- 4 o

poets with their European counterpart. ' : -

The titles in tzy sections for each tndtvidual - o
o

author are listed. in oxdex of publication ftrsr’and in - S

" ﬁlphabetical\order eeeoee All other titles dre listed in

alphabetical order with the exception of the Cofferete Issues
which are 1Lated in order of publication. - e

I vish to thank Bill Bissett for his editorial .
assistance in the preparation of the bibliography, for \
‘his interest in my work and for making Blewointment
publications available to me; b|Nichollfor his edttorial
aasistance, for his contribution co my,appreciacion of ]
‘j AP ‘ concrete, and for allowtng me to make use of hia‘exgensive
| ¥ collection of}experimentg} poetry without qh;ch the accuracy

of my listing would have suffered; and Richard Sommer

-, whose encouragement and confidence~in my work urged me to

. s

L "embark on a study I would not have initially attempted v

t‘, .' ‘ 1
- »>- " ~ ]
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':INTRODUCTION
\Part Ohe'
Tﬁe Internatlbnal Movement
o -

Sectioﬂ One

‘The Beginnings of éahcﬁete Poetry

¢ .

The term “concrete“ has been applied to a variety

dt experimentaluan& 1dﬁovative poetry which emerged in the

af

-

1940'3 and is now revolutionizing the art on a slobal scale.
Although the 1nternat;onal movement of concrete’ poetry was
‘ officially launched. in 1956 as part of the National EXpo-

sitlon of Concvete Art in Sao Paulo, Brazil, the need for

>0y

‘the’ concrete poem and for the new’ medes of communication it -

”implLed was - anticipated“as early a§ 1920 in the ‘second De \\\~

& !lu S

Stijl manifesto: I

@

THE’WORD IS DE%P *

THE WORD IS IMPOTENT - :
‘.asthmatic ahd sentimental poetry
the "me and 'it"
- T "+ . which is sbill in common use.
= < : everywhere . . .
13 influencegrby an individualish fearful of space
. . . the dregs of an exhaggted era . . o

N

:,psychological analyais - N
and clumsy rhetoric o -
" have- KILLED THE MEANING OF THE WORD

3
N

'
o ¥ .

o

e
L] M '
. [ .
c- N\ . K4
- B

»

-
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-

'1 ,’rﬁthe\ﬂqrd must be: reconstructed N U£ ‘ -
' o ‘to follow the SOUND as well as °

X " the IDEA ~ . w
if in the old poetry "' . . . : ‘
.% by the domlnance .of relative and
- sub Jecfive feélings )
the intrinsic meaning of the word is destroyed g
we want by all possible means .
. ' syntax ‘ ¥
B : ’ .prosody . : .
~ Y " typography - ' >
. . A arithmetic o o
: ’ orthography //
to glve new meaning te the word and n¢w force to ex-
pression . . . [

» g 'a

the duality between prose and poetry can no longer T
be maintained. :

’ “the duality between form and content can no 1onger
be maintained. : \
Thus for the moders writer form will héve a directly
spiritual meaning s .
1t will not describe events .. \
it will not describe at all . . SN i
but ESCRIBE ™ . ‘ !
1t .will recreate in the word the cdémmon meaning of

S . events = ° e oL N
-~ a constructive unity of form and coﬂtent . . {‘. (\<::?\\n

Leiden, folland, April 1920. I N

& SR Theo van Doesbupg
. o . -7 Plet Mondriaan

v . e Anthony Kok V\B

e t. ' o ‘ , , ‘ - : .

5} oo , ‘Although the first anreteipoems began tq appear at
TN ‘the end of the Second World War and were not as yet defined

A by that term, the need for non-representational and purery ~— gi
. K *
more universalrart forms: expressed 1tse1f some twenty years
i

earlier not among poets, but among artists of the abstract

x : ' lFrom De St1J1. 1919-20, ﬁi!&%ited by Mike weaver in
: ‘the Lugano RevIbW}“K"endix B, ci ed in Mary Ellen‘Solt, ed.,. "
Concrete Foe ~A World View. (Bldomington, Indiana' Indiana .
nIVersivy . es ) 19(0), p. . . N
Lo | S o e

*»




\d

i

5 N P ° N ’ . 3
art 1 : ‘ |
rt movement. , . . .
N - 3

. The first examples of concrete poetry appeared in

Italy,in 1943 and were, in their dedication to new space

patterns,,related to some of the basic principles of tpe.

'Futurists. Ten xeare'before the publication ef ‘the first '

manifesto for concrete poetry (by Oyvind Fahlstrom of Swedhn)

Carlb\Belloli) a8 young Itallan poet! wrote and displayed a

se ‘;s’entitled Testl-Poemi-Murali (Wall-Text-Poems), and

\
some war words, -Parole per la Guerra. The latter were

-

ideograms in whicﬁ\typography was made organic to the meaning
of the poem (see fig.1) Q\xteen &ears later when concrete .
poetry as an art form was falrly well established..these com-
positions were recognized as a major contribuiion/to the

beginning of concrete.‘

L 3

The new experimental poetry moVement began to emerge

simultaneously but lndependently in various couptries between

1950 and 1955.- Although thelr poetry was not yet defined as
M"conecrete", poets in Switzerland (Eugen Gomringer), Sweden

(Oyvind Fahlstrom), Germany (the Darmstadt Circle), Austria
(the Vienna Group), and Brazil (the. Noigandres Group) began

to make several attempts to break away from the traditional

v Qia
lThe De StiJl group was intrumental in the develop-
ment of the modern art movement; the complete rejection of
representational reallty as it asppears to the five senses.
See Hans L., C. Jaffé, De StiJl (New York: Harry-N. Abrams,
Inc:; 1967)0 s . N

‘
?
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Mays of’ writing poems.1 By 1955 there appeared three mani-

festos in which the theory and practice of concrete poetry

J ’ '
, ;were clearly formulated. 2 However, the fact that the authors

<r of the manifestos were unaware of the existence of the ‘Other

{ concrete poets 1s a clear inﬂication of the need that began

! t0 be felt. by poets and artists to re-evqluaté/the function

! of poetry, to re-examine the meaning and vhlue or ‘words, and
to deyvelop new methods of composition. '

The ma jor figures who helped establish and rormulate

the baeic principles of the new poetry are Eugen GGmringer,
the Noigandres Group, Carlo Belloll, and Oyvind Fahlstrom.

Because. the development of concrete poetry and its various

=f’ tangentlal forms (visual poetry, fpund poems, le poene//
mécanique, etc.) in other countries was directly or indirectly
Influenced by the contribution of these poets, in later

-years, one must turn to their initlal experiments and theore—.

.= " tlcal’ principles to galn a better perspective on the meaning ;

of the term "concrete as it 18 applied to poetic expression,

—— B , o : ' ¥

' 1The foundations of this development 1A ne

' . ‘poetic expresslion go as far back as 1897 when Stéphane

£ 2o SN - Mallarmé dreamt of a book in which the dispositlo

odes of

of the.iinee,
%&, . , e~ , the'vlanks on the page, everything would play a pArt. His
ﬁ? "un Toyp. de Dés’ 15 thg.first published example of’/a poetry

Wi chﬁfombined the, visqal and auditory elements of ideograms.
see the preface to_"Un Coup de Dés" in Mallarmé, Oeuvres
Complétes, ‘H. Mondor and J. Aubry, eds., (Bibliotﬁeaﬁe_ae la
Pléiade: Editlons Gallimard, 1965), p. bss.

. 2Fpmlstrom’s "Manifesto for Concrete Poetry which =
appeared in 1953; the Noigandres Group's ‘'Poesia Concreta"
~which appeared in 1955;. and Eugen Gomringer's "From Line
to Constellation" which appeared in 1954, See the manifestos
in'M, E. Solt, Concrete Poetry, pp. T4, 71, and 67 : . . ..

respectively.
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-ﬂtnaditional mgters.

»

. 1
'poqtry{by way of\cpncrgte art.

o ‘Sectign Two
EBgen Gomringer

2

. y* i

When Eugen Gomringer published hls flrst ”constel-

T————— e

lations" in 1953 and his first manifesto,y"From Line to-
Constallatlon" a year 1ater, he wés unaware of the exisbence
of other poets in Europe and South America who shared his
dissatisfacﬁton with thé exlsting £érms” of 5oetry.‘ It»was
as a student 1n Berne that he became aWare of the Symboliézéj;
particularly Mallarmé, and Arno Holz, an East Prussian

poet who had abtempted to find a natural rhythm divorced from:
It was Holz's partiqular conCern w;th
the v1sua1 érrangeﬁenf of the scribﬁ'and fhe organiiaﬁioq of

sound . in his poetry which moat attracted Gomringer.

' However, Gomringer was first 1ntroduced to concrete
""n\,

While in Berne he became{/”‘“*\\

famillar with a grogﬁ of painterss whose work~was a Qeq}sive

A
An

1Conc’rete art aims: at harmony through geometry and
construction.- "The artist's authentic material 1is, absolute,
clearly defined form.. His task is-to treat the picture as
an autonomous field from which he eliminates all disturbing
elements in order to achieve & harimony which 1is ultimate
and self-sufficlent formula of the\-splrit and hence a visual
equivalent.of the balance achleved the universe.'
See W, Hafftman, Painting in the Twentlieth Century, .vol. 1,
trans. R. Manheim-(Loﬁabn.,Luna Humphries,'lgbs), P. 343.

r r
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influente on his develbpment of new poetic structures; These

artists sought new aesthetic valued. The cenﬁer of atten-

tion was, at the time, on art that sogght to define reality
’

' jwith the help of 1mages drawn from represe tional iorms.

, These artists began to formulate clearl what ik _th past .

tﬁey had only suspected namely that ab tract palntlng was

alsa concerned with the creation of realities harmonic

\*_ %‘3? i .
o \ﬁg - reallties éxisting 1n thelr own right and expressed by

IR -structures of form and\colour, psychlc realities expressivé_

“of man's inner world, and realities relating t0 th'outside ,

artists 'stressed the term "congrete" as opposed to "abstracb"
to ‘define ‘their work, Later, Gomringer adopted the terh
. ‘ ' “gconerete" in reference to his work because of his conscious

4

} ) o study of the material of his. poetry and its structure.‘

33 o | ; o It was 1n 19&4 45 that Gomringer met Max Bill &t

, e the Galeries des Eaux Vives in ‘Zurich, a Special gallery for
ﬁ; | . v. | ‘concrete paintings, and 1n»1947 that he wrote 8" very favour-'
é;«lﬁ - - able review.for an exhibltion of concrete painting‘in Berne.

o

It had gradually become obvious to Gomringer by that time

' -that an 1ncongru1ty\exiated betweér his sonnets and the
'direet method of concrete art, which "offered a solution to

'Q_. ) unequivocal problems of line, surface, and color.

\

= In 1951 Gomringer, together with Dieter Rot and Marcel

. N VR
- T M . +
o, { - t b N
v v . . EEN
\

world reflecting modern sclentific insight. AsS a result, the -

=
y

-, v - P
v
. o . . .
T T T S A e N M AL e e P s e W




Wyss (both graphic artist\‘decided to publish a magazine to

-

be called SPIRALE. ‘ Its contents were to 1nclude poetry, the

plastlc arts,graphics, architecture and industrial deslgn.

Gomrlnger,‘who was made literary edltor, set out to find a" \
{ﬂ_"sultanle"'form of poetry or, to devise and produce one h{gself.fl.

‘Cbnsequently} he‘began pc ernloré the‘bresentacidn.cf’scrisé T
on the page. : ,l .'~ - |

A year laber, Gomringer ‘wrote. his first 'constel—

1ation”k 1Avenidas" was a poem composed orethree nouns, the
conjunction "and", and the lndefinite artfple see fig. 2)
Gomringer replaced the traditional verse form with the constel-
lation bedause 1t is thé "simplest posslble kind of configu-

ration in poetry" and Ln its emphasis on the concentration

and simplification of language, it comes closest to communi- ' |
cating the essence of poetry. The constellatlon has for iis :;
vbaslcfunit the word. "It encloses a group of words ag 1if 1t
were drawing 'stars together to form a clust.er.'1 Gomringer

felt the concept of the 1ine required unnecessary words to

(’

111 in the pattern. As Mary Ellen Solt accurately percelved."
1t,'"naming ‘avenidas', 'flores', and 'gujeres’ (streets,

flowers, and women) they become beautufuf simply because

'

they are what they,are. Cénment would Ee\suneééluous and

yinsulping."e \

. 1Eugen Gomringer, "From Line to COnstellatlon,“ clted
| 1n M. E. Solt, p. 67. !

, )zm. E. Solt, p. 9. A

|

/
- ‘




-

avenidas
avenidas yflores

‘flores
floresy mujeres

N

avenidas™ . -
- avenidas y mujeres.

'

‘ avenldas yfloresy. mujeres y\
un admirador




.~ rather.- than printing the poems in the center of the page he
. arranged the words spatially.' The simplicity, precision,

-and purity'of these constellations are a reminder of the

: 'design is organic to the word as a material object, it is .

“line, the advertisement, the scientific formula. Further-

H
| .
a‘ . [R . * ! / v :,”i;:
p : | 5
. j ) . ' S
|
]

K In 1953 Gomringer published his first book of”

@,

Constellations. The poemag;e;e tne result of his exploraf

tions of the presentation script on the page. Here,

Gomringer used graphic space as an element of. structure, and
Y

principles of comcrete art. Yn fact, the ‘constellations

~

e ¢ .
are related in their structure to the constructivist tradition

in art. The poems result ‘from an arrangement of materials '
according to & scheme or system set up by the poet which 4
must be adhered to on its. own tarms. Everything in the poem

"Wind" for example comes from the material (see fig., 3). . The

organ&c to its inherent message, and Qo the space it occupies ¢
which can be utilized as a semantic vehicle.
t .: By 1954 Gomﬁingar had radically broken awayvfrom the

old way of writing poams. He was convinced that the usages

of 1anguage in traditional poetry were not keeping pace with

1ive prpcesses of language and the increasingly rapid methods

- of bcmmdnication; He ‘recognized that contemporary 1anguage

' was moving toward "formal simplificauion" and abbreviated

statements on all levels of communication, e. g ¢ the head- A

more, ﬁe felt that. these partigular proceéses of language ,

and communication contained within themselves the essential
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~qualitics of poctio statemcpt, namely concontrationqund

simplificatio .

LI Pin T
,

Gomringer's con telidtions can be, percelved visually

a whole as wi}J as in thelr parts, 1In a ﬁense they. become
' aesth ¢! functional objeggi, to be both seen and ﬁsed ob-

s

Jects containing thought, but made concrete through play-n'
activity (denkgegenstanddenkspiel) Gomringer finds the» '
e

element of play-a@tivity useful to modern man, whom the
__‘../ '

poet helps through his special gift for this kind of., acti-
Vity . : S\ '

- ' v o s
{1

Being an egpert both in lenguage and the rules of -
the game the poet invents new formulations, By 1ts
exemplary use of thé rules of the game t?e.new poem
can have anS:frect on ordinary language.

Althou .Gomringer has ‘cre&fed 1deograms, spatial “

structures, and serial poems, his preference lles 1n the n

direction of’ the visual concrete poem constructed with word- “v//

signs. He insists on the ﬁse of ignguage vecause, "even
in its most - primitive usage 1anguage serves .a ppiritua&
use,-so long as it is a 1anguage of words. n2

Gomringer‘s principles of concrete poetry, both theo-
retical and creapively manlifested, have been adopted and en-
riched by many poets/cince. The ideogram, the spatial

structure, the serial poem and the’ kinetic book are all found
: »
/

Mprom Line to Constellation,” cited in M. E. Solt;'

" § p. 67, o
E"Cpncrete_Poe'ry," clted in M. E. Solt, p. Qﬁ. .

e
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a

in his work. .His concern with the use of elemfnts of language,.
with the word as a totality, wlth the poem as a 1inguistic

design and as a functional obJect havé“lnfluenced a 1a€;r

« paw’

gen!,gtion of experimental ‘poets, - He was serious enoush
"abeut his‘work to recognize and warn against the facetious"

and . aesthetically meager attempts that. have been- made since‘

»

and now pass‘for concrete. .
Concrete poetry is perhaps the most 1mportant aspect
of the /poetty of our time . . . 1t 1s Limportant that
‘1t should not become’ merely playful-. . . In-my view

} it 1s fitted to make Jjust as momentous statements about
human existence in our times and ‘about mental attitudes,
as other forms of poetry did in previous perilods.. It
would be unfortunate Lf 1t were to_become an empty ’
entertainment for the typographer.l

1Form,.no. 4..¢1ted~;9 So0it,. p.10,

«$
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Section Three . = :

. cThennoigandres;uroup . B .

" The. year that Gomringer wrote his first constellation,
"three Qoets in Sdo Paulo, Brazil were attempting tovdefine 8
new formal concept.c-Haroldo de Campos, Augusto de Campos,

v

and Décio Pignatari formed the Noigandres Group, a name they a-.

" ddpted frofi-Ezra“Pound's Cantos.l The group -soen began to

publish a magazine by the same name, and withlin the same year
(1952) they established contact with concrete painters and
sculptops in Sho Paulo, .with musicians of the avant-garde,

an&‘began a corréspondence with Pound. .

’

 The following year Auguato de Campos, inspired by

A

Anton Weber's "Tone Colour Melodies" and Pound's 1deogrammic
teohniques of the Cantos,. wréte a seriles or poems entitled

"Poetamenos" (éoet-mlnus) The poems, which developed as a

result or research engaged in by the group 1n 1950, helped to
. ‘..

- ‘1“ n Canto XX, coming upon the word 1in the works of
Armant Dankel, the Provencal troubadour, old Levy exoraimed
'Noigandres)) eh, nolgandres/ Now what the DEFIL can the't mean!!':
This puzzling word suited the purpose of the three Brazillan
poets very éll, for they were working-to define a new formal -
Concept. M. El SOJ:t, pv 12 ‘

e
e,




S N~ ' establish the fiew formal concept they were seeking. The 7
poems in "Poetamenos" were intended for both the eye and ‘the

v o 'x V .
- < ear. The colours in the poems served as directions for B |

N reading (1 e,, for male and female voices) and to designate

-
[

. word themes (see figs, 4. and .5)."

>

By 1954 the Noigandres group was Becoming;a recoganed ﬁ

, . !
S . *and 1nf1uent1a1 force in the cultural life of Brazil.,. : . :
.(\ \! ) o .y.:: \

Bignatari was lecturing at cultural cg7gresses and‘the group

P -was establishing, contact with Pierre oulez and John Cage.

t L | Y In 1955 the second pdblication of Noigandres 1ncluded‘ . j

’\ .

the "Poetamenos" poems and the first theoretical aﬁticles of
»

_ ] the new poetry by Augusto and Haroldo de Campos. For the'
VA 4&1rst time the term "concrete" was used 1n ‘one of the titles;

.. "Poesia Concreta". These poems were presented unoér the same |

S v n emman ua

o » X title in the Teatro de

g' . ! N projected on a screen and\read by four voices.‘

‘~" I - In that same year Pignatari visited the Hochschube

fur Gestaltung at Ulm wherezﬁe met Gonringer. Thelr coinci--

- . dental meeting of mutual- intere t marked the beginning of

the Lnternational movement of oncrete poetry. The followtné‘

o year, Pignatéri and Gomringer ‘Were planning an international

,./"‘"'\"

anthology to be entitled "Concrete Poetry In December _ -

~of 1956 the* movement of concrete poetry was officially < e

- launched as part of the National Exposition of Concrete Art

at tha_Museum of Modern Art in S&@o Paulo.

o : In March of 1958, Noigandres L appeared with poster

‘o




'poems and a synthesis of the theoretlcal studies and writings

of the'gfoup. "The "Pilot Blan .for Concrete Poetry" deals

~ __._,A

with the evolution of the concrete poem and with the questidn . |

of form-content.
t - [ ,
The Brazilian group of poets derlved their concept
of the concrete. poem largely through the inflﬁence'of Joyce,

Pound, Cummings. and Mallarmé, and from Futu%iém, Dada, and

the montage technique of Eisgnsteiﬁ. From Mallarmé's "Un'

/ N .
Coup de Dés", they 3er1vedlthe\1dea of using typographical

Space as an éIgment of.composiﬁibn; Pouhd, Jo&ce and
Cummings prévidéd'ideas’fof,the\actqgl mgthod. Popﬁd*s
ideograms, dece's wordﬁideograms, and 6fgén£c inté?ﬁ%eta-
tipn'of time Qnd space, and Gummings' gtomizaﬁion of words.

and expressionistic emphasis on space have made significany

Qontributidﬁé‘taﬁconcréte poetry-in—general.—

a

e The grdup's concept of the concrete poem 1n1t1a11y

began with awarenes& of graphic spapeAaﬁ‘a structural agent
'5' ‘lu

The poets reJected the linear concept of- formwand introduced ,
the concept orf "space time structure".

