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" As a poet, bp N1cpo1 is concerned with the need tb .devise poet1c

?tructures capab]e of evoking those peréept1ons qf our phys1cahexper1ence
gﬂ"
of rea11ty wh1chtrad1t1ona]poet1c structures are 1ncapab1e of evoking,

A

For 1deo1ogy, .or worldrorder, ‘Qs 1mp11c1t in every poet1c structure, or

»
» ~ «

word order.’ - - - v

%
To avoid chaos and 1ns1gn1f1cance, these new structures must be

systemat1\\ The ' 1nput and\feedback'N1chol rece1ved from the Concrete‘

movement allowed him to systematically develop new rules for'a new game a

game in which:lan qage part1c1es become pa]pab]e objects and the reader

-

becones an active paFE1p1pant 1n the organfaat1on'of the text.

-

\

Concrete poetry, however, attempts to %eparate itself from tradi-

tion. The Mantyrolqu,’the work at the centre of ‘this thesiswattempts

/ N .
instead to contain tradition. I have corisidered thjs poem from a struc-

“turalist perspective since structuralism attelﬁ ‘to discover the ideology

implied by structure and is thérefore not t?e td any one ideology as-is

Concrete poetics. ‘i S Ll

. I conclude by §how1ng how the poetic structures of The Martyrology

-

are concerned with thé problems of ontology. S1nce th1s concern was also

the concern of Gertrude Stein, 1 acknow]edge the ongo1ng influence of

-

Stein on Nichol. . . o

] al
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_Hansjorg Mayer- (CPIA, p. 65)

. Figures \

bp Nichol, 'Lament' (A.17, p. 57)
Fé’r@ina'n'd kriwet, 'Visual Text XIV" (cpwv,‘p. 12f),
bp Nichol, from 'AlephUnit' (A.17, p. 43) -
bp Nichol, from 'Aleph Unit' (-A.]Z, p. 42)

. R / .
Hansjorg Mayer (CPIA, p. 66) i //
Hansjorg Mayer (CPIA, p. 67) //
Hansjorg Mayer (CPIA, p. 68) . /

hp Nichol, from 'ABC The Aleph- Beth Book' (A.5)
bp Nichol, from 'ABC The Aleph Beth Book' (A.5)

s )

Maby E'I]en Solt, 'Moonshot Sonnet'K(CPwv p. 2425-

bp Nichcﬂ from’ 'Trans Cpnt1nenta1'\ (A17, p. 58) .
bill b1ssett, WES' (C.1) '

} . -

bp Nichol, 'The End of the Affa1r (A 17, p 38)

Emmett wﬂhams from 'The Clouds (ACP) o o |
b'p Nichol, fm_)m 'Frar_nes (A.11)
bp Nichol, from 'Frames' (li Hﬂ")

Fig-

&
. Fig.

- Note .

Many of these figures appeair- in moré than one lTocation.
attempted-to cite the most accessjble source.
© one of two-ways.

—Eugene Gomrigmer (CPIA, p. 43)
* Eugene Gomringer (CPIA, p. 443‘ .

v

~

I have therefore
The sources are ipdicated in
A single letter followed by a number indicates a source

listed in the bibliography of bp Nichol following. A%longer series of lettens

‘indicates one of three anthologies: CPWV -- Concrete Poetry: A World View,
ed. M. E. Solt (Bloomington: Indiana University Press, 1968);

agazine

CPIA --
London

Concrete Pget;;x An Intemat1gna1 Anthology, - dc-\som (London:" )
Ttiops, 1967);. and ACP -- An Antho1T3 ncrete Poetry, ed.

E. Williams (New York: Sometthg Else Press,

)
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14 Decio Pignatari (CPWV, p.: 109) .

15.1  bp Nichol, from 'Dada Lama' (A.17, p. 52)

15.2 . 'bp Nichol, from 'Dada Lama' (A.17, p. 53)
bp"NichoL_ from 'Dada Lama' (A.17, p. 54)

15.4.  bp Nichol, fm}n 'Dada Lama' (A.17, p. 55)
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“was unhappy with

‘wﬁich struck a resonant chord in Nichol.