The. "Pilot Plan" deals with the guestion of form-
content . .,. in terms of isomorphism ("the conflict
formisub ject logking for identification"), The' Brazillan
concrete poets have been able to disce%n tha&\"parallel i
to form-subject of ilsomorphism, there S a spase-time '
,isomorphism, which creates movement." The.concrete: poet

b "must be cgnsciously concerned with this level of iso-
" morphism. . -

———

1' 3 , -
Ibid.) ip‘.‘ ’l},‘



e : » .
The poets themselvés define concrete poetry as a "tension of

things-words in space-time". They concelve df'concréte'as '

a dynpmic structure;
a multiplicity of concomitant movements, S0 in music-.-

1 by definition, a time art--space intervenes, . .. + in

' _ visual arts--spatial by definition--time intervenes,.. . . . ‘

L v (Mondrian and his Boogle-Woogle series; Max Bil1l; Albers

o ‘ and. perceptive ambivalence; concrete art in general,

} Whereas G%hripger spoke of his own corcrete poems in .

terms of constellations, s6he Noigandres group defined their"-
.poetfy'in terms .of the ldeogram. The ideogram included the .

verbal and vocal dimension of the word as well as the visual
: _ )

one which Gomringer emphasized., Because the‘group noqréon-

celved of the word as "yerbi-voco-iisual" their poems could
..npw partake of "the advantages of nonverbal communication" <
without sacrificing the "virtualities of the word".

N . ' ' . . 4
. The-Bragzillan SPilot Plan" deals specifically with '

poems made from words, However, the group has occaéionally'.

* composed poems without words,‘but'nevertheless semantlc in

2 . content,

- In 1964 Pignatarl and Luis Angglo Pinto developed a:

3 IR . %heory for a new kind of poet y to be written without words;
Semiotic Poetry. They proposdd a new definitioﬁ of language
_ wﬁich accebted "any'set of signs‘and the way;of;relgting'them
t’; ~;' among themselves (syntax) and with rererents((éemantics) by

some interpretant (pﬂ'égmatics);"2
| ! , -

‘ lvpiiot Plan for Gonerete Roetry," clted in
M. E. Solt, 'p. 70. '

More specifically their

2 WNova linguagem, nova poesia,” cited in M. E. Solt, -

oo p. 15.
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¢

. definition included the ldioms,  traffic signals, cemputer 1 \
languages, mathematiCal Symbois, and audio-vishal languages
(see fig. '6). N !

+

Thg poets attempted to create designs and construct

languages according to each particular situation or necessity. -

Consequently, the poems  were entirely functional and the role

[

of the poet tpén became that. of a language designer whoeef

. 4ask 1t was to construct new sets of 'signs, visual and

eudible.

Theﬁr proposal was founded on their understanding of

the function of syntax in spoken language and - in traditional
writing. The poets felt that any language, ample as it may

be, was always 1imited one could not talk “about anything
or establish any Hiﬁd of relationship but the ‘bnes subJected

to -the rqrm of language one used, end n tra
‘syntax 1s the same as spoken language. .

Pignatari and Pinto felt they had succeeded in creating

-8 new syntax only te a iimited exteht. Tne fact. that the new
syntax confined itself to "slgns 1ssued from a spoken language,
- whode form is fit to a linear writing process” limited the
possibilities of communication.' In their semiatfc poems
the signs must be given a word definition befqre'the meaning

of the poem can be understood.

The basic principles which the group established as

BN

requirements ror concrete poetry included the pdem's ability

to communicate its own structure (Structu;e-content), and
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» - : ! ) ey .
. B the idea of the poem as an object ‘v and by 1tself rather .

J4 ~ (

i ' - than as ah 1nterpreter "of éxterlor objects and/or subdective

T ‘ - . . t .
i ' N ' ’
N . . -
&““\ ' R 2 . ‘ j . .
. . N s - o " a * 1
R 5 . [}
. - N . . .

feelings. 'The material of the concrete\poem as they per-
. ceived it would 1nclude visual form, semantical charge, and -

spund. The poem's problem would then be ofe of "functionsn

. e ro
- relations" of this materjal. The play activity mentioned

' S e — hd ’i

by Gomringer as an tmportant element _of _ the_pggmiwﬁg

createﬁ by the resolution of the problem of "functions-re-

. kl lations“. oo ) L {

N

Despite its 1nternational,grr1nities. ‘Brazilian

R . concrete .poetry displays a distinctive national ¢haracter-"

istic. "On the whole, 1t 1§ more diréctly concergaﬁ with
’sociological-pol;tioal'con?ent.“l In the poem "beka coca
' cola" (érink coca éo;a) for example, the poets mdke'a very .
PO effective protest against the cultural 5;; soclal _’
fg&ils'of’their courtry, and;allow the reader to become aware
i of the nature of his world (see fig. 7).2 |
el : - : , L . .
%g e 4. E. solt, p. 14, o A
et - 2 o

Seglm. E. Solt's interpretation of, the poem "beba
coca cola in Concrete Poetry, p. 14,

(
i
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. | '_‘ }. L g 6y§1nd Fahlstrém .
| - Almost three’ xgars berore the Noigandres group began
;. " "o ‘speak of their poems ds concrete" (1@55) and Eugen

- Gomrlnger‘adopted the ;erm for hie own poetry, Oyvind Fahl- |

I.,\:‘:';‘ ‘ ’1; — —_—
= strom published the first manifesto of the new poet-war

” ' experimental poetry. " He titled ié "Manifesto for Concrete

. Poetry". Although it was not widely circuldted, nor trans-

lated into EngliSh until about 19681 Fahlstrém's statement ,

anticipated much of the theory and practice of praditional |

concrete.

- Like many qther concreéevpoets, Fahlstrom made a dis-

!

tinction between his worE ”7T‘tﬁe”prevaient—offie&el~;;$ernvv

5» ‘ ' fashion, and although his concepts of cpnbrete poetry are
‘ ‘ mainly derived from his painter's sense of visual-concep-

fhel relapionships, the alternatives he pfoposed for the

. kY 5 p s
37 : . new poetry are similar to those of Gomrlinger, the Nolgandres

[P

group and other poets.

Fahlstrom's definition of concrete 18 not 1im1ted

-1 : only to matters of style. Literary concretion as he perceives
g ' <

1]

t is "partly a way for the reader to experience word -art,

prlmarily poetry--partly for the poet a reieese,.a declara-

tion of the right of all language material and woﬁg}ng:.“i

‘.J‘ * ' - 1Mo ‘E‘. SOlt, po 29‘0 ) v

2>




-

. basis of,language as concrete material,

Fahlstrsm favoured'concentration on language as

e {

material as a substitute for Belf—preoccupation, analysls,

™~

and self-expression, concentration on single 1etters, words,

etc., so that poetry‘may be experienced akd created on the,

t

At Steguna [Where a literaxy conference was lhe1d
in! 1953 . + ».no one claimed freedom from preoccupa-
— tion with the self- in connectlon with the claim of
. 1nteresttnn poetical structure.

Poetry can be not only analyzed but also created
as structure. Not only as stricture emphasizing” the
expression of idea content but also as concrete
structure. . . . There 13 no reason why poefry couldn't
be experlenced and created on the ‘basis of language .

. as concrete material,? \
- 7
In rder that poetry may become an organic part of
7.
the redlity weflive in, Fahlstrom insisted that it should

o
not depend on inspiration, and consequently. divorce 1tse}ll "

P SR D

P

-
LA

. from the realm of myth, dream, and symbols,,"The eternaliy {

~

valid wopd symbols (1f there are such animals) have become
faded by much rubbing ‘of the washboard.":

Fahlstrom also’propoeed the abandonment of the linear

L3

concept as essentlal to poetry and emphaslzed the poet's
\ .

freedom to'¢reate new syntax. , ' '

What is golng to happen to. the new material? It can
be shaken up as you 1ike, and after that it is always
‘-unassallable from the concrete point of view.

¢

- InManifesto for Concrete Poetny," clted in'M. E.8 - ¢
Solt, ‘p. T4. ’

b sz;d.’, p. 75. o -
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This can always be said at the besinning. But o \
the circumstance .that the new means.of expréssionihave s
not found their norms of value ready»made, does not '
prevent us from testing them, 1f thelr value 1s ever
to be clarifiled.

!

Unlike other authors ofe concrete poetry, FahIstromo

placed'a greag,emphasls on the 1mportance of rhythm in

&

poetry. ‘He 1nslsted thaﬁ a new constructlve principle must

~

s ' Dbe round to replace the conventlonal uses of rhythm and meter,

T "When we tire of regular meter and at. last tire alsoof = _
‘ &ef rhyme," he'wrote,j"we must find somephing ‘else that will give
:H .ﬂ - the, poem that general effect. n2 ' | A'*o
' Fahlstrom .understood that rhythim is "the most
elementary, directly physically grasping means for efrect,
n,, oL uhidh 1s the Joy of recognlzing eomethlng known befgre,ﬁthe

3L .
;! COnsequently, he provided an

. importance of repeatin

_altennaLJJ&LJaL;EDw

- S suggestlng that one wo

tradit onal repetitions of motifs Py
— e TEEISE

{ at £1lling out rhythmic. words as -

a background for priﬁcipal meanings which can be bound or '

Ed

- ; ‘ unbound by the background rhythm, . One could also 1ntroduce
o . & 1ndependent rhythmic phrases, petrical rhythms, rhythms of -
%V. o o word order, rhythms of space,as well as construct a poem
: which dgmands simultaneous reading or the reading of several
lihes in which at least one has rhythmic'worde. )

. A8 well, Péhlstrdm encouraged a new "mulil-directional
Pl o conoept or reading which corresponded to thelffree‘movement'

Fax ot

- of sight when 1ook1ng at abstract art.”

3Io1d. -

125 . - 1Ibid. ™ 21p1d., pi 76.




* Fahlstrdm has chosen to speak of his poems.as "tables". In

" "Bob's Fence", the motifs are constructed of serial word

-36wn nofhs again, creating new rhythms, and ﬂe}mulaﬁing new

26
P : ‘ Whereas Gomringer spoke of his poems as constellations

and the Noigandres group refered to thelrs as 1deograms.

patterns which repeat and reverse themselves to, make a state- .

. ment-about. the fenced-ih condition of modern man,-

Fahlstrom's more individual contribution to corigrete

.

poetryfﬁheory iezéxemplified’in hie energetic‘and consistent
search for variled. possibilities. of widening the 'logical scope

gf the ptem. He stressed the nécessity of giving form its
. rs

L Y

syntax and new meanings to conventional words.
'
‘It 1is valid not only to mix the word order‘but to meet
.*"the necessitles In terms of all the habitual mechanilcs
‘of sentences or grammatical constructions and as thinking
15 dependent upon language, every.attack aimed at valid
language form will be an enrichment of the worn-sut

can be titled concrete.

is.clearly  eX¥pressed in the following statemeﬁt; i

'~ paths of thought, a link in the #&volution of language-- .

of. thinking which always occurs on the everl_day, 11terary
and sclentific levels.” . ¥

FahlstrSm's ultiﬁate definition of concrete ‘as related
tq poetry 1s the creatlon of newly formed contexts ylelding
new material. "Squeeze the language material that is what
‘ w2 Fcr Fahlstrom, ‘it 1s always a
question of maklng new form o: the material and not belng
formed by 1t. The stgﬁ;ficgﬁce of concrete as he sees 1t

-

In.addition the concrete Qorking poet 1s, o&.course,

.

-

‘lIbid.’..'p. 770 . 2Ib1do,‘po 78...:

4




.

related_to formalities and language-kneaders of
all time, the Greeks, Rabelals, Gertiude Stein,
Schwitters, Artaud and many others. .And he
conslders as venerated portal figures not .only
.the owl InﬂWinnie the Pool but also Carrol's
Humpty Dumpty who consliders every. question a
riddle and dictates impenetrable meanings to
the words.

——
11p14.
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;? ) < éarlolBelloli' , | , .

zf ; l‘£$rlo'Be11011'firet explained hie.theoreticai pers- ‘
;% - N pectibee in his 1htpoduction to’the Testi-Poeoi Murali, and N
;;5 A althodgh néither deringer nor the Noigandree group were

zg;,",-" ' aware of Belloll's ﬁer the statements he made anticipated .

i?? the ideas 1ncluded in 1ater manlfestos of concrete poetry.
ﬁ%é ' ’ “As early as. 1944 Belloli,fore W that poetry was - moving
ﬁ' | towards a closer identiflcation ith the chdnging needs | ;‘ ) . )
gﬁ .‘—“'; . and tastes of modern culture and arg." Included in his
fj,}:“ ' 1ntroductlon to the TESti-Poemi Mural;«are the followlng
fg;t S statements; ) B

v . the environment  1in which they work. . , .

. S

gy DY < marinetti . [Fillipe Tbmaso, author of the' firet uturist

e | . manifesto, 1909]* has urged me to foPm this collection

- of words which are to be visuallized before being read ‘ .
"for thelr meanilng, to be repeated intermittently for

° . their internal content. . . .1

In Marinetti's introduction to Belloli's book he

; u - - . . ) F . . . v
) * Imilan: Brre, 1944, cited in M. E. Solt,,

! -
, f

. 37—;8.

’ ' ‘w g
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praised thé &oung boet's dedication to the development

of new forms;

Y

“

-+ » » these text-poems anticipate a language of word-

signs set in the communicational network of a mathe-

matital clvilization which"will be marked by rfstr int
" = in the use of dialogue, gestures and feelings.

Withln a few years Belloli's concept of the poem:
. extended t& include what he called a poetry body". "Poetry ,"

°* he wrote,‘"was ‘bound to escape from the paées of a book,"?

Tgor the poetry of id%&s, for symboli 1, tg%hnological
“and other forms of poetry, we have substituted a
poetry of simple words whose semantic structure is
capable of integration with a corresponding semiotic
structure in space: the poetry body . . .

!

. a poetry body 1s an obJect composed of words’'set free
not fixed in space; visual words, in that they can
be read, they become qualitatively viswal because_of
the multi-sensorybreelings'that théy evoke., . . D

. Belloll's poetry bodles were a creative expression

[ of his attempt to relate visual poetry in space and to inte-

grate semantic and ‘semiotic structures, His exhibition orf
1951 included poétry bodies which consisted of words arranged
within a synthetic and transparent substance.- Words were
inserted into cubes, spheres, polygons, ete., to form word
4 structures 1n space (sed rig. 8) . |
Belloli's continuous explorations into the relatLon-

sKip between visual‘and semantic poetry were eventually syn% ‘

. Y A o
thesized into a theory which he named "auditVisualism", The

2from a leaflet of 1nstructions 1nc1uded in Corpl
. - di Poesla (Poetry Bodles)s (Rome-New York: . Medlterrafigan
¢~  PUBIIShIng Co., 1951) eited in'M. E. Solt. P, 38 S

31b1d.

J'Tbido, P 38 ) . . ‘ !’ - : «b




audiovisual poet's role as he sees Lt 1s one of a "wogd#
'builder whose aim is to "define a language of the spirit
”.1n meta-lingual terms " Pop the poet the .word .then becomes
! purely_verbal materia1~of visual conception and structure,
' 'a preclse typographical arrangement deriving from‘selecged
semantlc values. | ~
Although Belloli agreed in many respects wlth concrete
=pdet3' with respect to what constituted a concrete poem, he'
’Adisszgiated his worK from the label "concrete" on semantic
grounds, As he saw 1t, concrete poets tended to neglect the
fact that form can become the sole content of poetic expression,i
.and because "they sought an ar}thmetical solution to’pﬁgnegi-

3

cal combinations" their poems were occasionally transformed

X

into "mere vérbal puns." Whereas concrete! poetry, from’ his

ﬁ~w-peps§egt1xe,,aubst;gg&egﬁﬂ_gﬁthmetica1 construction of mono-

" tone keywords of 111usory e%;ect without the necessary re-

e Ny ;.4--

'1ationship with v1sua1 typograbhlcal construction," the .
audiovisual system of semantic and morphological structures
”R combined with the semiotic and typographical one.1
\ ‘ Here, Belloll particularly emphasized the organic use
\}5f'typography in relation to semantics. He soughﬁ more than

-

‘;;dtbe “expﬂess1onistme—sya1yetion of page space" as did Mallarmé,

ot

: 1Carlo Belloll, from a statement which appeared in

xy volumevof audiovisual texts, cited .in M. E, Solt, p. 39.
1 Y a

»
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‘

. or graphic considerations. It is regulated b9 the physiogno-

- see fig "9), B Y . . i

L ment, ‘he prefered to qonsider himself an audiovisual" poet

R o
! . 5 . ‘
! ¥ ' i ’ 1z

-éndiApollihaire. "The typbgraphical dispoéition of our. e _

words," he wrote, “is nohwdetermined gy»arbimrary decorative '%

P N
my and meaning of words used in the development of the

semantlic content area." nl (For an’ example or Belloli's theory ‘
. ,

- - N -

ISR g

S aa
[

/ -
In 1967, Belloli stated that whfle he considered g

‘ ot
work,as pRecursive of bhe 1nternatiopal concretq poetry move«

N ‘

to dissociate himself from graphic and phonic non-semantio

[y

work which has become associated with theV teérm '

csncrete

However, his basic principles in relation to his concept of

1}

TN
pouetry gafe~himi1arx‘mgch a member of thei ernational conl. -
It 1s the following conclusions whioh tend

‘ creﬁe hoyemeﬁt
to place him among them, \' 1”: ‘

.for almost twenty-five wears 1 have sought to’ expresa

*"myselr in poetry tonsisting of autonomous words unre-

lated to ideas of philosophical, psychological, social
-historical or autobiograppical origin.

o co -

-1 do not regard poetry as a’ narrative or 1yrical genre -
‘but as w%{d pattern3‘§ rorm of verbal architecture in -
‘a space- me dlalect. o

2

-

'llbid.‘ .L“ L e

~ 2Carlo Belloli, "Visual Beetry Today," from a letter-
dated 1967 sent tO'M. E. Solt, cited in M. E. Solt, p. 41,
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icqui
acqua

acqua
acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqus
acqua acqua
acqua acqua
acqua’acqua
acqua acqua
‘%cqua acqua
acqua acqua
acqua acqua
ACNUD ACQUS BCQUA
KOOI BLOQUDB BLGUA
eLyus acqua acqua
acqua scqua acqua
acqua acqua acqua
_scqua atqua acqua
.acqua acqua acqua
acqua acqua acqua
stqua

acqua
acqua
acqua
acqua
acqua
ncqua
acqua
acqua

acqua
acqua
acqua
acqua

acqua.

acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqus
acqua
acqua
aryua
acqua
acqua
acqua
acqua
acqua
acqua

acql¥
acqua
acqua
acqua
acqua

acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua acqua
acqua acqua
acqua acqua
adqua acqua
scqua acgqua
scqua acqua
acqua acqua
acqua acqua
acqua acqua
acqus acqua
acqua acqua
acqua acqua

acqua
acqua
acqua

acqua

acqua
acqua
acqua
scqua
acqua;
acqua
acqua
acqua
acqua
acqu

acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqus
acqua
acqua
acqua

acque acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acgua
acqua acqua
acqua acqua
cqua acqua
cqua acqus
cqua‘acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua

acqua acqua
acqua hcqua
acquajacqua
acqua/acqua
acqus acque
acqua acqua
acqua acqua
acqua acqua
akcqua acqua
acqua acqua
acqua scqua
scqua scqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqua acqua
acqus scqus
acqua acqua
acqua acqua

acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua
acqua

‘acqua

acqua
acqus
acqua
acqua
acqua

incolore colore irasparente aCqQua percorso vooe e voce acque mare goccia

sfera una mano acqua verticdle cielo una bocca acqua piano fiume una casa acqua
tilo roccia un fiore acqua pioggia volto un bimbo acqua nubi atmosfera déi acqua
pozzo eco un villaggio acqua ghiaccio cristailo un esquimese acqua sole foglie una
donna acqua barca silenzio -un uomo acqua cielo medusa luna acqua orizzonte

h oL BMid n V. 35 b il H
ccchio—peste-aequa+aveacqua—uemti—aagua-patma-solo-vogi-vocl-sole_palma

. acqua

acqua uomini acqua nave acqua pesce occhio orizzonte acqua luna medusa clelo
acqua un uomo silenzio barca acqud una donna foglie sole acqua un esquimese
csiginilo ghiaccio acqua un villaggio eco pozzo acqua déi atmosiera nubt acqua un
bifibo vollo pioggia acqua un fiore roccia filo acqua una casa fiume piano acqua
una boccaicielo verlicale acqua una mano sfera goccia mare acqua voce & YOCe
percorso acqua trasparente colore Incolore acqua acqua acqua acqua acqua acqua
acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua
acqua acqua acqua acqua acgua acqua acqua acqua atqua acqua acqua acqua
acqua acqua acqua acqua acqua agqua acqua acqua acqua acqua acqua acqua
acqua acqua acqua acqua acqua acquad acqua acqua acqua.acqua acqua '@cqua
acgua acqua acqua acqua 8cqua dcqua acqua Acqua acqua acqua acqva acqua
acqua acqua acqua acqua acqua acqua acyua acqua acqua acgqua acqua acqua
acqua acqua,acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua
acqua acqua acqua acqua acqua acqua acqua Acqua acqua acqua acqua acqua
acqua acqua acqua acqua acqua acqua acqua Acqua acqua acqua acqua acqua
acqua acqua acgua acqya acqua acqua acqua #tqua acqua acqua 3cqQua acqua
acqua acqua acqua acqua acqua acqua acqua Acqua acqua acqua AcqQua acqua ”
acqua acqua acqua acqua acqua acqua agqua acqua acqua Acqua 8CQua acqua
acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua
acqua acqua acqua acqua acCQua 8CQua #CAua ACQUA BCQUA AcQua ACQuUAa 8CQUA
acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua acqua
acqua acqud acqua acqua a¢Qua acqua acqua ACQUa acqua §cgua Bcqua acqus
acqua acqua acqua acqua acqua acqua acqua acqua 8cqua acqua acqua
acqua acqua acqua acqua acqua acqua acqua atqua acqua acqua acqua
acqua acqua acqua bcqua acqua acqud acqQua acqua SCQUE BCQUE SCQUA
acqua acqua acqua aCQua acqua acqua ACQUA Acqua ACQua acqua BCqua

\'r; '

‘

acqua
acqua
acqua

y

- B
-

Fig. 9.. Carlo Belloli, "aqua".
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73; - Basic Princlples of Concrete.

}3"' . Although most concrete poets adhere fo the basic

o ' f/ structural principles outlined ln the second De StiJ1 mani-

§t7, ' festo;l their otives for exploring ‘and developing new forms

’ of poetic expre?sions are as diverse agg distinctive as the

}l; o poets themselves. o /(' ‘ .

. Emmet w1111ams" deslre to use 1anguage as materlai,

to “col)age 1t, paint 1t over, throw 1t together" at random,"
s . o -

was not’'so much a protest eé finding his way "to be a poet

L .~ under the circnmstances of Chlé)own place-and time e

¢ : Other pcets such as Belloll, Pierre Garnier, and the Nolgandres
o R ’ group also experimented with concrete because they felt that

, the existing means of lingulstic communlcatlons were inade-
quate~to.express @gn's‘new awareness of himself 1n4the age-

of spece. They were“convlnceq that the old grammatical-spn;

‘tectical structures were 1nadeqﬁate,to the advanced methods

\ . oT thought and communication., In their view, we tend more
and more to perceive abbreviated*and spatially organized
- symbol patterns rather than read 11nes and 1lnes of print.

% "7This 1is- onmp emented by an 1ncreaslng domlnation of our sen-

1See»’p. 1 above; - SR . o ‘ ,

%M. E. Sb1t, p. 50..
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sibllities by sraphles, tele-visval and clnematic images.

@!tnxu ruvin's vereepbions of contemporavy socicly

1

,aqclesaentially McLuhanesque; "book, print culture," he

1 ‘ > > .
writes, Tis finished . . . because thc process of moving the’
eyes is antique, has nothing to do with what eyes are doing

" -
now W :

vor,

Those who" have experiﬂghted with concrete poetry ‘{' ,fgl
structures have felt the need to stimulate new experiences

in 1anguage in order to convey aﬂ% extend the contemporary
consciousness of reality and to achieve a greater flexibility

of communication.

Désplte the diverse attitudes toward the need for -con-’
. : . ‘ b
crete, and the fact that as a genre 1t is by no Teans,exeﬁi
. ’ ’ . @

-

D Yy _dae alzle one dn Sale 010 ol s (1A CLLY

®

features, Basically,-it lé a poetry Which uses language as
material and which.creates structures;with-the'1anguage
material,‘ihtegrating as completely as possible the ‘image and
the‘materials so that the pauses between the words;'their

sound; their texture, and thelr position on the page play

~a part in the total information that is conveyed i.e., the
~ yisible form of concrete poetry is identical to its structure,

aL 18“the case with architecture.

Ooncrete pgﬁ}ry conslders 1its lingdistic means (1ts

1See Marshall.Mc Luhan's. ﬁnderstanding Media (New York:”
Signet Books, 1964) - .o

2From a letter to Emmett'Williams, ed,, in Anthqlogy

. of Concrete‘?oetry (New York Something Else Press, Inc.,

hipa




’ of;eventsf‘ﬂww objectivation of language 1is conseduently

| ‘ .36
aounds,'syllaeles, wordé,_word sequences, and the fnterdepen-
dence of words of a1l klnde) primarily as elements of a
linguistic world which is‘lndependent . rather than repye-

sentatly% of objects extrinsic to language, or of a world

concelved as an autonomons universe, i,e., words are not .used
primarlly.aé carriers of meaning, but as material elements of
construction in such a way that meaning and structure redi.

procally express and determine each other, Max Bensé defines

3
124

the term in relatlon to the word "abstract";

. » Bverything that 1ls abstrpct is based en some- P
-thlng from which certain characteristics have been-
abstracted. Everything concrete, on the other hand {s
nothing but itself . . . All art is concrete which uses
its materlal functionally and not symbolically. To

e
R

ST TR

A
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44
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sSome—exvent uucx.c.l.vic corerete yee"‘",‘,' can be considered

to be material art,

The concrete- poem is an object in and by itself it
is not an 1nterpreter of exterlor obJects nor subjective
feelings. Ir 1t ls to be evaluated and analyzed within a
theoretlcal framework, it must be viewed within an "ObJective" }
orientation.2 It must be consideréévas a poem per se, as a

"heterocoamg a world of uts own, whose end is not to instruct,

" or please, but simply to e§lst "3' One must accept it as a

self-sufficient entity and judge it solely by criteria intrin- ' .

9

! R 3 ,
lvconerete Poetry," from Konkrete Poesie International <

(Stuttgart: Editlon Hansjorg MayeF, 1965“7.ciﬁEd‘1n M. E.

Solt, pPp. T3-T4."

. °M, H, Abrams in The:Mirror and the Lam '(New York:
Oxford University Press, outlines four ga jor aesthetic
rientations by, which a work of art can be gvaluated; the
imetic, the expressive, the pragmadiic, and the objective., It

is to this last evaluative orientation to which I refer,

EIbid.; b. 270 b.’ {\\/
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. } - -
sinc to its own mode of being, The coicrete poem should be -
approached as a happening rather than a sgatement'that'can be

lnterpreted 1n-any way as a generalization abcut the hpman

condition. o
Concrete pbetry tends to.be objective ln the sense

that 1t 1s not a vehigle for moral or phllosophical valuee,

nor 1s it an expression of a~self- searching social ego. In

its content it 1s a reaction agalnst sentimentality, pathos

~and emotlonalism in traditional poetry, in 1ts style 1t

rejects verbosity and arbitrary non-functicnal'verse férms.l

The tradltlonal structures of poetry have 1imited semantic
salue, Concrete poetry however, says formally what 1t means

to say, and means to say what its form says. One can con-

x4
it
. '
far?
. 24
. \'
A

. fhe‘carrler of a‘sppcifically concrete aesthetlc message.
. . ’ )

ceive of as a language system or scheme that replaces linear

vghd grammatically ordered contexts in favour of wiswal and

surface connectlves, alldwlng words to functlon aesthetically

7and semantlcally so that the meaning and structure of the -

poem 1s reciprocally cetermined and expressed'

" Sentences are not the alm of concrete texts. Whét is

to be created are enaembles of words which as unities repre-

sent a,verbal,'vocal, and visual sphere of communication,

This three-dimensional language object (verbi-voco-vlsual)'is

&

' : lyi11iam Carlos Willlams objected to the metrical iline
'because 1t couldn't accomodate the rhythms of the American

speech idiom and it forced him to use words he didn't need-
Just to f1ll1 in the pattern. See M. E. Solt, p. 52.,

- . -

L
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In traditionad poetry emphasis is placed on rhythm

AR

* ‘and word associations, Concrete poetry concentrates more on
the material from which the poem or text is médé; l.e., - o
v : language and words are consldered in their functii al g}ements

..  of letters and syllables, and in fheir material presentation,

' Because 1t 1s a poetry of 6resentation, concrete makes :usé'ofu

semantic, visual and phonetic elements of 1anguége as raw

material. The poet attempts t6 establish his lingulstic

‘material 1n a new relatlonship to space, the page for example,
" . A and/or time,_abéndoning the linear measure., Consequently, a
' ' s
visual poem can be seen as a painting, a design in words, and

a sound poem can 1 be 1listened Lo as a musical score, The con-

*crete poem, then, communicaé;s its arrangement, 1ts aesthetlc

q1mensipn, as yell as ity-meanius derived—from—words,
Wwords are not tﬁe only 'physic;al material fromn which

| the cgg\iete text 1is made. vSome‘poets construct theirs froﬁ
5 ) ~ letters, ‘or indiviglual speech sounds. Jirl Valoch's optical

poem "1" (see fig, 10) is a relevant example of a concrete

péeﬁ,hwhose formal element is a letter of the alphabet. The
»
poem is freed from semantics and 1is identical in its visual

f%&;- . impact to an optical paintling. Vﬁloch's poem is realized
f}g"//”’ ‘ as pure structure, Aesthetlically it depends on the visual
é;f w’ vaiue of the meéhahlca} signs used. However, the letters
?iﬁ; . ", - can be seen horizontally, di&gonaliy, or vertically rather
?j . - then 1n the sﬁhtic‘ébndition in which they are ordinarily

perceived.
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- Jipi Valoch, "1".
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Ernst Jandl's"Schiitzengraben" is a pure sound poem

_creéted by the atomlzation of the word-"sohutzengraben", the
(terman mord for trench, By intensifying most of the sounds
in the word he has created an impressive ahd dramatic poem
on the reality of xhe horrors of war (see fig, 11). ‘

Japan's Kitasono Katué has gone a 'step further in the
‘experimental techniquesaof concqfte and has virtually elimi-
nated the use of the pen in ;?jomposition of his poens, He
prefers to use the camera betduse "1t can create a-brilliant
poem even from trifiing ob Jects." dBecause Katué .1s convincedl

- that words are the ")!most uncertain, signals severally devised
by human beings for communicapion," he has creeted ipstead of’

the poem of words the "Plastic Poen!, a photograph of a

handful of paper and scraps in which rhythmoand meaningfgre

not the essentlal factors. In'the "plastic Poem" the objectsAa'

are a subsfitute for words. - |

"The medium in which the concrete poet chooses to

create his poem 18 also functional and organic to the message

conveyed. Others beside Kitasono Katué have ‘gone beyond pen

and paper and have used materlals such as metpl, plastic, glass,
. potato sacks and cast concrete. Most concrete poems however

make use of paper and ink as materials of composition,°and it

is particularly in these poems that typography becomes an

important cdnstructive element of the total meaning of the

poem, If the poet is going to find poetry in the visual di-

mensions of words, he must 1earn tp handle them typographically.

g
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Concrete poetry is al o character{zed by its element
‘of playjéctivity and iﬂvolvcment. Gonerete poet"'beduce the
subjective presence of the author and present poetic material
that @he reader can feel free to engage in hils own‘way.
Concretevis in McLuhan's terms a "cool" mocla, demanding
froﬁ the reede?-participatpr a commitment in eﬂsifuation

‘that‘invblves'all his’ faculties, The 1nvolvement’;E some-

o

€

"\ : '
what similar to the art and poetry of Zen, In Zen art th?

4 .
spéctator becomes an arflst because he supplies the missing
" relationships, he'copnecte the intervals, or completes the
i o

Gestalt,

.

. 'The reaction to the concrete poem-ls essentially an

L
1ndiv1dual one, . which will inevitably be stronger and more

Ls
pgpfuund 1n proporuxuu to he-;ichness and sensitiviby of




Part Two

Concrete in Candda - .

. C c : ‘ B
Having established within & reasonable boundary the

broad definition of the term "concre'ce’r as it 1s applied to
poetry, and havin; outlined the maJor characteristics of hhat
.‘genre, it remains to examine how the term 1s gpplled to ex-
perimental forms of poetry which have emerged here in Capa-
da within the last ten’ yeanz, to what extent the ailms and ®
'methods of - Canadian poets are similar to those of the move-

‘mént which developed in Europe and Brazil, and what the
N

significance, if any, 1s of,Canadian experimental poetry.- ‘
!

In Canada Qhe deVelopment of various experimental
forms of poetry, most of which were eventually labelled "con-
crete"; emerged,also independently but concurrently 1n both

. the easterm znd western parts of the country. In the«earlX)
sixties certain poets%egan to express the need t:revitalize
the tradltional forms of poetry which had become inadequate )
in expressing the realities of North American culture. The.
‘impetus to create new forms and develop new themes resulteclo

from a similar dissatisfaction with the traditional literary

standards Each poet independently eventually began to search

&

out.the true meaning of 1anguage and to reguce it to;itg .

e,

4
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essentlals of sight and sound.

P The initlal experience .of Gomringer and Plgnatari
was repeated in country after country, Includine Canada.

\ ' Writers who were, Ssearching for a new mrans ot §rnroeseion,”
and very of'ten arriving st -forms, which we viould now
descrlbe as conerete poetry, would suddeniy break out

v of their individual and natidnal isolations . . .1and

discover personal and interndtiohig affiliations. -

ﬂj : Prior to the 1969 exhibl%;on of concr&te poetry ab,
the Unlversity of Brigiéh‘Coiumbia Flne Arts Galléry;which

brought. fogethenr experimental gifts from all parté of Canada,

bpNichol, Bill Biséet@, Jud ‘Cbpithorne, Stephen’Scobie,,
and others had 1ﬁdépendent1y exbiored and ar }ved at concrete

|\

poetry by thelr ouwn routeb, Stephen Scobie came to concrete

pbetry'in 1967 initially through an agademic interest in Ian

};; ) Hamilton Finlay and

. . O

eventually tshr?ﬁéﬁfhis mectlng with Earle
e

e

- 1nteﬁ§ét.1§tconcrete developed thneg :
oy B yearskg:;iier!ihc;dentally through‘his efférts in trénsléting'
the poeméﬁbf Apollinaire. Nichol'é and David Aylward's concern
and experimentatidh4w?th‘new boetic sfructuﬁﬁs was well

established before they became aware of the existence of

, «
' B , . -

»

concrete-poets in Europe.

In his introduction t® the Index of Ganglia Press pu-

ol ‘ - « .

"

y
g .
At

-

1Stephen\Scob1e,_frpm'an essay sent to the author gbpn'

to be published in & forthébminé\;ssug of Ellipse.
21€~wésnlﬁ ﬁntil Andy Phillipé séﬂékb{Nicﬁél

‘copy of the Dendon Times Literary Supplement (August 6, 1964,
* and September >, rom Europe a e became aware.of the
existing interests and, experiments of concrete ppets elsewhere,

f g
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‘blicatione Nichol, writing about the beginnings of concrete

in Canada states, "1 .coung go on forever glving you, thé%

sense that there were purely canadian roots helped lead us

’ 1 :
irection." It is interesting and signifi.

t

all off in this
' cant. to note hetre that Nichol stressed the "canadian roots"
- for the movement; 1. e., the Canadian poets, as others in

vepious count%iesh felt the need for new methods of commun-

nication and developed thelr own experimental forms as a re- .

(3
“.

sult of their own’ experience. . , . S .

" For poets Jlike B1ll Bissett traditioﬁhl grammatical-
.syntactical structures had become inadequate and ego-involyed
poetry was dramatically incongruent with the sensibilities
and interests of those 1living in a "5nobal village", '

T
© ago- a fleld yu enter why cant
‘poetry why duz it have to he e
,lockd in the structuresof 17th c,
: f . «_ ~ bourgeoisie stuffd .

e chair art forms. . - = -

look hew far
U . music & painting
T - . painting L
: . " _have gone always. but

-

)

to words they PR
want th control th 2
% proof of yr alleg
lance to_the ruling class of
meaning. :

, e . . x R " ‘.
b. p. Nichol and David Aylward were questioning ‘the

>

’ ﬂeetabxished but arbitrary distinctions befween prose and.

)

1 (Toronto; Gbnglie*?ﬁess, 1972), unpaged. o

2Bill Bissett, Rush What Fukin Theory (VanoouVer.
Blewointment Press, 1972), uﬁﬁﬁﬁea.
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poctry, phalle@ﬁing lifcr&ry-valhes, and urpinb the nood for

3

‘a “lahgoage revolutioﬁ"

o e e there are a 1ot of quegtions that people don't .
- beep to ask., There doesn't seem to be @ big .audience !
in xanada in the sense of considering some of the ‘
Y bauic ,oueo ralsed about.lan ua ey abous,proga und
-poetry, Even among uwriters the 1nterebt 1s. ncgllglble.l

§

- o J" The kind of poctry which deycloped ‘from c¢this search

,for new pbs¢ibilit1és of cOmmunicatlon has .explored'the two

-

Le¥sential characteristics ol lahguage; the vloual and the’

'

phonic:element%l Consequently) ‘two disti%ct genres of poetry
have emergéd'from the experiments of certaln poets during.,the o
last ten years; visual and sound concrete and a visual poetry '

v

which has lndiscrimlndtely been labelled "cononete".'

b

7} Althoubh it io difficult to establish- with any certain-

)

- , -~

o c o ty\fhc dircct soupce of influence[on thc works of the experi_
i s N
- - . . mentul poets in Canada, it is clear to see that their explora-

»

’,' " _.f. tions and sea%ch for the true mcaning and values of 1angua§e

il - L) Eﬁmxe led“them to the. same sources whlch interested and ieflu- '

e Lo [ enceﬁ the- European concretists; namely, Pound, Joyce, Gertrude

e N g :

' o Stein, concrete art, Dada, and ChineueJideogramo. ConSLQQQnLlJ,
¢ ﬁ
: ? “in a direct or indirecﬁ way the Canadlan .poets who have .

t ,{ o created concrete stnuctures have adopted\basic principles re~

oo -flected in the work of the international poebe Perhaps the’

7‘most evident is the goncern with the unlty of form and content. ~

E-Y « 7 -

T B
ol Faci

v
‘ﬁgé T -Canadian visual concrete is concerned with therpresentation
‘sff“ . . 'yl
%@ . ¢ of(scnipt on the page, using graphic space as an élepent of
Mo [ R of . N ‘e )
=Y I . .o , .
e, T : if'rom an 1ntervicw with .bpNichol (Toronto),
) v June é6 ‘1974, See, page 132 of, the Appendix belowi
- .- /. \

1

;':;E. i Y ’;" .



Cand simpl!lt feat ton of lanmuarme in the poenm, the atortzation .