‘Like many .yo g West Coast poets of the early nineteen sixties,

bp Nichol, who Tived ih Vancouver from his birth in 1944 until 1963,

e structural limits imposed by traditional poetics.

He had three optighs. He could ignore the structural limitations

and work withig the framework of tradition. He could try to .rework

the conventions of tradition, to force the evolution of the existi;lq
systen, as did the very active group of students at the Universi ty of
British Co]umb1a who began the Tish movement which they based gz the Just
emerging B1ack Mountain concept of projective verse.] |
aéainst the old 6rder and look for a radically new poetics, as did b'ﬂ]

bissett and‘the grbup surrou'nding the Blewointment Press.  In the end it

' was this 'third possibility and the publications of the Blewointment Press

with their emphasis placed upon such areas of structural potential as

personal orthography, dislocated syntax and- the collage effect.on the page,

But he did not attach himself to

a West Coast group or movement. In 1963 he moved to Toronto to begin his

own explorations into language.

He four{d a job at the Ur\{iversity of Toronto Library and,as he

-

Tater noted,

when you spend day after day under the dusty stacks of the well-
meant words of millions of people, it changes your view of 1lit-
erature and what the point o{ it is . . . It made me unable to
read for a period of time. had a surfe1t of print. It was’

-

~]cf., Chapter 3, p. 54.

T - '

Or he cou'1d revolt: '

pa
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the feeder of much of my, reacfnon against a Yot of trad1-
tional books. I just felt, weH most of it had been done
in a way.

!

What was the point of it? Writing’ had become a game that had been played

" too many ltimes. The rules no longer reflected our everyday experience of
£

reah’ty'. Ten years later, in the co-authored TRG (Toronto Research Group‘)

reports, bp Nichol and Steve McCaffery were better able to articuiate,
this problem. First, they quote from Eugene Jolas: _‘
"

words in modern literature are still being set side by side
in the same banal and-journalistic fashion as in preceding
decades, and the inadequacy of worn out verbal patterns for
our more sensitized nervous systems seems to have struck a
small minority. /,‘

}

They then comment: ' .
Jolas highlights the crux of the modern response to the
Tanguage/reality reélationship. The relation is desyn-
chronized, the word order in no way reflects the.world
order.3 .

What Nichol intuitively responded to in the Blewointment Press pub]ic/étiorps

. R .
‘ . i .

was the willingness to subvert traditional language structures in order to

bring word order' c1oser to woyld order', His int{n'tive rejectior{ of the °

old '/word order', which reached ts peak in his 'inability 'to read for a

period-of time', gave energy anq focus to his subsequent-poetic explorations.

©

He had come t‘to/réaﬁ\h{that for/ 1iterature to be revitalized, traditional
{ "l
* structures woyld haveitg be raJicaHy subverted. The new poetics he was

N .
looking for would have to be, at least in the beginning, a subversive poetics.

rJ

In 1964, when he began publishing and distributing the Ganglia Press

‘ 2Caroline Ba&ard and Jack David, Avant-Postes/Out-Posts (Erin: Press
Porcepic, 1978), p. 18.

v 3bp Nichol and Steve McCaffery, "TRG Report 2: Narrative (part 5)
TRG Research Report 2: Narrative Paper‘ 2 -- The Search for Nonnarr'atwe
%rasa" Open Lette ser. 2, no, 9, (1974), p. 70.

y 4 , . ,
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handouts, Nichol uhder]ined'the scale on whicn the language revo1utjon4

was to take p]ace by announcing that, “the poem is dead. "5 The realization
wh1ch forced N1chol to make such a pronouncement is 1dent1ca1 to that which
forced the De St131 Group6 (an offshoot of the Dada Movement) to dozjare

in their second manifesto in 1920.that “the word is dead'; and whic

foroed Nierscne, in the 1880's, to dec]areithaﬁ 'God 1s gead'. %or the
purpose of both art and ré]igion, as Nietzsche tells us, is to orovide an
aesthetic experience of the world wh;%h makes .intelligible our physical
experience of the world’ -- Nichol's word order/world order. When aesthetic

!

structure cén no longer contain our’physical éxperience of the world then

it must be seen for what it is: dead. The task of the poet is therefore

/

, to clear away the dead structures and to discover.new structures capable

of conygying our experience of the world -- to make the poem 1ive again.