1nternational concrete and Canadian concrete are striklng -in

* tilon with the concealed messages within langbage, the picto-

,In his poem "Akhnatonbs Dream", Nichol presents two messages

e : . : -
-poems of Su Ton P'o, resulted in his attempting to evoke the

1deogram in his work (see fig. 12). Parallel to worklng out

structure. It is also characterized by the'concentrapion‘

of words and by nbbreviated statements &anadian cancretists

have created forms which function semantically, and which are

organic to the poem. Consequently, they pave reJected the ";’:

linear concept of form and. adopted .what the" Noigandres group
A "
called a space-tlme structure.' The slmilarities between

the . work of prlChOl rSteve Mc Caffery, and Judy Copi-

thorne. . . . . .. _ _ . .
ok . ™\ .. - CtE

bpNichol's . iﬁterest in‘expebimental/yoetry forms

emerged gradually as a natural de?éiopment from/his fascina-

graphs and the Titeral. dimension at many 1e$els of speeéh.
simultaneouszz through the use of small letters and capitals.
His attractidd to Chipese 1ipdrathre, and particularly the
power of the thing named {In his poems through the visual
'placement of the mords. Certaln poems in Still Water, the

original tltle of which was the Chinese Poems, are a good

example of his .efforts to 1ncorporate the conoept of the

o

these cdncepts, N;chol had' been drawi 3

ic strips and work-

. ogcured to him

s'paragrapha,

ing" withxideas of synﬁexmgnd narrative.- It ha
then, that the -individual frames tend to functign

with a linear narrative proceeding from frame to-frame. As
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| ) _ N
‘well as‘drawing the comic strips he was doing a serles of
poem;drawings. In a series of‘allegories he compressed
stories or one image in which fthere was no narg&;ive suca
cession of frame, and indeed no frame, only the cluster of ;'“'
'images. By subsbituting a groubing of images for the tradi-
tional linear concept in the narrative, Nichol was "freed
out”, N . - . ,
To. his comic strip drawings, Nichol added single .
letters floating in the sky or- simply standing in the middle
of the landscape. Since frames had shown .him that he could
replace, things with the ;ames of thiﬁgs and still retaln the
power, he .realized that he could simply include the single
“letters in his poems.‘ﬂIo his visual poetry Nichol has gradu-
ally ﬁdved from the "@lassical” concrete style found in

Still Water and Journeying and the Returns toWards a more \

graphic styli usiag the "frame" of comic books and conceo- -
trating more on individual letters than on words.- 4
Judy Copithorne and Steve Mc¢ Caffery have also been )
ﬂEoncerned with the vigual dimensions of 1anguage, and. perhaps
With the exception of Nichol, David Aylward, and Earle Birney
"they come closer to the European tradition . in concrete than

any other experimental poeta in Canada. In bothQCopithorne's

" and Mc Caffery! 8, work the visual element of 1anguage is of

particular sisnificance. ’Their poems are‘appreciated for ..
thelr aesthetic qualities e?en’prior to reading them. Judy

‘Copithorne's pdem-drawings are 1ike calligrams., Her con-

-centration on fine details in her work and her oggaﬂic use of
. . \ _ )
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'script and design is a result of her 1nterest 1n the etchings

of Blake and particularly in Persian miniatures. Both tHese

‘,sources of 1nspiration are visible in her poem- drawlngs (see

~flg. 13). Mec Caffery has been described by John Robert

Colombo as the Canadian poet whose .work comes’ "closest to

pure typography and visual art than to poetry proper." Hev
has oomb}ned his 1nterest‘1n ;deograms and his concern’ for
en:aesthetic.and semantic typography to produce visual
poems’in the Chinese tradition; il.e., poems which are'ﬁung ‘
on a wall (see fig. 1&) ‘ | |

. There is a visual poetry, which.Me Caffery has named
fCanadada", which shares certain characteristics with con--
rrete,but cannot’ be accurately labelled "concrete" although

the term has been applied by poets themseives to thelir own

work., This visual'poetry éhares the following structural’

principles with concrete. Both can be concelved as a language

system or scheme that replaces linear and grammptically or-

. dered. contexts in favour’ of visual and‘surfaCe connectives.
\ . N . B .

Both reflect a concern for the objecétivity of the per.and
share an interest. in symplifyizg and concentrating 1anguage.
Both make use ofjlangm;g: ;osmeterial and both emphasize the
value of exploration and 1nv61vement in the process of ex,

.periencing<the poem. The essential differenoe:as'i see 1¢t,

18 in the fact that although visual poetry may use typography

forms with word patterns;, the typography and/or- structure of

the vtsual poem is not necepaarily functional, i.e., form and

as aniflement.of Btructure, and although it may replace linear "

¢




| Fig. 13, Judy Copithorne, untitled.

' ’
.
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content are not a constructive'uaity of the\bé s and the

orﬁvot the poem does not necessarily have a semantic func-

David Uu has pointed out that the difference
tween Canadian visual poetry and Ruropean.concrete does not
11§ in the alm of the Canadian poets, but in their approach;

.On the whole most Canadian poets in’' this field work

on a completely intultive level where charice is the. *
ma jor technique and disorder common, obviously not

what Albers or concrete artists have in mind. The
reason for this approach is that Canadian "concretisbs"
are ‘rooted in Dada, the antithesis of Bauhaus, and

are not in fact Concrete Poets--but to use the term

= , coined by Toronto €7e%~83§phen Mc Caffery "Canadadaists".

®e b ¢ 4 L I N L 1 « o o » L . = . @ L e ¢ 2+ .

Where Bauhaus/Conérete is one extreme (intellectual/
’ constructivez, Canadada 1s the other (physical/de-
' strucglve) . .

Hart Broudy's When I Was Young One Summer is an example

of a visual poem or “picturepqme which uses 1anguage as . .

) ' §
material but:in whichr the visual form.dees not have a semantic

o °
' ‘

value. Although the letters in the poem are not used as
'carriers of'meaning, but as materi&l'elements'of construction
and although Broudy'hims7nf used the term "concrete" to de-

scribe his text, the term can only be accurately applied to

e .

" the extent that letters in the poem do not function symboli-

cally (see fig. 15). T u ,
Bill Bissett who has been credited by -many Canadian -

3

*  experimental poets as a pioneer in concrete in this country
‘ v - -

a 4

Lnpeyond Concrete Poetyy," B. . Monthly 1:3
(December 1972)
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best be describe

. by
has produced lar?y visual and seund poems. " Hls work 'can

by Dom Sylvester Houédard's description, '

. "borderblur"; ‘(that poetry- which arises from the interface,

from the point between things, the point 1n which poetry and

3
painting and prose are all coming together n

Bissett moves freely between painting, collage, '
- graphlcs, typographical drawings, visual concrote
-poetry, "stralght" poetry. in which the line division:
on the page 1s often determined mors for visual form.
‘ than for rhythmical notation, . . ,

'He' is the one poet, perhaps more than any other in Canada,

’whose work and. style refle in§piration derived from 3 .
‘the Dadaists. He is a devout suxéor'ter of the Dadaist atti- -

tude that "in this club every man is presldent and every man o
. f /] .
can have hls say in artistic matters. :)’ ‘Blssett's work has

- l)l

evaded the critic's categorisations and challenged elitist
views on poetry and 6n art in general. - He has urged ‘writers
to "l"ree the 1anguage;' from "purposive aristotul. categorees”,
~\1}:o edtplo're language "byond sentenses byond grammar byond

left .to -right reading." ..
80 you dont need} th sentence ) L i
yu dont need correct spelling
yu dont need correct'grammar o,
yu dont need th margin R4
* yu dont need regulation use EI‘ capital nd lowr-case
yu dont need sense or skill : '

lprichol. . from a transcript ong.gf an, interview ' .
with Nichol, see p,130 of the Appendix. "/’ .

2Stephen Scoble, from apn essay sent to the autho'rAsoon
to be publisﬁed in'a forthcoming ssue of Ellipse.

3"'Fragment from a Dadaist 'Manifesto’," cited in ..
Hans Richter, ed., Dada 1916-1966 (Munchen. the Goethe .
Institute, 1969), p. A%,

N

uBill Blssett, Rush, unpaged.
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The Dadaist influence on Bill Bissett's and other ' 'gx
Canadian poets' work is perhaps more recogqiiable in the . e
-\\\ ‘tremendous energy that has been spent‘to restore peetry'to | | %

its atral tradition. The need. to get down to theJ warmed ,

/expressed

roots of poetry, sound and rhythm and pulse , as

by Steve Mc Caffery can be traced back to the efforts of

Hugo Ball and Kurt Sehwitters to "renounce a 1anguage devas-

tated End ravaged by Journalismh andbte breserve,for poetry
‘.o "its most Eahétified domain".' Today, the Canadian. poets are

-

striving to restore to. 1an%32ge its rhythmic element 1ong

dormant and ignored by poetry, perhaps eVer since the advent o

- of print. The result of “their efforts h&s ‘been the,develop-

ment of & sound poetry composed to be performed,‘ehanted, or

sung. ‘

¥ g

-

The Feur Horsemen.('.priébol, . Steve Mc Caffery,
"~ Paul Dutton, and ﬁiﬁgg;iBarreto-Rivere) work as a perfor-

0

ming and compositionel-unlt,ahd make uee'df.all_the possi-

ble resources of the sound poer; chahts, contrapuntal reading,
. . . . ‘ +
:abstract sound, and occéslqﬁa;ly.musical Instruments., In a

program note for a reading of the group, Steve Mc Caffery méde
» s ' ‘ R . n \‘\

"~ this statement, o . | | oo~

In 1iberating sound we are discovering these basic
forces [rhythm, sound, pulse] for ourselves in organic
expbessionistic performence,. the repetition of sound
only seems to establish an external object of mesmerism
for in reallty it 1iberates the elemental Eegions and -
most primitive impwlses of the human self.™

- : Nichol reffered to sound poetry as “completely reaction-

e

1from a copy seef by the author in the private
collection of bpNichol .

EEE e




intellect. Sound poetry, although it camnot be reproduced

' poetry in Canada. In its emphasis on the respect for its . .

1mmediaey.§nd on the unlque value of the human voice,ﬁound

ecultyre. - o ' . ,

) In a sense, the Hérm "concrete as 1t has been used in re-

'ritories, to examine the megningg and nature of 1angqage,,bo

et S TR SR 3 T

57" |

ary” rather than eVoiutionap& because tt is essentially a . }

return to- basic principles, and in 1ts direct sensory 4

o | ' {"{""’;’
involvement and direct emotiogﬁ{\eonfrontation 1ts 1mpa¢t . S

is greater than indirect communication to and through the
on the page, and should noet according to Mc Caffery be re-

corded . or taped, is a very important aspect of concrete

poetry 1s afchallenge in thé fajF of ﬁighly technological

)
[}

Canadian concrete  does not have a uniﬁyihg formal’
characteristic, bﬁt it does have a creativéfethic from whlch'

new forms of expression have evolved in the last ten years. e

ferencej%o Canadian expdfimental p@etry seems to’ have pro-

T

vided a context for a wide variety of experiment\ixprobes «

PR

L
into 1anguage. At the poot’ of thls movement, as disperse@ S ,5\\\\\_

as 1t may be, 18 a bélief in the need to venture into new ter-

N
~

‘ . . ' 4
redefine worn out symbols and wbrdsf’fn a way 1t 1s’a protest >
3 - & - )
agalnst mass culture and euthority, in others it 1s using and -

bending technological media to artistic purpeses.

It is difflcult to make any comprehensive\statement

-~

d’

: about the nature and function of Canadian experimental poetry*

‘s

ppqticularly because no one as yet has made any definite con-

clusibha’about the subJeet; However, John Robert Colombo has ~f -

IR
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- ’

put forward: certain. hypotheses that are relevant and useful'

to those who want to. understand some of the concepts behind

this genre. 1In his editorial comment in New Direction in

Canadiqn Poetry he outlines these three feature;;/

Art 1s an Wttitude to 11fe, not merely ar—object or
a process, S0 man can experience an aesthetic response ‘-
when ‘he encounters a cloud or a skyscrasper,.a weed or
a garbage can. . . ..Trees, machines, poems . . . all
these pack a poetic punch_1if.we allow them to. The new
art forms try to "turn us on" to these- possibilities
of poetic pleasures.
&
Art 1s 'concerned with perception for it helps us to C
see, , . . It does this by animating everything in
the untverse and showing us that all things are. po- *
tentlally alive, and that the categories we use to-
understand the world are projections of our own wills \s
and imaginations and are not inherent in the natural
"~ world., . . . -
. L] .
The new art often looks haphazard .and unplanned and
uncraftsmanly, and sometimes it is., It capitalizes
on the tenderness of simplicity and naivety, and |
.often makes its effects because of "happy accildents",
things that happen "accidentally on purpose,” as the €
phrase goes. They are scaffolding meant to be torn ' \/p‘
down when the building--your own response to the poem-
has gone.-up, In Marshall Mc Luhan's arresting word,
.modern art is a "probe," an‘exploratory vehicle that
will take us into new macrocosmic and microcosmic
worlds 1n order to understand our own world better.
.The new art asks questlons but 1t doesn't supply any -
answers,

"THese aasumptions' he wrltes. 'are basic to.the con-

[}

b
. crete poetry in this book." Beyond these general attitudes one-

S 4

@l ean add that the experlmental poets in Canada share with Hans
Arp an attitude which he expressed nearly thirty years ago,
"reason uproots man’and canses him to lead a tragic existence."

By Gemandlngla,reaasesSment *of literary and aesthetic values,

4 . . ) ) v ' ¢

—bﬁ‘ ey,

P 1(Toronto. Holt, aine _and Winsten, Ltd., 1971),
PP 31-32. SR )

.
PR,
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; L "w‘ hy challenging the exlstlng uses of language and creatin& *

new methods of communicatlon which\demand from the reader
r . ’

an actlye p@rtlclpation in the process of experivncing - .

" the poemn, ané by questlonling the value of étructures.and N L

,

methods which have ceased t£o. be functional, these poets .
& ~ v .
have paved the way for a more natural and elemental art :

By advocating—the obJectivlty of the poem they have’attemptaddyx
}'. = a to save man fnom the folly of vanity ahd8:by no longer

‘ | making man the measure of all thlngs they have 1dentified
- him wlth nature. ' : }

o o ' Coqpygte poetry 1s a young movement in Canada, aqq

~

« o G -, R
despite the fact that i1t has received mofe recognition in-

ternationally than in this country. 1tlis as valuable'as.any"

i

' éxpenimental art which bontribptés to our understanping of '~
f ' thé world around us. Its sigﬁlficance is best emﬁhaslzed ’\\\‘K

: by ‘the words of Rlchard Kostilanetz, . e - S -
. ‘ ° - ) *
' Given the influx 1into art of new as and new :
. compositional materials, given a dontemporary .
.ot T historical predicament rapldly digstinguishing
- . . itself from those of the far- and nesr-past, '
R given the wldespread aesthetic cross fertllization“ ; )
' that the tfadition of the new produces, one must i
say that no artist today or "tomorrow wl}g be . ‘
considered- signiflCdnt unless his work is elther o
' . an expansjon of formal fenge, &n original re- ‘ -
¢ ” ordering of materlals within the spectrum of \\
o ' ‘ _possibility, or a new perception of the changlng
) : aesthetlc and/or human situation of our time.l

[’ b
. Vama

Y

= "THe New American Arts,” in The Young American .
© Writers, edited b; Rilchard KosteIanetz %New ?orE Funk
ana Whgnells, 1967) . . 239. . : - ,

-,
v
. o
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» . * o
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THE INTERNATIONAL MOVEMENT
ANTHOLOGIES

Bann, Stebhen, ed, bbNCRETE POETRY:OAN'INTERNATIONAL AN~
. - THOLOGY, London Magazine Edition, 1967,

.
a .o
I8}

Bory, J. F.}{edu ONCE AGAIN New York New Direcbions, 1971.

\”"‘y

v o \
Bowles, J., and Russell, T., eds, THIS BOOK IS A MOVIE. AN
; EXHIBITION OF LANGUAGE ART AND VISUAL POETRY New
York: Delta, 1971. L
. "An exhlbition.of the ways Some people .are using
'langqggz-words as a visual structural element in, ..--—-

’

the ing of art and poetry." The gngk~1nc1udes a
potpour¥l of the most reoent‘experiments being done
.with language, poems, word- aintipgs,'collases, pho-‘
t graphy, and- gﬁaphic desig s. NN : -
/. ] . : DN
Kostelaneﬂ!ﬁ Richard, ed, BREAKTHROUGH FICTIONEERS Miller-» ©
+/ ton: Something.Else Press, 1973,
/' LR
Solt, M. E., ed, CONCRETE POETRY. A WORLD ‘VIEW. Bloomirg-
‘ton, Indisna: Indiana University Press, -1970, -
The most compreheérisive anthology and survey of
the internatlonal .movement of jconcrete to date,
Intludes a world Yook at conerete, 1ts histgrical
., development, manifestos; notes on the authors, a °
"bibliography, and a reading offteach poem in English
and ‘Spanish, 1Its only reprcach 1s 1ts section on
Canadian concrete which reads, In 1tet entirety, "Cana-
dats leading poet is B, P, Nichol, one of the editors
of GRONK. From his text we learn that 'love' ls” .

also a beatitiful word 0 1gok-at.," - D )




©_Wildman, Eugene, ed, ANTHOLOGY OF CONCRETISM, Chicago: The -
Swallow Press, 1971, -

. Includes examples of international concretp ‘and
. an afterword on the meaning of the term "concrete" as
-1t is applied to poetry. :

Q

4

williams, Emmett ed. ANTHOLOGY OF CONCRETE POETRY. New 5;
° York: Something Else Press, Inc,,"1967.
The Forward .outlines the definition of the term
"concrete" as the retunn to“the poem as picture, pilc-
ture writing, and the universality of its roots. In-

cludes notes on the authors and ‘a short blography of
each,

¢

o

o
2

1'I.‘he Anthoio of Concretism was briginally an issue of the
- Chicago Review (Vol. 19, no.mlf) pr )
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Be}loli, Carl, AUDIOVISUAL POETRY:NOTES FOR AN AESTHETIC

OF AUDIOVISUALISM. A brochure published by the Avant o
Guard Poetry Group in Basle, 1959.
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Chandler, J. N; "Incoherent Thoughts ‘on Concrete Poetrf "
.l il..Arts Canada, August 1969, PP 11-13.

[)

< .
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Eoynag, Eugene, "Concrete Poetry and the Concretism of
cmnese.'f Alphabet 18-19, June 1971, pp. 3-9.

-

Layer, Harold, 4. "Space Language."“Media and Methods”
o January 1972, pp., 34-36. 2
An interesting article on three-dimensional '
concrete poetry written to be v‘ewed through a
stereoscope, , "

, . T —

”LONDON TIMES LﬁTERARY SUPPLEMENT. August 6, 1964 September
-3, 196
. Two special issues on audio-visual and concrLte ’
poetry. Includes reviews, critical articles, manlfes- C
tos, and _poens. . . .

”»
°

O'Leary, Marle_France. "Poesie Ouverte? “Art Nouveau? Rencontre
avec Henri Chopin." 11, Vie des Arts 53 ) —
(Winter 1969) : 55-57} : N

~ 9

. Tait,. Robert. "The Concreteness of a Wild Hawthorne." Extra
: ‘Verse 15 (Spring 1965) : 1-13, . -

T R special essay on Ian. Hamilton Flnlay and con-
crete poetry” A
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L Bory, J. F., ed. ONCE AGAIN. New York New Directions, 1968
: : -+ ~See notes on pp. 5-11.

¢ »

‘
R

Bbwi;;?\égijouhi_ THE WORLD AS IMAGE Loﬁdon. Vista Ltd., ‘

An important study ori the iconic quality and
concreteness of plcture language. and design.

1

. *Fenollosa, Ernest., THE CHINESE WRITTEN CHAﬁACTER AS A MEDIUM

FOR POETRY. Edited by Ezra Pound. San Fransiseo City
Light Books, 1969.
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Co EXHIBITION_CATALOGUES S ,

CONCRETE POETRY A catalogue ‘for an exhigition originating at
the Stedjelik Museum in Amsterdam an@ travelling
through Europe in 1971, .
Contains theoretical articles by Paul de Vresd,
Reinhard Dohls and Bob Cobbing. (M

w

Mayer, Hansjorg. TYPOEMS Stuttgart, Studiengalerie, Studium=
Generales, 1965. (M.E.S.) .

*

. Relchardt, Jasila, ed. BETWEEN POETRY AND PAINTING. Presented

. : 1n ‘London, England,atthe Institute of Contemporary
.~ Args from October 22 to November 27, 1965, P
\:ﬁ' )
v Y

THE ARTS IN FUSION. .An International Exhibition presented at
the Tyler School of Art of Temple University, Philadel-
_phla from January 23 to February 17, 1966, (M,E.S.)