* K Kk
LAY

\ .
There have been two major changes in-our experience of 'the world

which- traditional poetic structures are incapable of evoking. First, since

the acceptance of Einstein's theory of relativity, it is no longer possihle

-

4Nichol's use of the term 'language revolution' is by no means unique.
It appears as early as the first three Ganglia Press handouts and by the
time of the TRG reports is commonplace. George Steiner, the critic, has
also used the term prominently. See especially his book Extraterritorial
(New York: Atheneum, 1971). Nichol suggests that this book by Steiner
should be read by one and all. See "TRG Report 2, Part 2 of the Search
for Nonnarrative Prose Which is the Second Part of the Report" Open Letter,
ser. 3, no. 2, (1975), p. 58.

5Nichol announced that. the poem was dead in the very first Ganglia
Press handout, gronk 1, no. 1. _ -

6For more information on, De Stijl, see Manuel Grossman's Dada; Paradox,

Mystification, and Ambiguity in European Literature (New York: ~Pegasus,
197T). There 1s a useful bibliography.

7see Nietszche's The Birth of Tragedy, trans. Walter Kaufmann (New
Yorké Vantage Books, 1967) especially the 1886 Preface and sections 5
and 24. : : : '




v

[ te ¢~ <. B ‘
to accept as irrefutable a Tlinear pattern of s_ignificanca The particles

of significance are relat{ve in time/space and must be conceptualized in

a field of possibie rgl'atidnsh.ips and not in a straight line progression.-

/
Second, it is no longer possible to 1ive with the unchallenged assumption

that 1anqguage particles are what they pretend to refer to. Words are symbols

and therefore subject to an infinitude of possible subjective response.
The word—as—symbdl has no fixed ideal or essence. What is signified by

language is understood within a range of possibility only because of the

_ ,power of convention. But the rules of convention can change because, as

has been discovered, communication can take place even when the rules are
-_—t 2
ignored. Language must -be seen as a game, a1bet{a serious one, with e N
' .
mutable rules. It can no longer be perceived as a natural resource of

N .

immutable particles.
bp Njcho] was not the first poet to dfscover the need for-a, lgnguaq:'
revolution. In fact; all innovative poets revolt against' traditional
structures in one way or another. But the revolution which Ni gho] b‘ecame
part of, the revolution which sought to account for the relativity and the

mutability of language, can be traced back at least as far as Mallarmé.

For in Un Coup de Des, published in 1897, Mallarmé declared that he was

using the spaces of the page as an .element of meam‘ng.' The syntactical
relationships were made relative within a field. The French and the
Cerman Dadaists shattered syntax even further and their intentional self-

destruction left behind the ashes out of which' the Concrete movement could
rise phoenix-like in the 1950's.S . ' ' \\ ‘
. : »

8Many other writers are, of course, connected to this scheme. 1 give
here only a skeletal line of heredity for the sake of conciseness. It was
perhaps inevitable that a symbolist such as Matlarmé should lTead to Dada
and then'to Concrete, for both Dada and Concrete ‘récognize "the symbolic
nature of language objects -- a realization onjly one step removed from the
dependence upon the referential symbols of lapguage. ‘

-~
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< In England and North Afierica, however, Mallarmé was lookéd upon - .

| with little more than 'the\curiosity due an aberration.9 Dada was, seen

as an extmeme reactjon to the violence and chaos of the First World War,

which had, thankfuﬂy: disappeared as quickly as it had appearedlm It

wasn't until the Noigandres Group of Brazil » which had started in 1952,
-made contact with Eugene Gomringer in 1955 (Gomr:inger had been formulating
his theory since 1953) and decided to name their‘coﬂaboration the ‘Concrete’ -

‘movement, that the-English speaking world began to Took on with interest.
» “ . - . . . !
What had been a European phenomenon became international, but very slowly.
o *

When Nichol'first arrived in Toronto it is unlikely that many people'

had heard. of the Concrete movement. When Nichol acknowledged 'in the first’

Ganglia handouts'! that his work was influenced by Dada, he did so because

s

: N
he had not yet heard of Concrete. He was an isolated figure whose work -
aroused, at best mild curiosity, at worst total scepticism. Then, in late

- 1964, his frjend Andy Phillips sent from England the two issues of the .

Times Literary Supplement? which featured Concrete poetry. Nichol, recog-

- nizing his natural allies, began’ immediately to establish Tinks with-

[

™~ . this international movement which were to prove invaluable to him. He .

, ”
. has said:

f

°

Iyn Coup de Des was Mallarmé's last work. His reputation rests upon
his earlier symboTist works and his translations of E.A. Poe., This work
begins to approach the language object as symbol (see note 7). It was
taought to be the eccentric envoi of a dying poet and to be essentially M
beyond full comprehension. See for example the third chapter of Malcolm
Bowie's Mallarmé and the Art of Being Difficult (New York: .Cambridge
University Press, _18/8).  The bibliography 1s useful. .

105ee Grossman's, book on Dada.

11See Ken Norris, "Interviéw with bp Nichol: Feb. 13, 1978" ‘Essays
in Canadian Writing, no. 12, (1978), pp. 248-249; and Bayard and David, ”~

pp. 17 & 24, . a
125ee the Times Literary Supplement for Aug. 6 and Aug. 20, 1964,
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" objects palpable in their own’Might.

artifact but it is not autonomous:.

From 1965- 1967 it was really,vital that 1 have the European- .-
South Amer{can connection because it was really the only place
from which I got feedback/input that propelled me on 13

He became a satellite of the Concrete movement. - His reputation was made

internationally before it‘was made in Canadai, In 1968 when Mary E1len .

Solt published Concrete Poetry: A World View; Nichol was the only Canadian

. represented. o, .

-

When perceptions of the world change then so must the modes of
~“\ 3 ‘ '
Concrete poetry - looks for structures which can accommodate

The basic assumption of Concrete js that the
~q . .

A1l of the particles which make Up'1aqguage -

these qtaﬁging perceptions.
structure is ehe content.
wordé,‘]etters, phonemes , morphemes'-- must be consciously deployed as
When the poet recognizes this, then
he is able to use 1anguage partzc]es with the freedom needed to create new
51gns and new re]at1onsh1ps within a four d1mensnona1 t1me/space field.

" The part1c1es of 1anguage therefore only gain meaning in terms of their .
functional re]at1onsh1ps . The referential message is undermined and the
structura] message is emphas1zed This'new orientation is away from linear
self-ref]ectfon and towards an egoless d1sp1ay of part1c1es w1th1n a field
of relative structura] possibility. The poem is therefore a text or an

It ig a cultural artifact epen to the
influence of any ther semfiotic pattern of qiference which can be. shown to

ex1st

4

“aTo admit that the structure of a text carries the burden of meaning

S

13Norris,‘pf 250. ir\
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is to admit that it relects the ideology which provides the context for the

perceived meaning. When Nichol attacks the 'language tr'ap']4

of trad1t1ona1
structures he is attacang the 1ncapac1ty of trad1t1ona1 structures to
escape the 1deo]og1ca1 context to which they belong. To pldce the raw

. material of ]anguage, the particles, into wholly new structures, such as
Concrete 3tructures, is.therefore to discover what Nichol calls ‘exits and

entrances']5 of \language; it is to discover hidden meanings beyond the

range of, because bexghd'the structure of, the old ideoLogies. ’For it is

not the 1anguagé’paetic]e in isolation which produces neqhing but rather
‘the ways in Wwhich the particTe is made to collide w%th other partic]es

The mean1ng lies in the gap between the part1c1es, not in the part1c1es
themse]ves When part1c1es co]11de (when they are placed in stquctura]
relationship) they are doing what Mcluhan calls interfa¢ing and &hat Nichol

i
s

calls bcvr‘.derb1uujring.]6 The particles are no 1on§er distrete but interfaced,
“or blurred te;ether. The Concrete poet, since he is no longer restrietea
py the conventions and codes of traditional poetic structures, is free to
search for those ways of bturriné particles todether which he feels are
Setter able to evoke his perceptions of reality.
Since Tahéuage is used as object and since structu(e'is content,
it fo]]qws that what, the reader will confront is a field of ohjects
with possib]e,relationships. Thé Concrete poem thereforeQECtivates
the reader. It demands that he establish whatever patterns of significance
he can. Eygene Gomringer, in his manifesto on Concrete, 'From Line‘tol
Con;te]ﬁation’,says that the pbem is a Q]ay area that the reader must
WTuBayard wnd Davié, p. 36. . / , . )