{
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" CONCRETE IN CANADA

—_ a |
» ANTHOLOGIES

Brown, J., and ‘Phillips, D., eds- WEST COAST SEEN, ' Van_
. .. couver: Talonbooks, 1969,

: Formerly -published as WEST COAST 168, Contains

. a brief introduction on attitudes and ideas about

" West Coast poetry. " .. . . there is' no school of
poetry only pomes. what 1s belleved as dogma-1lmits
but 1t is in the tissues of language that .
literature, . . . the literate response iives,"

Colombo, 3. R., ed. NEW DIRECTION IN- CANADIAN FOETRY.
, Toronto: Holt, Rinehart and w1nston of Canada
Ltd,, 1971.
One of the best texts avallable on avant-garde
© - poetry. In Canada, Intended for students of 1literature,
- . the book includes a collage of 1deas and theories
by artists and poets whose work has been the majorsy
influenclal factor in the development of visual and
. concrete poetry in Europe: and Canada. ' Colombo has
» included a section in the anthology "to &uggest to
the reader that there- is a method in the madness of
much contempérary art.” The anthology includes samples
from szme of the bvest qoets in this field; Bill
Bisset b. p.” Nichpl, Andrew Suknaski, Steve
«\-" - Mc Caffery, Judy Copithorne, and David Uu.

o :’l‘//

Fetherling, Doug, ed, THUMBPRINTS Toronto- Peter Martin
Associates, 1969. (B B.)

-

Nichol, bp, ed. . THE COSMIC. CHEF: AN EVENING OF CONCRETE
Ot'tawa: Oberon Press, 1970.
The first’ Canadian anthology of concreta. The
text is a small. cardboard box which contains poems,
.each on a separate gheet, left for the reader to
. arrange and read as he pleases, " , .., everything




. ) "")
here comes from the po nt where language &/or the -
, image ‘blur together into the inbetween & become
' conoreté objects to be|understood as' such." The
anthology includes typepoems, kimetic, visual, and
sound poetry. ' T

'

SEA GULL. Published as E1fin Pllot; 1lgsue 2. ,
"A three copy boo na i he ancient way of book
binding in China / . . includes poetry by Nichol,
.Scoble, and Suknaski.' (N.B.) - .




ARTICLES -

A o . ) .
De Villiers, Marq. "You Too, Can Become a Gri%t Canadlan
Poet." The Montreal Star Weekend Magai%ne, 20 Qcto-

“ber 1973, pp. 6-10,
A contemptuous and poorly written article on the

sound poetry presentations of the(Four Horsemen and
on. concrete in Canada. The interest in ‘the article
lies only in its belng a good example of critics
who are toQ ready to condemn a new form of art they
know almost hothing about.

Doyle, Mike. "Notes -on Concrete Poetry." Canadian Literature 46
(Autumn 1970): 91:95,
. A review of Nichol's The Cosmic Chef, Bissett!s
S Th Story I Too, gen WesTTs WIre, and Bertrand
Lachance™s Eyes Open, Doyle fINds the above texts
experimental and evocative, but not good examples
of concrete,

Mc Caffery, Steven, "For a Poetry of Blood " Stereo Head-
phones (London, Emgland) no, 4.

Mc Caffery's manifesto on sound poetry. "Sound -
is the extension of human biology into a context of
challenge, breath is the purest sound, sodund is
awareness that direct sensory involvement/impact 1is a
greater thing than 1nd1rect communication to and
through the 1ntellect.

. S @

* Mortimer, Hilda, "West \Coast Poets.'" The Montreal Star, Enter-
_ tainment Sectlo ’ 24 January IO7U, p.. 5.
’ An artlcle the .poetry of Blssett, Jim Brown,
Maxine .Gadd, Gorton Fidler, and the beginnlngs of
Intermedia Press. .

tainment Section, January 1970y P, D —=

+ "An Lntervier with Frank Davey. and Qeorge Bowering,
mostly about the Wes Coast poets; Newlove, Bissett,
Gadd, and Kearns.

Uu, David. "Beyond Concrete Poe ry." B, L. Monthly 1:3
(December 1972); . 9&-95. =
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.. STATEMENTS AND NOTES ON/OR RELATED TO CONCRETE

, . . o

. - .
L , Blgsett, Bill. WORDS IN THE FIRE, Wancouver: Blewolntment
o f" Press, 1972,
‘ : Published as part of ICE BAG The text includes
theoretical notes on concrete, language structures,-
' the need for new“forms of -expression, and. the need °
to revive the vocal tradition of poetry.

.

Mc Carthy, Cavan, ed. Tlalicc 10,
.. A speclal T&nadlan issué which. 1ncludes Llionel
Kearns, Gerry Gilbert, "bpNichol, and Bill
Bissett. (pr) :

Nichol, bp -, ed. . BIG JULY GRONK MAILOUT. Published-

. as newsnotes from GrOnk-issues.

‘ , Includes letters by Bill Biasett and Stephen
" Scobie on concrete.

’
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. E 0 EXI{IBITION CAT UES
o., | - . ? - , i
CONCRETE POETRY: AN EXHIBITION IN FOUR PARTS New York ‘Wit- R
tenborn Art Books, 1969,
. , , . Presented by the. Fine Arts Gallery at the Univer.-
3 sity of British Columbila, March 28 to April 19, 1969, °
- E Includes poetry by Canadian authors, an essay on Ian

. , Hamilton Finlay by Stephen Scobie, and an essay by
Edwin Varney. .

a




1963

'1964;

1965

1966

- 1967

—~

"

-

CONCRETE ISSUES’ PUBLISHED BY
BLEWOENTMENT PRESS,
VANCOUVER

Blewointment, Vol. 1, no. 1.1 .
Includes. poetry by Bill Bissett, MaPtira
Clinton, Judy Copithorne, and Lance Farrell.

BIewdThtment Vol. 1, no. 2. '
ncludes poetry by Bissett, Clinton, Copi--
thorne, and Farre 1.

©

Blewoincment, Vol. 2, no.2. .o
ncludes poetry by Bissett, Clinton, Copi—
thorne, Farrell, and’ Gerry Giibert. o

\ [}

Blewointment, VO1. 2, no. 3.°
cludes poetry by Bissett, Clinton, gnd
bpNichol,

Blewointment, Vol, i no;l+;- ,
es poetry by Bissett, Clinton, an
Copithorne.

“
/
'Blmtﬂtment, Vol. 3, no, 1.

Includes poetry by Bissett Cli.nton, L/opit:hprne,
At P

P

Farrell, and Nichol. ;,5 .
. &

Blewointment , Vog 4, no, (L
, Includes poetry by Bissett, Clinton, Farrell,
and Nichol,

Blewoi.nt:ment:, Vol, 5, no. 1.
es poetry by David Aylward, Earl Bimey
: gl‘i’t{so& Copithorne, Pierré Coupey, Gilbert, an
a . -

i

Blewolntmen:& Vol. 9, ng. %i“‘“ 1. 14
ncludes poetry by Bissett, Earre L onel
Kearns ’ and Nichol. " <: ’

1'A11 issues listed here are edited.by'Bill.Bissett.
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FASCIST COURT, B a

“An anthoTogy., * . .
E . a. i N ‘ b ‘ ’ . t
OCCUPATION ISSUE, ‘ B B .
An &nthblogyo L ) ’ - y
/. . —
_OIL SLICK SPESHUL, R . o | L
An anthology. . ' ‘
: SN

POVERTY ISSUE, | R
-An anthology. ° . o :

¢

TH "BLEWOINTMENT OPN' PICTURE BOOK COMBIND WITH TH

E NEWS

Includes poem-drawings by Judy Coplthorne, mon- K ‘
-tages by Bill Bissett, and photopoems by David Uu.
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. CONCRETE ISSUES PUBLISHED BY
FLEYE PRESS,
. . ' ' . TDRQNTO ' ’ > , '

. Luv; no, . 1. f - " L
. An anthology 1ssue. (pr) s ;

! .4 ‘e

Luv, no. 2, WHERE IS MISS FLORENCE RIDDLE? Text by Bill
- Bissett, (pr} Lo :

4

Luv, no. 3. ) ’ o
An anthology 1ssue. (pr) S : : _ -

- v . & RS

'LII’V,’hO. 4. .Cbpu) . A, , ' ) :u’ } !

f - .2 . N ¢ 4

o . Luv, nb, 5. RUTH,. Text by. pri.‘chc;L.' (pN) - . - .

BN ) S , , . ) i . .

A ’ o \\ ~ . :

e Q?* ‘ Spanlsh Fleye, no. 1, ' ' C
S 'K speclal Cunnllingus/Tamarack Review ISHWEJ' (bpN)

“%All’issues listéd aré'gditqd by,deid:(Harr;a)‘ﬁu.

T ° N .- , © ‘
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. - \ ; N , - \K i - o .
,GI‘Onk l, no, 1. .~ N ' . . ‘ - -
® . An antnplogy issue, - - e ¥ :
’. ?~.” . .o S o ’ ) - o o
J .+ orOnk 1, né. 2., SCRAPTURES: 9th'SEQUENCE. Text by -bpNichol.
) . ) et o ) L o | )
GrOnk 1, no. 3. - . ‘ o
’ ' Aﬁ antholo ssue; . . "1 T :
{ . « . ‘Includeés an/article by Nicho on. Q. A. Levy.‘u 3
. , //'Z_)‘M “6 ‘/ . | / % o,
. . S P xk 'f o [ S
© /;//////GrOnk 1, no* 6/7¢ - “ - U Y
E = An aghhoiogy 1ssue. S 1b‘.@‘ .
) T ,/—“ . . . oe 4. ' A L .
V/</ A ,//’///// ' ' e N : s
v L E " ardnk .. B SCRAPTURES: 11th SEQUENCE. Text b bpNichol., -
A ar 1, no. 8. $ « Text by - bpNichol. -
= _ . o .5e& R N o
PO | . , . ‘ ' . . . - ) L ) <°
e - Gronk 2, no. 1. KON 66/87. Text by bpNichol. ;
,’f‘: _’ _T.—..-— } . . ) , SRt ‘,“ o
Pl N e e U gy
t : Grdnk 2, no. 2, S U
%; s, A<ifiagwavinsallnationalistﬂp“ 188sue,
;13_‘\‘ Lo {, , " s ) - /5‘ \ . , e ’ 0; .“ ° :
%.\' et & " ,“ . ! ' - ‘ ' : “'
Al E 'GrOnk 2 Qno. 5. ‘CAPTAIN POE’f'RY“ POEMS. Text by Nichol., -
%@iKP' —_ Rublished in a350c1ation with Blewointmen in Vanceuver.
‘.}% i ) . q' “‘ * ' . . ? ’ , . o = .o .\
IO 2 —— - . - .
*~; v T o 1'I‘he GrOnk 1asues llsted gre part of the rij:;,series‘
4 o " consisting of sixty-fpur issues now out of print. GrOnk's ‘
P o 1 - Intermedia series is now being mailed spbrudlcal;y to those -

The folquins are 1isted in.order of publicmtion @rom
1967 to 1972 '

Jhterested in the” "1anguage revplution". Chief editor or MR
GrOnk 18 pr:Lchol. ks




Gronk 2, no. .7/B. COMIC WORLD. Text by bpNichol.

F L ) ! . \

GrOnk 3, no., -3, PHONEBOOK. Text by Gerry Gilbert. .
Published in associatlon with/Weed Flower Press,. Toronto.

& iy

b . ¢ '

L343 v * M . ‘
- ¢ . '

-

Gronk 3, no, 4. FORCE MOVEMENTS, ‘Téxt by Nelson Ball.

: ;‘f , Lo - % ‘r* '..' B
: . Gronk 3, no. 5: CAPTAIN GEORGE'S' COMIC WORLD..

[ . L

o

¢
. ;"
“ ) o -

* Gronk 3, no, 6 NIGHTS oN PBOSE MOUNTAIN, Text oy prLchol. '\:

! . . . \\
N -

. [ ) - 4 L ﬂ\ R [ . N .
T Gronk 3, no;,?.‘UNTITLED. Tgﬁt by John Riddbllav : ‘ \\u\x
. S—— . J' ‘ . ~ . ‘l o ) ) R ‘ . .' n ; \'\ ‘
Gronk 4, fio. 2. C:POEMS FOR CORINNE: Téxt by Hart Bioudy.
' * ‘ S Ty . E ‘
. : . SR - ‘ B

GrOnk 4, no, 3. PNOMES JUKOLLAGES & OTHER STMNZAS. Text by
- ° K Earle Birney. |

& - e B e

' GrOnk 4, no. 4. THE WAR AGAINST THE ASPS, Text by Devid Aylward.

R R ’ , o <, [ . '
-, v : ' ) . '.\ \

GrOnk '4; no., _5. RAIN, Text by Judy COpithorne. - P

V’ } - S -

Qronk™ 4, no. 6. READINGANDMRITING SERIES. Teft-by Joseph
] "Dl Donato.," L ‘o . -

\ . o

e ! ' : ‘ Y
. Q o A 0

!

5

v

gronk &, no. 7. ROSE WAY IN THE EAST. Text by Andrew Suknaskl
.. .. T . .Includés notes by Suknaski, on his interest in Chinese.
e . e picture writing and Ats 1nr}uence on his poetry-.
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GrOnk "4, no. 8. ONE.WORD POEMS. Text by Stepheﬁ Scobie,-

Published in assoclation with Lighthouse Press, Van-'.
couver: (

[ . . §

GrOnk 5, no. SYNAPSIS 2. .
A. specfhi number published in assoclation with Runcible
Spodn, ‘California. .

P

W

o : o ‘~-.‘11 ﬂ‘ : .
GrOnk 5, no. 2. A SECTION FROM CARNIVAL Text by Steve : a \ f
Mc Cafferey. . - . ' ¢
s i e »
Gronk, 5, no. 3. WOURNEYS; Text by David Aylward. . ¢
Gronk 5, no. #. SOMETHING IN. Text by Martina Clintsh. ,
o ‘ ' , . o L
~ ‘ Fad L
Gronk 5’ n°o 5. ‘ O .
— special lssue devoted to nqunotes. C
( , b ‘
Gronk 5, no. 6. CAT, Text by Barry Mc Kinnon.
] - o o - |
Gronk 6, no. 1. UNTITLED. Text by Steve Mc Caffery,
GrOnk 6, no: 2/3 TRANSITEONS TO. THE"BEAST. Text‘by“Stevew—*xff;TT;
Mc Caffery. ‘ .
oL ‘ . L "ty
GrOnk 6, no. 4, UNTITLED. Text by Steve Mc Caffery.”
Grdnk 6, no. 5. COLEBRATIONS. Text by ﬁmNtchol and Steve . .’}

Mc Céaffery. :
Orlsinally publiahed by Anon Beyond Preas, Toroﬁno.




Gronk 6, no. 6/7. | . , . L 'y
~ An anthology issue, i ,

l,,‘/ ! ' , , ‘
. ’ )
L. GrOnk.6, no, 8. MAPS A DIFFERENT LANDSCAPE, Text by Steve
' Mc Caffery. , ™
f: , o
S - T
‘_// .
" " | i \
L Gronk 7, no,l, — -
2 ,“,W,,An“anthology 1ésue. L
:'.' . T ’ , . ¢
9 “GrOnk 7, no, 2. <y R ‘
- An anthology issue,. - '
;l. . Y B\ K ‘
i I o , ANE : . e
%§, Gronk 7, no. 3. : . B \
. An anthology' issue. Co
» ' .\/,».- : ' ,\ (.' 3 R L . ’ ) . ) .
. GrOnk 7, no. 4. TOUCH. Text /by David Uu, L L -
" 7—-—-— ' ’ :
H é‘
- ) GrOnk, T, no. 5. WHEN I WAS YOUNq‘ONE SUMMER. Text- by Hart
. Broudy. : ' , .
_ : :
4? ; ' . : }
" , ' S N
5 Gronk 7, no. 6. ' Y
e, \An anthology issue, -
i 3 o -
oj“ - . Gi‘Gi‘xk [ ) lch l 0 : e \g . ‘ '( .
& — An anthology igsue, - o ) “ c ~
\ ’ ! . '
aronk 8; no. 5, @ ’ R NI
o A special Tlalloc 1ssue. Includes poems reptlntgé.from
. various 1ssu€s ol Tlalloc. . ‘o T o
o i .
[ . L coL ' o
.95925"83 no. 7. A GANGLIA . PRESS ;NDEX{ CompilgdAby'iprichdl. .'1'

e
5
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.

ngQPSiv 1, - '
e ““Includes 'poetry by B111 Bissett bpNichol, Gerry .
’ Gllbert, and David Mc Fadden. - L '

L)

.Synapsis 2
’ An anthology 1ssue.

. \“ ) '
Synapsls TR R

An antholo%7fissue.

' Ganglia ‘1, . ’
T An antho ogYy 1ssue.

?

ganglia 1, no, 3. g//
T . An anthology igsue.’

o

1 3

Ganglia 1, no 4, WE SLEEP INSIDE 'EACH OTHER ALL. Text by
‘B111 Blssett.
Includes &an 4introduction by Sam Perry“and an after-

word by bpNfchol. -

anslia 1, no, 5.

An anthology. issue.
i

fGanglia 1, no. 6. o
" Includes all sixty-four issues of GrOnk.

+ ] . . "‘- ’ N '
. . | ' ' o # - ‘ . )
5¢ MINI MIMEO SERIES . ,
L " Leaflets and pamphlete all published between 1968 and
1970. . i ]
P

o

' A N
o | //~‘»'1'

v

. no. 5 THE COMPLETE WORKS. 'r xx/by bpmqhgl. o

v~




©,no. 2.

no. 1Q.

no. 35.

. no, ’390,

TONTO OR SERIES . : |
_Pamphlets and 1ga£iets‘5y'priéholipubliShed in ,1966.

no, 1.0

4

Y

no, 3.

no. 4.

SSETT/67. Teéxt by Bill Blssett,

A NEW CALENDAR, Text by bpNichol.' ... ‘= -

.’ . ! .'-. ' N
ELECTRIC PUSSYFOOT. Text by David Uu, (N.B.)

e

]

b
THIRD FRAGMENT FROM A POEM CONTINUALLY BEING WRI’I‘TEN.
Text by bpNichol.

~
: '

s

s '

Yo . :
'ASTRONOMICA;L OBSERVATIONS JULY 1969 Text by bp 5
Nichol. (N.B. . : v

7

’FINAL CONCRETE TESTAMENT. Text by bpNichol,

A/CONDENSED HISTORY OF NOTHING, Text by bpNichol,
S : . ' e
. X "d’ R ' ]1’\

A\ ' ay

ol 4 7

'FODDER FOLDER, (ﬁjﬁ,) ' o
, . R : &
'Y \\{\ ‘:
. ‘ ' ‘ Y ~—— M*—****‘*j
PORTRAIT OF DAVID. .
' 4 E : v“;:’_» . ' )
A VISION IN THE U OF T STACKS. - .

A LIPTLE POEM FOR YUR FINGERTIPS, (N,B,)




'

no. 7. ALAPHEIT.

3

no. 9. THE BIRTH OF O.

IS
z
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A L INDIVIDUAL AUTHORS '
B 'AYLWARD, David
¥ . Separate Publications” .
¢ ' 1967 ST ,
. TYPESCAPES. Toronto, Ganglia Press, |
* "One of the classic concrete works in anadian
L - literary histony.‘ ,
= 1968
%? THE WAR AGAINST THE ASPS, Toronto, Gan%L}a Press, ;
. Undated Publications . » .
B WOURNEYS. Toronto, Gangli4 Fress. - | [
B Collaborations, ] . = o o ) g :
- ‘ - ' ¢ . ' . [ T . ;
| 1966 . Y '
' with . bpNichol. . STRANGE GREY TOWN. Toronto, Ganglia -
5 Presss. (pr) L . . R |
é' Contributions to Anthologies -
g * Colombo, J. R., ed, NEW DIRECTION -IN CANADIAN/ POETRY. S
@; T Toronto: Holt, Rinehart, & wxnst6‘775td?7‘197I————*““—“——————*‘
s Nichol, bp, ed. - “THE COSMIC CHEF. Ottava: Oberon -
{23 Press, §7 oo . |
R ‘ y
Fs Contributions to Concrete Issues ‘ : . o N
%g : v Ganglia 1, no, 1.’ f L S . o '
iz , | . . 4
ﬁ% : ) Ganglia 1, no. 3. o . L ‘
;‘ ’ Gan‘é'lla ;1, .no, 50 ) s o \ ' " < .
‘ l 3 31 ° " ]
. ) X .‘ » =
o - I




Gronk 1, no. 4.

GrOnk 1, no. 6/7.
—nN

Gronk 2, no%‘2.

Synapsis 3, -




B , ‘ . \ '. ' N i o, ' . \ 83
BARRETO-RIVERA, Ratael \\\, T . T
' 2 N\ L . ,

’

Collaborations

with the Four Horsemen. Canadada. A.12" 33 1/3 rpm
issued by Griffin AOUSe,\Toronto. (For additioWNgm
al informatlon see sz2ctlon on recordings under
libtings for bpNichol.’
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BASMAJIAN . Shant

Undated Publications |

. \" ., ON MY PACE. Toronto,

o

~

rd

n.p. (bpN)

. . SPARE CHANGE. Toronto, n.ps

".‘(-1.>pN)l -




BIRNEY, Earle | co o SR

Separate ?ublications ,
1969 . : " P

-PNOMES, JUKOLLAGES AND OTHER STUNZAS; Toronto, Ganglia
Press,

" A collectlon of card poems, pamphlets, and
visual poetry. Package design by bpNichol, .