15 s . N ) .
o See Jack David's "Writing Writing: bp’'Nichol,'at+30" Essays 1n
Canadian Writing, no. 1, (1974)7 p. 27.

. 16N1cho1 borrowed the term''borderblur' from the Eng]1sh Concrete

poet Dom.- Sylvester Houédard i -




jo1‘n.\J7 Nicho] feels that, as a poet; ' T (; 7

the best‘you can’ hope for is “to present a text wh1ch demands of
the reader that they organize it-themselves. 18 :

'

The text bears the same relationship to‘both the author and the: reader;

» -
v ~ .

both must organl;e the particles.
U :
’ Concrgte poetry, then, attempts to provoke and not-to-inform; it

a
i

is anti-rhetorical. The relationships\Rf'the part{clgs aré'no longer 1iqgar
and continuous but relative, discontinuob&\and mutable. The poet {nteracts
with language, amd documents his research. The reader inferacts wjth th{s
documentétion aﬁd tries to sense the perceptions it is capable of evoking.
Thg critic's task is to show how a reading.of a Concrete poem can )
take place.. To do this he must identify the fields in which particles can
be placed and then show how the particles placed in these fields c&h be
related to each other. Mike Weaver, in his anéTysis of Conergte'poetry,19
sees three distinct fields of stfuctura] possibility: the.visua1, the
phonic, and the kinetic. Within these fields the activity can be either i
constructionist -- a structure of relationships adhered to according to its
own térms, i.e., close-ended -- or expressionist -- a structure of intuitive -
re]atioﬁships, i.e., Qben-ended. While this scheme appears to contain the
four dimensions of time/space, I would suggest one change that should clear
up. a possib]é’konfu:ion. The kinetic field is the field of time and is of
a different order than the visual or the phonic. For although both the
visual and the phon1c can stand as categories on their own, _the k1net1c can
exist only in conjupction with one or the other or both. I would suggest

that the kinetic become a second order classification and that the possibility

17See Eugene Gomringer's manifesto "From'Line to Constellation" in
Concrete Poetry: A World View, ed. Mary Ellen Solt:(Bloomington: Indiana
University Press, 1968), p. 6/. '

]SBayard and David, p. 27.
195ee Solt, op. cit., pp. 59-60.
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of infinity be ‘pldced in Pppoéition.tg the Uni£>*\The single time unit would
be called :stationafﬁ‘. ~The.statidnary poem w2u1dqbé\coﬁpa1ned within
; single time frame, or, in other words, on a single page; the kinetic poeﬁ\t
would be one which forces the reader to relate to more than one time frame,
or,fin;other words, to more than one page.

Thusi a Concrete poem-can be either wisual or phonic or both;' then:
this visual or phonfé~f1e1d,cén be either Stationéry or k%n&tic;- and fina]]y;

v

this visual or phonic po which s gither statioriary or kinetic can be either
L ] \ =

constructionist or expressionist. I will use these categories to discuss

the achievements of the Concrete poets.

~3
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‘Chapter 2

.

‘ "Sense out of nonsense"

B ’ 3 >

1
i

\"

_ A1though bp N1cho1 waL attracted to Concrete poet1cs and wrote

™
Concrete poems, it wou]d be a mistake to th1nk of him as pr1mar11y a Con-

crete poet. H1s f1rst commitment has always been to the exp]orat1on of the

aesthetic use of language -- a commitment-which can draw energy from, but

.which cannot be bound by, any one movement. Cohing into contact with the.

Concrete movement, like discovering the Blewointment Press pub]fcations,
was 4mportant to Nichol because it helped to release him from the oppression
of isolation. There were others who found it necessary to.radically subvert

the old order of things in Q(der to find a new poetics. From these others

-

E

he could get 'feedback' and ;}nput'.

Concrete theorists provided for a freedom of structural exploration

First, language had to be used; and second, poetic structures which could
be analyzed by'traditional'prosody could not be used. As Eugene Gpmringer

wrote:

Being an expert both in language and the rules of the game [the
poetry game] the poet invents new formulations.]l

N4

It was the poet's talk to reinvent the game, to discover new rules, a new

L
0

poetics. o ' T a
For Nichol, writing Concrete poetry providéd practice in invenfiﬁg

new rules. The reader who wishes to understand his later work, especially

]Eugene Gomringer,. "From Line to Constellation" in Concrete Poetry: .
A WOrld View, ed. Mary Ellen Solt (B]oom1nqton Ind1ana University press,
s P. . e :

e e s = - - g At € .

which was useful to Nichol. There were, in effect, only two restr1ct1ons.
. P

L

e 1 -.:.. — l;J
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, exploit the relatiomships of gevéra] categories.

-

T

. of an infinite number of similar possibilities.

s
7 . . - 11
/\ L

The Martyrology, must first understand how these new rules were invented.

He must learn how.to play the game called 'Concrete bqetry’; he must learn

~

how to make sense out of what at first appears to be nonsense. ~

Using Mike Weaver's scheme and, the modifications [ have suagdsted,

there are three levels of c]assifica{?;n -- visua]/bhonic, stationary/kinetic,

and expressionist/constructionist -- whichﬁyie]d twelve distinct categories.

K]thougﬁ these categories- are'distinct and although poems exist which can

be adequately described by a single caéegshj, it does not follow that a

e

single poem must be attributed to a single cateqory. Many Concre'te poems

\
+

! s

The levels of classification are all based on an either/or pro- .

position. For the sake of clarity, only the first two terms, visual/
phonic, have been allowed to stand in conjynction as part of a category

title. This is for obvious reasons. A word is at once visual and phonic;
. B q »

we see it and we hear it. In this light their separation is a significant®
contrast to their conjunction-in that it shows the capacity ef Concrete

pogtics to accommodate poems which attempt to be ejther wholly visual or

/

wholly phonic. ’ {

S

These categories should allow us to describe the poetic structure
\ ) : . .
of any Concrete poem.

Visual - Stationary - Expressionist

In this category we find poems which we dp not vocalize. These poems
force us to see elements of communication in visual patterns only. They
S . . )
are single-framed and appear either incomplete i themse]vgs or as only one
In bp Nichol's 'Lament' (fig. 1) we haye a grey area of garbled

letter fragmerits enclosed in a clearly drawn rectangular frame. There is =+

e

k]

|
|
|
|
g

~
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both an over]app1ng of 1etters, and 1et§3rs which are od]j partdal)y clear. 'i
*" The effect is that of passing fwo f11ms tg;ough a micro:film reader at tZe
~ samestime, one at ‘fast forward. and one at rewind. What the reader exneriepceS‘
'es a poem ié a single frozen %nstan% of this d\thanica1 absurdity. MNWe are
told thatJth1s poem 1s 'for.d.a. ]evy who‘took h1s own 1ife*. Inlthe initial
shock of grief it is h1gh1y 11ke1y that the need to express this gr1ef
comb1ned with the1nart1cu]ateness of shock, wou]d combine in uustmsuch a- . .
frustration of greyness It is a visualarticulation of'somethdnd which can-