1971 : ;
RAG AND BONE SHOP, Toronto, Mccglellanﬁ and Stewart.
; Experimentgswith ‘typography. Some visual and
- . .. .sound concreteY Includes a rote by the author;
S " . "to prichol and hig.genera ion for. turning
. " me on,"- - b
/,:/’Céiiaborations‘

1972

EH
LY :
S .

w

!
, |
- with B1ll Bissett, Judy Copithorte, and Andrew
Suknaski. FOUR PART SAND. Otitawa, Oberon Press.
i
|

L

<\ )
[ -

.Conpributions to Concrete Issues.

. t+ Blewolntment 5, no.‘i.

011 Slick Speshul. Vancouver, Blewointment Press. |
, [ .

Poverty Issue, Véncouver, Blewoiptment;?ress.

15

Reviews of Earle Birney's Work

RAG AND BONE SHOP “‘"***74’ e

Ballstadt, Carl. Canadian Forum 51 (July/August)
pp- 36-37.

2




BISSETT, Bill

Separate Publications .

1966

) A}

k\.

]

?

WE SLEEP INSIDE EACH OTHER ALL, Toronto, Ganglia
Press,
»  Prose Drawings. Includes an 1introduction by
Sam Perry and notes on the typography of Bill
Blssett and his visual approasch to language by
prichoI. :

|

FIRES IN THE TEMPLE OR TH JINX SHIP ND OTHER TRIPS
Vancouver, Very Stone House. -

4

o , .
(TH) GOSSAMER BED PAN. Vancouver, Blewolntment Press.

- Typepoems, collages, some lettrist poems,
350 cdpies issued.

’ ) -

- WHAT POETIKS? Vancouver, Blewointment Press.

"Being a coloring book treatise' on Poet¥cks
(what is.poetry?) . . . devoted to what has cum
to be.called is now CONCRETE POETRY." Limited-
,edition of 200 copies. 4. .

» [+

WHERE IS MISS FLORENCE RIDDLE Toronto, Fleye Press, -
.Second edition published by Blewointment

Press 1nf1973. (B.B.)

R Co [N
e —

e,

W AWAKE IN THE RED DESERT. Vancouver, Talonbooks and

See/Hear Productions,
A* recorded book 1nclud1nsoa 12" 33 1/3 rpm
phonod:lac. cle

.~
N

Y ) . -

OF THE (SIC) LAND DIVINE SERVICE. Toronto, Weed
Flower Press| (B.B,) ,




LIBERATING SKIES, Vancouver, Blewointment Press._
. .. Type poems. 500 coples Lssued. _ &
. , ' L R s ) . C

" LOST ANGEL® MINING CO Edlted by Freda Nobbs. Vanoou-
ver, Blewointment Press, -
Type poems, prose, and. drawings. Limited
. edition of 500 copies.

\l . ’ ::"“

SUNDAY WORK? Vancouver, Blewointment Press,
Collages, type poems, Prose, sketches, . g
Introduction by Al Purdy. "A benefit collection - °
written mostly Just before nd after a Zhueék A
stay (stand still) at Oakalla Prison Farm,”

1970 ’ ) C . C T

S THE STORY I TO, Vancouver, Blewointment Press.. 'g
. Type poems, drawings, prose, o

< g _—

’ ‘¢ l" : l o, e = A
TUFF SHIT: LOVE'POEMS, Windsor, Ontario, Black Moss.

-

1971 !

BLEW’TREWS Vancouver, Blewoinbment Piess. .
. Optical poems, visual poems, Limited edltion '
of 300 copies. ] .

" K ' . $ ) “,

- "DRIFITING INTO WAR. Vancouver, Talonbooks. (ﬁ.B.) o

-

T - - - _

| NOBODY OWNS THE EARTH. Toronto, House of Anansi Press.
. ~ Some concﬁete. Type poems, sound poens., .

1972 o ~ L e

! S I B.M. Vbnc@hver, Blewointment Press.

, _ “Saga uv th releasé uv human spirit from
computerr funkshuns." Poem drawings, visual and
phonetic language: compositions. Limitedfﬁgition .
of 300 copies. ' Q@ . : '




:
88 -

RUSH WHAT PUKIN THEOHY. Toronto, Ganglia_nreas: Van-
couveqr-Blewointment Press,
Bissettis own theory on&npetios, the role dT
the poet-in contemporary so iety. and the need

——~—-—£ep‘thet;1benatign_gi_lgngua e,
R ‘ N - \

THE ICE épa. thcouver,:Blewointmeht Preuu.‘ -
. Contains the following textd; POLAR BEAR .
* HUNT, \WORDS IN THE FIRE, TH HICH GREEN HILL,
and ten mini-poster-poems, all Leluded in & poly-

* ethelene ice bas.
o]

6011aborations
1972 ( '

-

N o
- With Earle irney, Judy Copithorne, and Andrew Suk-
naski. OUR PART SAND. Ottawa, .Oberon Press.‘

'Editor

a

.. B1ll Bissett has edtted all or ‘the Blewointment
_publication;.

Pllms M
1964

Foret, Leonar ’ Director.'"In Search of Innocence."
Produced by the National Film Board, Quebec
Diviaion. A film on Bill Bissett,

Television Broadcastu

.1967 o~

° with .byulchol. . “Poyts of the Sixties.”
: CBC: telavision network productlon. A rilm
on Bill Bis ett and pric . )

aﬁdio Broadcastn
1972

P : -1 g o ’ 4 - N ' “
“Anthqlosy " i'
.~ R CBOC radio produotion on tha poetry ot 3111
'Bilﬂﬂtt . . .




Contributions to Anthologies

Bory, J. F., ed. ONCE AGAIN. New York. Neu Direo-&~
tions, 1968, .

Brown, Jim and Phillips, David, eds. WEST COAST SEEN,
. Vancouver: Ta1onbooksr"19697~——ﬁﬁ———————______i

-

Colombo, J. R., ed. NEW DIRECTION. IN CANADIAN POETRY, -
. Toronto: Holt, Rinehart, & Winston, Ltd., 1971.

" CONCRETE POETRY: AN EXHMIBITION IN FOUR PARTS,
New York- Wittenborn Art Books, 1969,

Kosteiane“bz, R., ed. BREAKTHROUGH FICTIONEERS. New
* York: Something Else Press, .1972.

. IN YOUTH New York:. Ballantihe Books, 1972.,

Mandel, Eli, ed, MID-CENTURY CANADIAN. POETS, ’60-'70.
Torento: McClleland and Stewart, 1971 (19727).

N10h01, bp, ed, . THE COSMIC CHEF. Ottaway Oberon
Press, 1970,

Ondaatje, M., ed. THE BROKEN ARK, Ottawa° Oberon
Press, 1971. . .

" purdy, Al, ed, STORM WARNING, Toronto: McClleland ang
Stewart, 1971. ,

.

¢

\CQntribuiions to Concrete Issues

BLEWOINTMENT
'B111 Bissett hes oontributed to' and edited

every Blewointment publication,

Q9

3 aangna 1, no. 1.

L . '
anglia 1, s 5. B .
- Gronk' I, no, 1. | ‘ ' ' S,
Gronk 1, no. 3. ﬂ
aronk 2, no. 2. - ' o
'Lodgistiks 1. Editor, DlVld W,
‘o -———-—m—-—-——-—-
.oTuatara. Editor, Mike Doyie. Vo

.




. ' . ' . 90
© . ¢ . Vigilante, Editor;’P. Piffen.. « \

Areicleu and Reviews by Biill Biasett

~

"Golleated Poers." Ocoupation Issue. Vancouver: Blew-
ointment Press, TO7U,

i;"‘““““““‘“‘“———'*-—Len—eertrude~8toin+E~QnQnK_LL~ggL~ﬁi_*____ﬁ‘“_a__-‘__;~;_;_h;;;h‘
) . o "Two Novels." Occupation Issue. Vancouver:' Blewointment L
; [ Press, 1970, -

4

Reviews of B;ssett's Publications
AVAKE IN THE RED bzsznw

Fetherling X Doug Canadian Forum 48 o '
* (January 1969)230-231,

FIRES IN THE TEMPLE

Gl | Livesay, Dorothy, The Biddiehoad 70-73
» : (Spring 1967) : 55.‘ e

‘ . Mac Callum, Hu§h. University of Toronto Quatorly 3T
_‘\\( R (July 1967 3B5. .

Nichol, bp, . Quarry 16 (Summer 1967) : #}-46,'

" Purdy, Al, Canadilan Literature 35
¥Winter ) I L PR

;.
| LOST ANGEL MINING Co. R

g ' . Mo Kay, Don, Alphabet 18.19 (June 1971) 50-51,

o NOBODY OWNS THE EARTH I

'Nichol, b Bodks in Canada Vol. 1, no. 4,
: Novegber"lsrlj

1
OF THE (SIC) LAND DIVINE SERVICE ‘
‘Barbour, Douglas., Dalhousie Review 50

(Sprins 1970) TIIB ﬁ
Father11ng, Doug Canadian Porum 48
1969) ™

(January d)Uéjl.
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BROUDY, Ha:t'

Separate Publications oo , ' o
C POEMS FOR. CORINNE. Torontoz Ganglia Prass, n.d.

P
WHEN I WAS YOUNG ONE SUMMER“Tbronto ‘G‘ﬁgltx“‘——
Press, n.d,
A concrete plcture-poem published as

I'Q!!k z no., 50 ' b
.. Gontributions to Anghologies

Colombo, J. R., ed. NEW DIRECTION. IN CANADIAN
POETRY, -Toronto: Holt, Rinehart, & Winston,
.Ltd., 1971.-

Nichol, bp, ed, THE COSMIC CHEF;‘Ottgwa:.Oberon
+ Press, 1970. - .

’

°

3 ¢

- Contributions to Concrete Issues

Synapsis’ 2,




. CARTER, Jim °

Separate Publications
.1972

o

. .y
P
S

- ”’:?u't;“/" P ARY

. A
Gesefear b PSS




CLINTON,. Martina - ' PR

/
fo ' ] . '
Separate Publications =~ -« © e ) . v

1971
'

YONDER GLOW, Vvane owmmtmentr—?rew

Includes .only two concrete poema. Limited
edition of 300 copies, ,

Undated Publ cationa

SOME'I'HING IN. Toronto, Ganglia Press. )
Published as GrOnk 5, no. 4, R

) ' LY

Contributions to Anthologies - Lo -

,Brown, Jim an\! Phillips, David, eda. WES’I’ COAS'I’
‘ SEEN Vancouver- Talonbooks, 19 9.

Nichol, bp, ed., . THE COSMIC CHEF, Ottawa: Oberon
Press, 1970, . . / N

, I t— B )
Contributions to Concrete Isshes

?'/) Elewointment 5, no, 1,

Fasclst Court., Vancouver: BleWointmeht Press, 3970.:

- ’

., Ganglia 3. o : .
_Occupation Issue, Vancouver: Blewolntment Press, 1970,

' 011 Slick .Speshul, Vancouver: Blewointment Press, 1971,

P'o'ver'cy Issue, Vancouver: Blewointment Press, 9ra, -

fefay

Q ‘ -




| T a8
COPITHORNE, Sudy ... . . = . |

Separate Publications

| 1965 ,‘ h | . C, | ‘_;’/ ‘ - -l‘ ' . ‘/

i .
- . MﬁncouvemieﬂmingmL ,
"1957 ‘ N o . R )
- 'MEANDERING. North Vancouver, Retuining Press, )
. . ) Foem drawings, Envelope containing § sheets,
1969 - o . | /
. RAIN Toronto, Ganglia Press. L o \
: te - Published as Gropk 4, mo. 5. Holographs
and sc,ript drawings.
RELEASE Vapcouver, Bau-Xi Gallery. ;
_ Poem drawings, Limited edition of 200 copies,
1970 - "
| RUNES. Toronto, Coach House Press, Vancouver, Inter-

;- media Press,

19711 . B S ' ' ‘ \_'“' o
e MISS_TREE'S PILLOW BOX, North Vanc.ouver, Returning v
T Press., ,
%‘f;:;f " Poem drawings,

“ ,‘j;/j. ' Collaborations

¥ ':,;g ) . . . ¢ . .
Ao « ' o Moo S S
1 .;972 : . , o g N

with Bill B:Lssett, Earle Birney, and Andrew Suknaski. e
. FOUR PART SAND. Ottawa, Oberon Press.

o Coneributions to Anthologies

Brown, Jim and Phillips, . David, eds, WEST COAST SEEN,
Vanoodver. 'I‘alonbooks, 1969, . - ‘
001ombo, J. R., ed. NEW DIRECTION IN CANAWRY., ‘

. Toronto: Holt, Rinehart, & Winston, Ltd., 1971.

e Goldberg, Gerry and Wright,' Georgo, eds, I AM A
» SENSATION. Toronto: MoCelland and Stewart, 19’70.

Nichol;. bp THE %osmm cnm Ottawa. Oberon -
' Pr“sl 5-97 o ) )
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* .

‘.

‘

96

7
at

Contributions to Concrete 'I‘ssueq

o

Alphabet 18.19, (June 1971) : ' 30-38. o :

A ' ) .
Ganglia 1, r}o. 1\ . " ’ ' . o
. Ganglia 1, no, 3, : . I
gangllia 1, no, 5, , co ' o “
Gronk 2, 'nO. A2. . ‘n , ’ " . ’ - '|
o . : ' ) .
- . 011 Slick S%shul, Vancouver: Blewointment Press, 1971.
' Poverty. Issue, Vancbuver: Blewointment Press, 1972.
] ° . ¢ \ ! ' .
ol o o
?‘ ,"si;‘ > L > ‘ , 7" . « R . .




° COUPEY, Plerre -
) | 'a . l / I - ) . . | . i .~ ) ) i . . . ’ 4
- Scpardte Publications ct ' ..

. ‘ v
B o f

1967 L SR N

' CIRCLE WITHOUT OENTER, Vanco@vér, Ta;ohbobka.
Contributions.to. Poetry Magazines' ) .:‘ C ‘ S

Y
v

S p———

pelta 24" (Decomber 1964), "The Alphabet of Blood,"
1 Visual concrete.l : .

‘ ,
\ : R W x

b

?

. ,'1Although this text wae published one year prior to o]
the Iimits set in the bibliography, I have included this item @ |

hecause of its influence on other: Canadian experimental poets.

b . ' - ' . 5,




DuaUAY;.Raoul

it
° q
v

Separate Publications
1966 D

1

Y

RUTS Montreal, Editions Es@érel. (pr) T

1967 o 9

XX
-OR. LE -CYCLE. DU SANO DURE DONC., Montreal, Editions
Estdérel,

) o #
‘ MANTIE DT DI LYLEIONTE, Montreal, Idltions du Jour,

A manlfesto on visual and sound poetpy,
L'infonie is the name of a grotp who hés, like

-

N
.

the Four Horsemen, glven. performances of sound '1

poetry.

-

«

LAPOKALIPSO, Montreal, Editions du Jour.
Includes poems, manifestos, stereo poéms,
visual poeme and articles. .

MUSIQUL DU KEBG, Montreal, Editions du Jour. (pr)
Rﬁoordings -0

»

"Poemes et chants de la résistanoe 2."(pr)

{’n




DUTTON, Paul
\’ ’

Collaborations -
1972

»

with.the Four’ Horsemen. Cahadada. Toronto, Griffin

House, C

A 33 1/3 rpm phonodiac, ‘Bound concreto. Por

a ‘ additional information s8ée the listing for Cana-
o dada in the section on 'bpNichol.

Editor o .

»

> ‘

‘LQanglié,‘soribs @.

e




f

Concrete? Cower colls

~

Contributions to Concrete Isqupé\‘

Blewointment 5, no. 1.

Yy L~ b
'memi,iﬂwe.:1 | e ’ D
' . TN .y - v
Seﬁafate publications. . | ) g . |
1967 . .. C A
INSIDE LOVES-OUT, Vancouver, ﬁlewoincg:{eni; Press:. .
n T ;f
| | TEN POME&..Vancouver, Blewointment Press, .‘

by Christos Dikeakos.\

. v
v

_}_;z__ﬁ.



GILBERT, Gétgy

;Sepa§;;é~2ublie§trons

1964 el T
+ A . : , . . 4 R
WHITE LUNCH,~Vancouver,. The Periminkle Press,

lSome nerete.s .o ‘ oL '

M

1567 : ‘ ’ ".o « : -

'« THE MI thcouver, Integmed&a Press. -~ O
Drawinﬁs by Elilzabeth Coleman. ‘A cqllection
of “'skoobs”, poe? -obJects, cut ups,’ mini bqoke,
and broadsheets n.;a polyethslene blg, -

- 3 v
» v

b

-

, PHONEBOOK, -Torontd 4 Ganglis/Weed Flower Press;,.

ND. Vancouver, Blewointment Press.
. A collage of found prose, Limited edition
of Q%O coples,

ABY LAND BLUES. Toronto, Coach House Press.
}MONEY Vancouver, New Star Books,

©
o

972 . L.
) ‘ ¢ B
L LEASE. Toronto, Coach House Press.

—
o

.‘. A}
Nickol, bp,’ ed, ™ mE cosur¢ CHEF. Ottawa: Oberon’
r. Press, 1gro. 5-

Contributions to Antholosies

]

Contributions to COncrete Issueé
Lodgistiks X, hditor, David Uu,
Synapsis 1. e

Lo Th Blewointment opn plcture book combined ;Ith the newa.
‘ 7 Vadbbhver' EIewbInCﬁéﬁE rress, 19(2e. .




KEARNS, Lfaae\i\
Separate Publicatdlong -

OF THE SILVFgY MC LUNE, Vancouver, Day -

edla parables, poems 8ighs, gestures, éndv
"other assd lti @n the 1nter£ace." Includes "The
: and "The Woman Who

. R N
o« - :

\ l"The Birth of God" was qulished separately by
Trigram Press, Tondon.

'

.

(S




LACHANCE; Bertrand

s

. Separate Publications
‘ 1970

EYES OPEN, Véncou&er; Blewointmené Pfese;
. Contains some concrete prose and pgpetry.
j : o * Cover photos and drawings by Bill Qissett. _—
, - . - Ce Y
- TES RIVIERES T'ATTENDENT. Vancouver, Blewointment
. Press,
Editor ° ,
' Alr, nine issues published between January 1971 and
. May 19727 . .
, Adr 1, Text by Sid Stephen. (B.B.)
’ 11555 2. Text by Mexine Gadd. (B,B.) . ‘ ,
:' Alr 3.:ﬁext by’ Colleen Thibodeau. (B.B.) //‘f
;j o Adr 4, Text by David Uu. (B B,) e
‘ o Alr 5. Text by EX Bilinaky (B.B.)
o ~ Air 6. Text by Bill Bissett. (B.B.) RN
Air 7. Text~by Robin Mathews. (B.B, )
E ' Alr 8 Text by Greg Dexter. (B.B,) ,
_f£/9. Pext bQ\Sharon Stevenson. (B.B,)
Coritkibutions to Concrete lssues BN
. " Fascist Court. Vancouver: Blewointment Ppess, £970. :
. Occupatfen Issue.jvancouver: ﬁ;ewointmenﬁ‘Prees; 1970.
: 011 $lick Speshul. Vancouver: Blewolntment Press, 1971,
- Poverty Issue. Vancouver: Blewointment Press, 1972,
‘ , Th blewointment:opn ploture book combind with th.news.
o — vVanoouver: Blewolnvme

¥ess, 1972,

———————r




)

Reviews of Bdrtrand Lachance's Work

EYES OPEN: = N :

.
‘

Me Kinnon, Barry. B,C, Monthly 1 (Novgmhér'1972)¢ 84,




" MAYNE, Seymour

Separate Publications
1969 .
MUTETATIONS Vancouver, Very Stone Housc.