1,
not yet be art1Eu1ated in words and sentences. ¢

1

= Ferdinand Kriwet, a Gérman Concrete poet, has ach1eved a s1m11ar
effect in his ”Visua4 Text XIV'”(fig 2). The only words I can make out"
if this poem are the words "I Manda]a” in the centre. (But since these :
letters are arranged in a c1rc1e we cou]d conceivably start the 1etter
sequence at any letter. The words are therefore mutable rather than fixed; : %
we can visualize this mutability but we\do not vdca]ize it.) Once again
we have a random ga}hering of fragmented and overlapping letters, this time
framed by a circle -- the shape of the mandala -- rather than a‘rectangle%
©as in Nichol's 'Lament'. But even though 'mandalg' means circle and this
is‘a circle, we still have no sense of unity. The overlapping {ndicates
'thaf this is only A two-dimensional representatian'g; a larger_ four-dimen-
sional structure. It is only a sing?e slice. The apparent nandomnesé of
the ietter fragments could be reproduced in infinite variety without loss
of ®ffect. The mandala.is a force which gives structure to chaos. We have,
in this poem, a sense* of circled chaods, but we would need more than' this to
receive\a sense of structural unity. This is only an asnect of the mahdala,
an intuitive.'plugging in' to a lerger spruepure. But there is no way that
we can discover the uniqueness of this particular mandala. It can be no more ¢

than superficially different from any of an infinite‘numper of similar
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"Ferdinand Kriwet, 'Visual Text XIV'.

Figure 2.




structures.

]
” s

Visual -Kinetic - Expressionist ‘ : '

u

.

A poem in this category will be visua]yand not phonic; it wi]]{

use more than one frame; and it will be open-ended. "Two frames taken'ffom

* - bp Nichol'é 'Alepk Unit' (fig. 3.1,‘3.2) are represgntative. In this poem
en \ ,

the letter 'A'vis used as the frame, or outline, for various drawings. ! The

two examples f\ﬁayeﬁreproduced here show us that each frame can be seen in
relation to the other frames -in the manner of a 'variatiop on a theme' but = . -~
that the number of possib]é variations is potentialty infinite. When we

look at these frames we are 'plugging ih' to a series of moods or cbntemp1a-

.
N\,
- .

tions evok&d by the letter'A'.

The fir%t three frames of Hansjorg Mayer's poem produce the same

effect (fig. 4.%, 4.2, 4.3). Mayer has put the letters of the a]pﬁfbet into-

- a random p]acemeht generator and switched it on. To participate in the poem

the reader must play with the relationships between the letters. Frames

one through three increase the number of letters, or particles, randomly ‘
placed, until the frame is full. But frame three (fig. 4.3) cannot be taken
as a ﬁnique/structure. Once again it is a structure of apparent chaos forced
Iinto a frame of arbitrary sﬁape and size. This poem could be reproduced

‘on all but the superficial level in infinite variety. If ihe p1aceme;t of
the letters is unique to a certain sfructure, that structure has not been
fnade explicit. Speculation is possible, but unlikely to produce any defini-

tive answer. -

- , - ’ ‘

~

Visual - Kinetié - Constructionist
When we add the fourth frame of'Mayer's poem (fig. 4.4) the poem - 4

becomes constructionist. We now have a unified visual structure -- but
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'Figure 3.1. bp Nichol, from 'Aleph Unit'. .
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Hansjorg Mayer.

Figure 4.1,
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Hansjorg Mayer;

Figure 4.3.
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Figure 4.4 Hansjbrg Mayer.
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unified only because we have the first three frames to point this out to us. .

In frame four we learn‘that if the fictional random placement generator is

-

allowed to run on-long enougﬁ, then eventually every position will be occupied

by every letter of the alphabet. The structural statement is, in effect, A

that the particular is the general and the general is the particular; one

@

is in all.and all ds in one.

. .
The same statement is made in bp Nichol's ABC The Aleph Beth Book.

£

I bave repraduced hére'twd letters from this book, 'K' and '0' (fig. 5.1,
5.2). Ihg‘Pook consists of a symmetrical graphic representation/6?/é9ch

of the twenty-six letters of the alphabet. When all twenty-six letters are
taken together, the poé% is constructignist{ because a structural unity is
established: ‘theré i{ a unique symmefrical graphic representation of gach' :
letter, of each particle, of a closed system, the alphabet. However, the .
visual aspect of this categorization is applicable only if we ignore the
words which are placed outside.the frame of each letter. These words
represent the addition of structural elements from another category which

I will speak of later.