*

Undated Publications o T ﬂ? * -

-
S—

. " ANEWD. Vancouven, Very Stone House. (prT [
| EARSEEDEARSEEDEAR Vancouver, Very Stone Hduse. (pr)
MANIMALS. Vancouver, Very Stonp House. (pr)

5

" PICKLISH TICLICORLCE,: Vancouver, Very Stone House;
\ . (bpN) ’

THE ?IGO?O TEASPOON., Vancouver, Very Stone House.
' bpN . .




y 306 -
o MC CAFFERY, Steve [ S '
: ' , 3
. Separate Publications .
wo T A u
' GRAND PLANS-FOR A SPEAKING, CITY.: Toronto, Anohbeyond,
Préss. s 3

- , A specialksfnd edition of 15 copies.

TRANSITIﬁNS‘TO THE BEAST'POST*SEMIOTIC “POEMS TOronﬂ4\
—e to, Ganglia Presa.

UNTITLED. TORONTO, Ganglia Preés. o
1972 ‘ -
¢ MAPS A DIFFERENT LANDSCAPE. Tororito, Gapglia ?ress.,
Undated Publications ’ — ﬂb. . R
gﬁ‘ ' . A SLCTION “FROM CARNIVAL\ Toronto, Ganglia Press. : i?///'
o : A typesoract" 20 feet in 1ength.
o Collaborations S o
T T I
. ! * ] ‘ * N A a
Ce with the Four Horsemen, Canadadpa Toronto, Griffin House.
4, . L ‘ - A 3571/3 rpm phonodi‘ﬁf‘r*bound concrete. -
%;i R prichol.‘ COLLBRATIONS Toronto, Ganglia Press.
it ot : ,
] ; . - o PARALLEL TEXTS: ONE. Toronto, Anonbeybna
g ' . T = Pres .
2 e : " First published as. Gronk 6, no. 5.
aa - N \ - , o
gl SN . - . .« PARALLEL TEXTS. TWO AND THREE. Toronto, Anén-
i%[l AR “'"“Bﬁybnd Press. \ _
i) ! . 3Art&c1es o a S .o - . .
4 ’ L ’. PR ! > ' &
S "For a Poetry of . Blood." Stereo Headphones (England) -4,
. T .} " The text-of this ‘article appeared as & program
~ ' Inote for a reading’ of . the Four Horsemen; pré-
: o e . .sented on October 30, 1971 at the Bruhton Audi-
§ . . v " torium-of Mount Allison;University, New Brunswick.
[ ‘ ! : t DA ~.oe , ' .

; C . N S % ' -
. .
1 N . i ‘~ ., . e

. . 2
r Lt " ¢ . e ’ .
o . . . e




Contributions 59 Concrete issugs \

. s

Poverty Issue. Vancouver, Blewointment Press, -1972.

Synapsis 3, |

’
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.MC FADDEN, David .. c e : oL
I . .« » ’

. Separate ‘Publications o /\ : ‘ ' ‘

ceo1912 o .
' . THE OVA YOGAS, Toronto, Weed Flower Press/aanglia. -
S "Being a series of poems-written in. one long
: . . s8trange arternoon. Published as GrOnk Intermedia)
ok P ‘Series _(IS) no. 1, - _
, . : i ? R .<: lﬂ ‘ ’ ) ';
173 N - ' ‘ e .‘:’. _:;\ i /‘i(; o 8 - .
/ < N S
~ Y | ' . ‘
l "\‘/ :. hY ,. . ;\‘
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MC,KINNON, Barry

Separate Publicatlons

1970

" CARBON COPIES. Wood Mountain (Saskatchewan), Deodar
. Shadow Press. ' , ) .
[ : W ‘.("m-

STAMP COLLECTION Vancouver, Blewointment Press. (B. Bv) e

4

Undabed Publications R R

.‘ '3'

CAT, Toronto, Ganglia Preaa. (bﬁN)

‘Qontributions to Concrete Issues

’

aronk 6, no. 6, ‘ ~

Svrmt——

Occupation Issue. Vancouver: Blewointment Press, 1970.

011 Slick Speshul. Vancouver: Blewointment Press, 1971.
K ~

Synapsis 1.

Synapsis 2,




NICHOL, bp v ) '

: . Separate Publications | - T
'1965 ‘ | | S
i} CYCLES,EQQ' Cleveland, Seven FlowerSvPress. (pr)
A \ SCRAPTURES' SECOND SEQUENCE Toronto, Ganslla Preas.
1966 - S e . " ' * “ D L

\ : -
% o L ALAPHBIT Toronto, Ganglia Press.

++ ’ '{“;A“
A LITTLE POME FOR YUR FINGERTIPS Toronto, Ganglia o
Press, {(bpN) ‘ :

A PORTRAIT OF DAVID, Toronto: Ganglla.Press. s
.. Limited to 15 copies each with an original
’ cover drawing by David Aylward.
++
A VISION IN THE U OP T STACKS Toronto, Ganglia Press.

{ BP Toronto, COacm House Press,

| , S . Designed and produced by Stan Bevington.

I < . Photo, by Andy Phillips, A folder of concrete

N o~ ., objects, typescrapts. Contalns a note by Nichol "

y) S , on poetry as a medium of communication. "How can

ol . the poetf reach out and touch youjphysically-as

3 , . #fay a soculptor does by carressingiyou with

o : - objects you caress? only iF he drops the barriers,

if his heed 1s to touch you physically he creates

¢ . a poem/object for you to touch and is not a .

-t sculptor for he is still moved by the language
and sculpts with words.

L)

JOURNEYING AND THE RETURNSw ‘
' " . .«A three-part package ‘Which’ 1nc1udes QrbODk of .
* 4 traditional Poems, a folder of concrete objects,
‘ " and Borders, a 33.1/3 rpm of sound concrete. (pr)

CALENDAR. wOodchenter, Gloucestershire, Opening Press.
" CHOCOLATE POEM. Toromto, by: the author. ~.

~ ]

= . o L :
‘Pary of the TONTO OR series @ublished by Ganglia Press.
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o ‘- 15 & S i
FODDER FOLDER. Toronto, Ganglia Press. ﬁpr) ") -
t ++ \ .
) : LANGWEDGE. Toronto, Ganglla Press. ‘ : , % ~

~ Limited/editlon of 20 coples. . o |

A’ SC"RAPTURES~ FOURTH oEQUENOB Niagara Falls, New
J York, Today Press,
++
STAN'S IKON Toronto, Ganglia Press. (pr) L
b i
THE BIRTH OF O, 'Doronto, Gan/slia Press, (bpN)
)

. Voo
19677 ' . (Y (
DADA. LAMA, Leeds, England; Tlalo¢ Books, '(pr)"

' KONFESSIONS OF AN ELIZABETHAN FAN DANCER. London° Wri-
ters Forum., '

# Second editlon, 1969, Third edi‘cion published
by Weed Flower Press.

[ . * ’ i
1 - -

LAST POEM WITH YOU QN MIND. . Toronto, Ganglia Press, (bpN)

RUTH ?orom:o, Fleye Press. ) ¥ 4 ;
Published as an 1saue of L~uV. i , . /

' SCRAPTURES: TEN‘TH'SEQUENCE. Toronto, Ganglia Press.

SCRAPTURES: ELEVENTH SEQUENCE. Toronto, Ganglia Press.
_ ’I.‘HE YEAR OF THE FROG. T onto, :(dgﬁgl;a Press. .
1968 ‘ 5‘ s . - : ) T, ’ .

© BALLADS OF THE RESTLESS ARE. Sacremento, ca prnia; Run<
N ¢ible Spoon. P ..._..\ym-;w'

!

ALENDAR. Toronto, Ganglig Pﬂess.

‘m , o mm Toronto, Ganglia Press. (pr)
1 | ' w Second edition by Writer! 8. Forum, Ensland, 1969.,

.-—-NIQHTS ON PROSE MOUNTAIN. Toronto, Ganglia Press. (bpN) .

, © THIRD FRAGMENT FROM A POEM CONTINUALLY IN THE PROCESS
OF BEING WRITTEN, Tbronto, Ganglia Press. (bpN) -

i por v . - | S
o " ‘ : ¢ N ’ B . 7. ’ ‘ o ) ’
‘ .
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SQELL WATER. Vancouver, “Te¢lonbooks., - ntd
~ . A'collection of concrete ‘poems each on an
individual. card and ‘enclosed in a small »
card box. The original title of this work -was
. .+ .« THE CHINESE POEMS. Thip 1s Nichol's attempt to
, . evoke the ppwer-of the thing named ﬁhrough the
: , . ) visugl plagament of words.

&

1971 - — e Tl
" AB.C, THE ALEPH BETH BOOK. Ottawa, Oberon Press,

.lMONOTONES_,Mhncouver, Talonbooks.

. THE CAPTAIN*POETRY POEMS Vancouver, Blewointment A

Press. .
‘\, - 1]

'THE OTHER SIDE OF THE ROOM. Toronto, Weed Flower
. Press. o

T3 I 1972 L | o S

SRS I " A GANGLIA PRESS INDEX. Toronto, Gangllia Press.

An §nvaluable listing for those interested
in keep@ng track of concrete publicatlons,

.. Y ) .+ THE MARTYROLOGY I and II, Toronto, Coach House
i Co i Press. Designed and illustrated by Jerry Ofo..
‘ : . Includes a forward by David St. Alwart.
_ . (Aylward). "To the poet every word in the 1anguage h~//
o8 TR , I is a saint who continuglly.intervenes between -
¢ ‘ him and the world of sense, making it senseless
with ‘their ‘hallowed p's and vhining q's, their
doting 1's and literary t's.” This is Nichol's
" attempt to free himself from the shackels of

L j” ‘ language and words,
S X - B , .
, : l. THE ADVENTURES OF MILT THE MORPH IN COLOUR. Toronto,
T e Weed Flower Pfess..
L : : A portfol 0. Illustrations by Barbara Caruso.,
Bgtbor L i
. 1965-72 . I

& “bp Nichol 1s chief editor of Gangna publieations :
which include Ganglia, GrOnk, and Synapsis. Ganglia IS (Inter- -
media Series) I‘"fﬁ"“on‘l"y""‘ﬁbp 110a°c'f€'n"“ﬁi-"c r'e?’EIT‘Iﬁ'"print. v

- . ' . . .
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‘

A CONCRETE MISCELLANY. Toronto, Ganglie Press,

with David Aylward SYNAPSIS: A PRELUDE. Toronto, Gans
glia Press. . . e .

n o M
vab t Lot

19?0 - e oy

THE gOSMIc CHEF: AN EVENING OFaGONCRETE. Ottawa, Qberon
ress.,
The first Canadién anthology of concrete
poetry. Irncludes type-poems, pioture-poems,
visugl concréte. 'The language revolution is
“happening all around you! LIBERATE A POEM TODAY
THROW IT OUT." ° . ]

1972 S -
)lopen Letter. COntributing edibor.

"

v

Collaborations
19{66

with Dav&d Aylward STRANGE GREY TOWN. Toronto, Gan-
glla Press,

v, A

¥

l

with the Four Horsemen. Canadada. Toronto, Gn}ffin
House. A 33 1/3 rpm PRONGAISK of sound concrete.’

* ' * A review of Canadada appeared in Excalibur
- (York University Weekly), 5 October 1972, p, 12.

. . - o, oo
-~ N < P

wibh Steve Mc caffery. COLLBHATIONS. Toronto, canglia'
Press. -

. PARALLEL TEXTS: ONE, Toronto, Anonbeyond
€88,
Published as Gronk 6, no. 5. o

.» PARALLEL TEXTS. TWO AND THHEE Toronto,l
"“"'Kﬁﬁﬁbeyond Press, . ° . \

Theofetical and Criticdl Articles

"From Sound ‘to Semse.” Stereo Heaggggngg l (Ensland),_
(8pring 1971). . , .
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1et#er from . bpNichol to Frank Day;y/on eons
crete poetry. Open Letter 4, no, 1.

A B ~ 1y

s

"Some'Beginning- Writings on Gentfude Stein's Theory
+~ . of Persopality." Open Letter 2 (Summer 1972).

(bpN) . //// .
. Mphe 3eath of COncrete " Stereo Headphonea (England),‘
2/3. - , ' O oo
’Zoundsl The Sounds of Bill Bissett." Qﬁarry 16 o >
(Summer 1967) : 43.46, —_— :
' 39cqfd1ngs , ‘ L ‘ - P
o o Co .
1967 - o 5

Bordérs.iToronfo, Coach House Press. . . B .
3% 1/3 rom phondisk issued as.oifflpriég.,(bpu) , .
" '1968 . . ¢ o e

Motherlove. Toronto, Allied Recofg’ : P ,
R 53°Y/3 rpm phonodisk. Sound concrete., {bpN) .

ag70° L . “ L
’ Canaggdgiiﬁﬁingsuunder collaborations. T
?;lmé o T : t ) ' ﬁ
1970 - -

'HSOnB of Ca tain Pootry. Directed by. Michael OndaatJe.
of dﬁE“UEﬁEa!*‘““
A A half-hour doocumentary which blends Nichol's
. family world with the images and characters in
his poetry. The film is available through Cana-
dlan Film Makers and distributed in 'Toronto.
~

- Pelevision roadcasts . - o -

1967 i(\} SRR : .
" w¥d B111 Bissett, "Poets of the Sthies. R

, - “ro AWEBC. television nbtwork prbductioh féaturins
. 3111 Bisaett and, hpulchol. .

|
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. Gromt 1, no, 1.

L ~‘erOmk 2, no.2, - A
. | Gronk 4, ng. 3.

' o - ' ;‘Dl o . " 115
Radio Broadcasts . T
. - i
"Little Boy Lost Medts Mother 'rongue."

A CBC radfp oduction broadcasted in six

. .- episodes overua slx week period, Part of the
o ' "Ideas! series on Janguage.

1)

o

Contrlbutions to Anthologies
" . golombo, J. H., ed., NEW.DIRECTION. IN CANADIAN

* POETRY. Toronto: Holt, Rinehart, & w1nston, Ltd.,

1971. L . “

2

-

- C, CONCRETE POETRY: BRITAIN, CANADA, "UNITED STATES -
’ Stuttgart: Hansjorg Mayer, 1966,

~ GORDON WATKINS TO YOU. Toronto. §ew Press, 1970.(pr)
. HOW DO I LOVE THEE. Edmonton, M. C. Hurtig. (bpN)

"SOLO FLIGHT: Vanoouver“ Resources Publications, 19707
(bPN) : \_, . , ¢

.- . Solt, M, "E., ed. CONCRETE .POETRY: A WORLD v1ﬁw.
‘ Bloomington, Indiana. Indiana Unlversity Presé Co0
R 1970, ' . !
vy ~— ' .

THE ENCHANTED- LAND. Toronto. W. J. Gage, Ltd\, 1967.

Vd

e e e,

. TWENTTETH cmwmym AND. rom'xcs. oFon m
Unlversity Press 1969 .

s . ‘ .
Contributions ‘to ‘Concrete Issues ' ) .

Blewointment, Vol. 4, po. 1.

Blewointment, Vol. 5, no. 1,

Occupation Issue. Vancouvers Bléwqiftment Presg, 1970.

- -

-

K GOk 1, me. 3. . -
Gronk,1, no..6/7.. '

GrOonk 8, no. 5.



Synapeﬁ;~1.
Sznapsis 2,

. Ganglia .1, no. 1.
Ganélia 1, no. 3.
Ganglia 1, no. ¥,
Ganglia 1, no. 5;1

*__Reviews of 'bpNichol's work

A CONCRETE MISCELLANY

< Gasparini, Len, Untitled ‘Article., Canadian Forum 4g
(April 1969) : ;20-21.

| 0010mbo, J. R. "New Wave Nichol." Tamarak’ Review 44
(Summer 1967) : 100-104 :

JOURNEYING AND THE RETURNS

¢

Kearns, Lioriel. Untitled Article. Canadian

Literabure 36 (Spring 1968) : ®T.

Mac Callum, Hugh, Untltled Article. Unlversity of
Toronto Quaterly 37 (July 1968) 3 =TT

Me Kay, D. Untitled Article. Alphabet no, 14,
(December 1967) : 82.83, .

d

Summer 1967) : 46-47,

" Warsle,. L, Uhtltled’hrticle..Poetry~ .Chicago
_Monthly.(July 1968) 1

monowoms -

Bowering, Georgé Untitled Artiole. Open Letter 2,
no, 2. (197 ) A

N

Reanyi J. Untitled Article. Quarry 16




STILL WATER

e Barbour, Douglas, Untitled Article. Quarry 2
- : . {year end 1971) : 61-62. L T

. THE COSMIC CHEF , .

Barbour, Douglas. Untitled’ Aéticle. Quarry 2
(year end 1971) 62-63, —

Chambers, D, D. C. Untitled Article. Canadian
Forum 51 (November 1971) : —

Magazine Interviews with bpNichol

Bowerlng, Geor "Cutting Them A1l Up." Alphabet
: no. 18/19 June,197l),. -21 -
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ARE WORDS THINGS? 2nd ed. Vancouver, Paciflc Trans-

v

Pbwer Publications.
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RAPPAPORT, Henry

Separate Publications
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" RIDDELL, John

Separate Publications
1969

POPE LEO, EL ELOPE’ A TRAGEDY IN FOUR LETTEHS.
Toronto, Ganglia Press. Drawings by. bpNichol."

1970

g UNTITLED. Toronto, Ganglia Press. -
] B Jfﬂ\\\ Contributions to’Concretg Issues

Gronk 2, no. 2,

Gangiia 1; not 5.

Ganglia 2, no. 1. (bpN) .

Ganglia 2, po.-é,'(BpN)

'




SCOBIE;’Stebhen:

Separate Publications
1975 Co " 5
: STONE POEMS Vancouver, Taldnbooks.,

\

[y

Undated Publications - ' ‘ .

ONE WORD ' POEMS. Vancouver/Toronto, Lighthouse Press/Gan,
,glla Press. . ) . . _ N e

. . —
Gontributions'to Anthologies

Nichol, bp, ed, ' THE COSMIC CHEF. Ottawa; Oberop
Press, 1970. s , . .

S




¢ ﬂ SUKNASKI, Andrew

. Separate Publications

19700 ¥ o N
3
CIRCLES Wood Mountain, Saskatchewan, Deodar Shadow
Press, ° '

ROSE WAY IN THE ST, Toronto, Ganglla Press,
An envelope containing poem-drawings and
. notes by Suknaski on his interest in Chinese
‘ . ' 1deograms and thelr influence on his work,
S . - "ROSE WAY IN THE EAST grows out of my first
SO attempt to see things historically and mythically
. in an attempt to bridge Western- hangups o o
| .and Eastern Ways. : ’

_ THE SHADOW OF EDEN. Wood Mountain, Saskatchewan, Deo-
e ’ dar Shadow Press. {bpN} °

4,1 ‘4 ) 1971 K ‘. v

IN MIND ov XROSSROADS oV MYTHOLOGIES Wood Mountain,
Saskatchewan, Deodar Shadow ‘Press,. ‘ \

1972 ,, T ,,'

’

THE ZEN PILGRIMAGE. ‘Wood Mountain, Saskatchewan, EIfin
Plot,. (BPN), A

Y TH REVOLUTION INTO RUENZ, WOod Mountain, Saskatche-

R . : : ‘wan; E1fin Plot.
Collabqratidhs L , .
92y R | o

-

FOUR PART SAND. Ottawaj Oberon ‘Press., .

iCOntributions to Concrete Issues ,; ’

_ aronk 2, no. 2. AR I L

. . jmomk M, mé.3.. .
- ‘ Synaﬁsis_z.\ o '

with ‘Earle Birney, Bill Bisgsett, and Judy Coplthorne.




THIBODEAU, Colleen - D

’ hd - \ * -
~ " .
&, .

ééparate_?ublibationg | ,
1965 - SR \

LOZENGES. London, Ontario; Alphabet ress,
"Poems in the shapes of things.'

N

- M

Contributions to COncrete Issues.

" * -

Occupation Issew.'Vancouverf,Bléﬁointment-rréés, 1970.

‘011 Slick Speshul. Vancouver: Blewointment Press, 1970,

N\

- Poverty Issew. Vancouver£ Blewolntment Preas, 1972.

|

Th blewointment opn plcture book combind’ with the’ news.
aNncouver: ewoIntment Fress, 1J7<.

»
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UU (HARRIS), David o SR

Separate Publications o
1967 . L, e

G1DEON MUSIC Vancouver,.Blewointment Press. ..~
» Type poems. Includes. "Verklarte Nacht"
(after Shoenberg a poem on. Joycean style with
cageah overtones)., . . ,

JUNE POEM, Toronto, Fleye Press. (pr) .
Pt

TOMORROW NEVER KNOWS ¢ Toronto, Fleye Press, (pr)

TOUCH 'I'oronto, (}anglia Press., = 7 7,

DOG RAPE.:Toronto, f‘ieye Press. .
ELECTRIC PUSSYFOOT. Torcmto, Ganglia Press. (N. B
MOTION/ PICTURES,

onto, Ganglla Press. (pr)
1971

>

AIR 4, Vancouver, AIR Press, o .

BEFORE THE

,-Heed Flower Press.

- AURORA HYPERBOREALIS. Toronto, Ganglia Press.

1972

P * CHEOPTICS, Vancouver, Talonbooks.

[t}

Critical Articles*

“Beyond Concrete Poetry." B, C, Monthly 1. ... .. . .|
(December 1972) 't 94957 :

"Magic and the Goddess." Georgla Stralght Art Supple- .

TR ment (Vancouver), 3 Jin e,' T970.

Contributions to Ant;hologies

‘Boown, Jim and PhillipssDavid, eds. WEST COAS'I' ‘SEEN.
"' Vancouver: Talonbooks, 1969.

9.
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Colombo, J. R., ed. NEW DIRECTiON IN CANADIAN POETRY.
‘Toronto: 'Holt, Rinehart, & Winston, Ltd.,, 1971.

Kostelanetz, R., ed. BREAKTHROUGH FICTIONEERS Millen
" ton; Something Else Press, 1973.

Nichol, bp, ed,”’ . THE COSMIC CHEF. Ottawa: Oberon
Press, 1970. ' .

COn'c;oibubions to Concrete Issues

4

Blewointment 5, no," 1.\

%@cist Court Vancouver: Blewointment Pregs, 197.0;' a
Gronk 1, no. ‘1, -
'GrOnk 1, no.'}. I T

" Gronk i, no. 6/7.: * : ’

r's .

[V - . * ) . ™

T Gronk 2, no, 2, - I ' ’

4 , "Gronk 7, no. 1.

Nﬁf " - .t \ s

Gronk 7., no., 2, . .

m%&:’, \ Gronk 7, nq. 3- <! - )

i GrOnk-7, nOw By _——

g 4 r~ . .

Y Occupation Issue, Vancouver: BlewolntmentPress, 1971 *

" 011 Slick Speshul, Vanc‘ouver- Blewointment Press, 1972,

Edihy

Th blewoin’cment opn 1510 ure book combind with the news,
- Vancouver: EIe'v{o"I'n'ﬁij'e""'t‘n Tress, 1972.

Lodgistiks. 1 1sgue, still extant.

Luv. T 1ssues.

Span:lsh Fleye. 1 Lasue/' | y
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" VARNEY, Edwin - <

e

Se araté ‘P.ub‘lications : K
9eSL ~LN T

| ‘OPENINGS. Vancouver, -Intermedia Press. ‘' (E.V,),
1970 " :

L’

~

| ' ST
SUMMER so’ﬁt}s. Vancouver, Midn)/gm Presig. (E.V,)

»

. ] ,
The Poem Tompany., Vancouver, Intermedia Press,

Contributions to Anthologies “ |
Nichol, bp, €d. ° THE COSMIC CHEF. Ottawa: Oberon
@ PI‘eB\B ’ 1970 .w . ’

»
-

Contributions to Concrete Issues
Gronk 7, no. 2,

. 125
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WEST, Ken

Separate Publications
- ’ . * . ./
1970 . Co .

R WIRE. Vancouver Blewointmerit Press. (D.R.)

Contributions to. Concrete Isgues

Fascist Court. Vancouver: Blewointment Press, 1970,

Occupation Issue. VancouQer: Blewointmont Press, 1970.'

011 Slick Speshul. Vancouver: Blewointme}xt Press; 1971.

Poverty Issue. Vancouvep: Blewointment Press, 1972

' Th blewolntment opn,picture book combined with the\oews.
~vancouver: bBlewolntment PI‘QBS, 197, t\' N,

Reviey of Ken West1s Work
WIRE

8

Nlchol, bp. . Untitled Article.fgzoupation Issue,
Vancouver: Blewointment Press, IBYO. "

-
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APPENDIX

|
-t

Interview with bpNichol - ~

Torontol June 26, 1974

Q:- How|and when dld you become 1nterested in concrete
poetry? . o

A: Actually, I began to get into concrete throuah Apollinaire
and the. 'Dadaists, and subsequent to that,. through the publi. -
cations of Blewointment which Bissett put out in Vancouver,

I Just begsh by exploring the visual aspects of poetry, -
The specific oocasion was about 1964-when I really got into
the serious thing. That was mostly because I was really
bored with what I was ‘doing with ..

using the same forms, trying to write convincing ‘lyrics., It.
didn't satisfy me. It occured ,to me that I yas being arro-
gant; that.I'was sltting down amd making occasion to write,
trying to dominate the act of’ writing the language I was
using as opposed to simply letting myself learn from it.

‘I thought I wasn't giving the langusdge a chance to teach me -
anything. I was assuming knowledge that I didn't really,

aver~so~1“4ust“sat.dnnn_andﬁhﬁsan to play with words, and
to see what I would come up with, ' ' . ,‘

‘Q: Did any concrete poet have any direct or indlrect
influence on your work at that time? - K P
A: Well, I wasn't really aware of that stuff till about 1
guess the mlddle. of 1964 when Andy Phillips went to- Europe
and sent me a couple  of issues of the London Times Literary
Supplement. It was at that+foint, but.prior to o

“ITterally L was only famillar-with Apollinaire and the
Dada%bts, and I began to take my own approach to it, to use
my- lmagination. And en George,Bowering first publishéd
an lssue of Imggo h ked me to contribute some poems, I
did, but he €Idn"t think they were concrete at-all./ Any-
way he did send me Cavan Mc Carthy*s. addreaa.&nﬂll ‘wrote .
-to Cavan, and.he sent tons of addresses of poets 'in Europe
and other parag oﬂ the. world. And that was my access, :
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:Q:  Initlally then,uydp began to get ipto cdngrete on your L
N own, and later you became aware of oth¢rs who were doing
o . the same thing? ° o ' : C

v,

4 " _A: Yes, initially I started to do it by myself, and mostly -
% ’ ‘1t was Blsseyt, his influence too. Just seeing him busting

i out, and I sald to myself I cah bust out too. And Michael

[ B - Mc Clure, his work opened up new possibilities for me. 8o
there were influences, but 1I.d1d not set out to copy some-
one else's ‘poems. ’ - .t

© Q: What aspect of Apollinaire's work and the Dadfists' in-
' fluenced you the most?. - . ‘
A; I remember what impressed me most ‘at the time was Kurt .
Schwitters' "W" poem. He had silmply taken the letter "w"
and made a poem from -it. The poem was the letter "w", and
that blew my head really. It was a minimal statement. You
don't gef much more minimal., - And when I- thought about 1it, |
"I realized that there was tremendous power in that simple
letter,/and that was very exciting. -So that sort of opened
up the' 1dea. At that time I couldn't think further than
¢ the excitement of that poem. 8o when I think of the Dadalsts ~
. I think Bbout Schwitters, and specifically about the. sound
poems of Hugo Ball, and about the typography that some of
the Russians were exploring. At that time I called 1t all
Dadaism, so that's why I st1ll refer to 1t as Dadaism, .
- - And with Apollinalre, it was two things. I did some
Do translations of his poems, thére was the experience of the ,
i o translation itself, and in the process of translating his o
; poems—I—discovered his Calligrams, his visual use of the
. page;, which led me to Mallarmé anid what—Mellarmé-was.doing, __
‘ At that time I 'was in Vancouver and sitting in on a bunch
; of workshops that some people from.Tish were conducting,
- heavy discugsions about the relationship of form and content.
» At that time this was very new to me, I used to slt there
and shudder at the implications of what was dlscussed.
Anyway, this opened up another dimension for me, And when
Bissett-once again came out with the Blewolntment 1issues, I '
got & sense of inspiration, the kind of .inspiration that
comes from'a person that 1s also interested in the same thing,
_ the .inspiration of somebody communicating exactly.what you
. are interested in and are dolng. .. :

. Al » N * L, ‘ v
2 - __Q: Are yoﬂ*saying then that concrete 1n Canada started on
. the West Coast?

A: In a way it started with Earle Birney, Earle Birney was
~ interested fn specific notations, that is to say the rise and
) fall of the line on the pate which approxXimates the human .

voite, or which approximates the -action of something-failing.

' It's simple in a sense. That did not particularly infiuence -
me because.I wanted something different, but it was there as

A4 5




,\That's what 1s referred.to as "borderblur"

an idea. Other than that, it began with Bissett an'd"Lance
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L

Farrell. I-was out there doing those things, but I .didn't -
know ‘anyone doing the same thing at the time. I didn't
know Bissett at all at the time. //

Q: Were you responsible for bring ing- concrete to -the Easte

A: Yes, I guess so. I don't really Rnow in '64-'65, What
happened was David Aylward and I started Ganglia‘'about thie

time. And my Specific thinking was to get some © e West

.Coast people lilke Blssgett and others in the Eastern scene,

The first issues of (Ganglia weré not pure concrete, as I :
‘later began to undersfana The term. ) ‘ ’ v

Q: Which brlngs me to the question or how do you define the c

]

A: Well, <it's really a tough thlng to answer It would.be
simpler to say that I define it in Dom Silvester Houédard's i
. term, "borderblur", That poetry which arises from the inter-
‘face, from.the point between things, the point in which
poetry and painting and prose are all coming together.

-

TN
_The term concrete, see,lf you get Lnt omringer's T

Ui Y
-
%,
A-‘ - 9
9 - . then
,
term°
¥ '
g
. -4 —
DR
$
N , .

"I thought about it using the fact that the page is a visual,
field.to do visual things. | : , .

;as part of the TRG.
would ‘calyl conerete poetry, poetry, and why it is a valld

very pure sense of the poem which he calis‘constellstions”

he has very specific definitions of what the -concrete poem - |
should be. 50 in a sense I can't really call all I produce
concrete, at least not in the terms that the guys who started

the movement call it. That's why in'a way, other than using

the term humourously, as I did in the title of An Evening .
of Congrete (The Cosmic Chef] » the Oberon Cement WorKs, and

all that thing, L never thought about my poetry as concrete,

-

A

Q-,I Would you @gnsiaef your vigual poetry, poetry?

A: Well, yes,. T wouid, in a way. Some of 1t I would and

some of it I wouldn't. .Steve Mc Caffery and 1 did an essay
Toronto, Research .Group] thing, on why you

term.. It's because the left hand and right hand terminal ¢
points, 1like in poetzy, the left hand margin apd the right '
hand margih have a funcflon based elther on the breath

prosody omjietrical prosody or whatever, but it thas a func-
‘tion., It ¥s important where the poem breaks off and where
:picksup again. It's very important in poetry. It's not

in prose., In prose it's simply because you.can't have a
* book that runs out. In prose,. the line. 18 a horizon upon

which words stick out.
.In concrete or. visual oetry, in the constellatlons

or whatever, the left hand and'Wright hand termlnal points
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once again are functional. They are there for a reason
therefore, I call it poetry. As you know, one-of the
hoariest questions has always been the dfTTérence between
poetry and prose. o i -

Q: ‘Would you say then that the baslc difference betweén'
poetry and prose 1s the function of the terminal points?

' . &» R .

A: Yes, the essentlal difference. Then there are things
llke rhythm, intenslty of image and so on, And then you
get rinto the long poem. Now the long poem 132very close
to ‘prose and-véry close td story. One tends to think of
poetry as imaglstic and prose as story, but I think those
terms are arbitrary.

'Q: How would you define the term\yconcrete“o ,/.

. A: The same way,’ the importance of the left and\right hand

. margins, -the terminal points., From the sound point of wiew ,
you see, then that|goes into what my values are ‘in wrlting.
My values in writl tend to be governed by .sound and .the
music I hear in the spoken word. In the Martyrology for
.example, the page becomes a printed score; and the right and
left hand margins as 1t were are important as. notatlons for

' breath paudes for emphasis, and so on, and so on. S0 yes)
~T“i—“f&—h-~_TTW3EIU"Btf}}‘ : sound- poetry as poetry. A _ .

Q: 1Is tgfpe a particular natlional characteristlc that‘
typical what is being produced in Canaddan concrete? -

. A: Well, I used to thlnk there was. I don't know if I st111
) do. But, the most.underlying basis of '‘most Canadian con-

.crete seems to be sound. There 1s of course the visual and

SR rhythmlc kind of poetry _too, but Canadian stuff tends to be,

: . I think, it was Steéven Scobie who used the term, “dirty-
clean". The visual stuff I mean, say. in melation to Mayer's
work which 1s super clean.’ Whereas if you take sumebody like
‘Bissett, or someone .,like D, A. Leyy who use the mimeo 1look,
this 18 what Scoble was referring to as the"dirty-clean" 1ook
in Canadian concrete. He called me "clean-dirty -super clean",
But that'!s the underlying characteristic of visual concrete

here..
- .

o . Q In one of your GrOnk mallout sheets you wrote that it

i S ., functioned as a "frée Information service to get stuff into
£ L print from the language revolution in this country back into

s /I . the general stream.” What did you megn by the"language _

1 o revolution“? _ . .

- : A' Well, I simply meant to provlde as many entrances and
exits as possible, to alter consclousness, To ‘recondidér the .
s ) value of words, to, reconsider the language, the value of '
) translation, a total reconsideratlon of the 1anguage. ‘

R i .
e
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Q: In the same mallout shéet you also mentioned that you

Uu, John Riddell and others to. people outside of North
America begause they simply had 'not sold here despite appear-
ances on various book racks, How do you account for the lack
of interest in this kind of medium in Canada?
A: I really don't know what 1t.is. I haven't reached
any conclusions yet. All 1t seems to me 1s that there are
a lot of questlons that people don't seem to ask. There
doesn't seem to be a blg audience in Canada in the sense of
considering some of the basic issues that are being railsed
about language, .about prose and poetry. Even. among writers
the Interest seemigfo be negligible.
t
n

. I-know th4t when S&eve and I worked on the TRG, we

sat down to try a tackle“the 1ssue of what is narrative?

It's a term for which ‘there 13 no useful working definition,

iﬁ's a vague term which gets used and used é{t's confused with
e idea of plot, It's not plot, but peoplet just.don't seem:

. 0 be- Interested in asking themselves these questions.. I -
think it's because once you start to ask yourself these

questions, you have to ask yourself why you write?
There 1s also & kind of freak element in some of the ®
things thaﬁ\gissett or I do. I remember when I first began : :

to do sound 'poetry, I did it because I had something_ng__l&______;__i

say. But, I remember the first time people were shocked.
It was total shock. .The audience was not prepared for . i
someone to tforsake the traditional role of the poet-reader,

. Someone- who stands and reads or does monologues. 'They were

not prepared for that. Now that attitude is changed. Now
for instance, people are not as shocked, -They are more
open to that kind of .experience.

Qr To those who are not familiar with its basic principlés,
concrete is somewhat enigmatlic. Are you at all interested in
making your poetry- more lntelllgible to your audience?

A: Well, sometimes it's Just a result: a bad piece or

writing on my part. I think it's a kind of thing which

raises questions by 1its nature. I think sometimes that's .

part of the problem. In a way, what I am into is research,

I know that, I am into research writings. I am not, say, in

the Martyrology, this 1s a completed piece. Actually, every- .
thing that I publish I see as complete, but it's research.

Whereas in the Martyrology. for example, I have taken every-

thing that I've learned, l've incorporated it and now it's A
coming out:. -So there 1s an element of research in most of Co- i
what I do. 'So in a way I have no anticipation of what an . .

Jbaudience reaction would be. .

Q- Are’ yoéu interested in making your, audience unders%and

what it is you are tryl to do, or does it not matter to
you that much? -
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- ] : .. At Well, I g,uld be a liar if I sald that I was not interes- .

K ted in commufiicating with my audience, that I didn't have
4 the desire to please. But, if I was mainly interested in
i pleasing and making a name for myself as a popular author, I
‘i certainly chose the wrong kind of work to get into. On the
] - . other hand, I have had two feelings. One 1s I always like
5 : to be two Jjumps. ahead of what I write, so that by the time

: I publish it it is a phase that is béhind me. And I think
% "If you are growing as @ writer you are always.,ahead of the
e last piece of work that you did. There is an-element of
s | . . wanting to please, but in the end yq& can't let it govern
: your life.

Q: There 'is. very 1itt1e theoretical or critical work beling
4 written on concrete in Canada, and for someone who is

P - interested in knowln about 1t, tfere is 1ittle material
oy - available.

N o Az That's-why Stéve and I are into the TRG. See, I don't:
i think there 18 anything to ¢xplain, because there is a way
: in which visual and sound poetry is completely reactlonary.
There is a way in which it 1is not evolutionary, and that
. 1s, ¥4 1s a return to such basic principles shat people
I . often are looking for things that are not there.
- : I have done some theoretical writing in which I out-

1ined what I understood—to—bebasic principles behind visuasl
and sgund poetry, but there is a point at which the thing
itself says 1t better than any explanation ever could., X
think it Just makes people more secure,-in a way; not that’

e 1t makes them uhderstand it better. Where I thought I had
& . something of general value to say I tried to say it, I
iR ' don! t believe in theory for 1lts own sake.

i In’ the work that Steve and I are doing, we are‘doing
e ’ research.. We are researching wnlting, trylng to get at the °
basic understanding of some of the labeils, - Inﬁfact there is
80 much welrd categorization that most people are confused
about the different kinds of writing anyway. I guess at the
.. back of the question you are asking i1f I am interested in
communicating. The answer is yés., It's a ‘question’ which I've’
, often heard before. But the.whole thing is that people come
to concrete with so many expectations, . In a way, what I-am
.- saying 1is, look, abandon. those expectations, play.a while, .
’ and see what emerges from-that. Baslically it's a game which
' - you have to play. .You can't read down l1line by line and .come
to a satisfying concl'sion.

Q: If what you are saying is,- this kind of poetry is a game, .
how do you fegl about those who inaist on the seriousness S

of poetry? . , : < .




A: Many people don't reallze that play is serious. -It's

a serious thing. It's enjoyable and it'S a derious thing. .
If you watch children play, they are.very serious, 4t's
thelr work Games demand work and involvement.

Q: How much of an influence was Gertrude Stein on your work?

- A: Well, as you can see here, my shelves are filled with
her books. He theory, her wiitings, her involvement with
‘language. Yes, she has been a. tremendous Ainfluence in many
ways. .

v . - ' " ‘ \ N /
Q: Do you see any simllarities between visual poetry and
" Chinese 'ideograms or other kinds of picture'wpiting? >

A: Oh, yes, There are many similarities., When I started:
writing I was very attracted to Kenneth Patchen. There

was Kenneth Patchen and there was Chinese poetry. I was
really excited by the haiku and the Chinese characters.

They opened up another dimension for me. I 1like the purity
gnd tight. quallty of the use of words, their relation to the
real world was fantastic. .

Q; What 1s the significance of concrete or visual poetry-as
you see 1t? :

A: By‘getting into the visual or concrete poem you are forced
" to-play with it., To discover new meanings for words, to re-
evaluate the use of language in general. - The only way %o
get into b 1s to play, to examlne.the structure, to evolve
new. méanings and new relationshlps., 'When you are writing
ideational poetry, the emphasis 1a on thoughts and symbols
not on language. For me the importance of sound poetry 1s
- that it takes poetry back as a spoken. ar:t:,J as 1t was meant
to be. It brings poetry back to its aural tradition. In
visual poetry, 1t is more or less an assertion of different
values which say that since the advarmtgge is not of reading
but of print,  the whole" iconigity of language comes out, the
meditational aspect. ' I can gake this page, I can medltate on
it, it's not a quick thing, {t's not an instant high. It's
value lies baslcally in expldration.

4

,Q:' Are you‘not in fact advocating values contrary ﬁo those
promoted by our pre-rab, buy-now-pay-later culture?

A: Yes, in fact that's what I meant by the terﬁ*reaction-
ary" .‘/yz then, this is happening in a lot of the arts -
today.” You-encountér pure colour, pure shape, pure event.
It's.a return to the old values in art. i , o
Q: Do you foreBee a major change 1n this directionqas far

.88 visual poetry is concerned? .




A: I don't think so, But I tﬁink that thé work that some
of us areée doing will certainly change-or alter some of

the writing that is coming out in Canada.. There is a lot
of .exciting things happening in:poetry here: There are
people like Phyllis Webb, Frank Davey. This 1s a very ex-
citing time to be writing in Canada I don't think thera
will be a big wave of concrete in the future, but I think
that we will certainly help to alter a few perceptual |

. ‘systems. - ‘ .

/
‘
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