L3

Visual - Stationary - Constructionist

’

We find unityj{n a visualy stationary poem if we single out one of the

Tetters from ABC The Aleph Beth/ Book (fig. 5.1 or 5.2). Each of these graphic
. ) o

manipulations can be seep as/a'unique and closed structure. For they are sym-

metrical and not random. The letter 'K' could be graphically repreéented

. in an-infinite variety. of ways, but none would be able to replace the version

we are given. If we look back to figure 3.1, we are forced. to admit that

this too is a unique expréssion of the letter 'A'. The difference between

‘this 'A' and this TK' 1s fhat,‘because of the demands of symmetry, we can

neither add nor delete énything from the 'K' and “still ma{ntain the same

a
-

.
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. Figure 5.2. bp Nichol, from 'ABC The Aleph Beth Book'.
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the letter 'A' were to have four birds instead of three in the sky of the

" this poem we immediately see the need both to vocalize the language particles

/ 25 /
effect. Symmetry is a closed structural statément. If, on the other hand,

upper half of the letter, it would make 1ittle difference to the expression
of 'A-ness' evoked by the firawing. | ,
In Mary Ellen Solt's 'Moonsrf\ot So\nnet' (fig. 6) we find once again
a single frame, syWrica1, visual ‘structure. With the letters 'L' and
'T' Solt has created a unique and symmetrical structural unit which reminds

us of both the structure of tﬁe sonnet and the structure (i.e. the various

) N A i = e S

phases ) of a rocket.
There are two quatrains and a sestet. Each line has five feet of

two strokes each (one vertical, one horizontah for the stressed and un-

Stressed syllables) -with enough variation to allude to a sense of the jr-

regularitiqswpmossiblé in the iambic -pentameter line. We have no sense of

the relative placement of end-rhymes and so we can make ass'umptio,ns about

the relationship beteen the sonnet structure and the rocket structure
accordingly. We know that a éqnnet reads down and that a rocket is pro-

pelled upwards and so we lbok for visual movel;1ent in both directions. The = ./
result is a‘ coherent stationary unit which derives meaning both from the B

relationships of the particles and from the structural aHusisveness.

¢

3

Visual/Phonic - Statjonary - Expressionist

In this category we ‘find poems which use both visual and phonﬁic
effects in a single expressionistic frame. [ have chosen the first frame

of the serial poef 'Trans-Continental’ (fig.‘ 7) as an illustration. In ) !

and to visualize the r;e‘lationshfps between them. The letters are like snow: .
flakes in a field. When they are gathered up into a snowball (i.e. into
. N

a conventional structure) they become words. When the snowball (the word) |

. , /
, | . \

I~
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Figure 6.

Mary Ellen Solt, 'Moonshot Sonnet'.
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Figure 7. bp Nichol, from 'Tran$-Continental'.
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is thrown, the constituent particles qre once again randomly scattered.
This poem can only be called stationary if we Took at a single frame as a
discrete unit. When this f,rame is reéonnectgd to the rest of the poem, it
becomes part of a kineticv ;we1at1'onsh1'p.

In bill bissett's poem 'Yes' (fig. 8) wé have a similar expression .

of an achieved structore in the midst of random scatterjng. The sing]:/w rd

'ves' seems to have been born out of a confused jumble of numbers and fetters,

of 1anguager_p/a/rt1'c1es. Against such a background, the very existencg of
a»—sﬁfgfe;oca]ized word is a structurally affirmative act: the infinite
and inchoate mass of possibility beneath the surface can be used in a
posiﬂtive wéy, but only if we do not attempt !to den)/ or \to ignore the
éXistehée of such an inchoate mass.‘ We can discover significant structures
-- perhaps bécause they are innate, perhaps only because of the power 'of.'

convention -- but we cannot hope to impose an all-encompassing order,

t

“Visual/Phonic - Stationary - Constructionist

If the inchoate background is removed and we are given only the

ordered structure which has been extracted from it then we have a construc-

tionist stationary poem rather than an expresionist one . In both bp Nichol's

'"The End of the Affair' (fig. 9) and Emmett William's nocem from 'The Clouds’
(fig. 19)'we have symmetrical constructs. Words and Tetters are presented
and then go through a series of visual and phonic transformations until

they either e;m've back where they began or have given birth to new forms.
In NicHoT"é poem the word 'organ' contributes its letters tc; the emergence
of the word 'going'. These two words are thereby forced into a relationship
that implies a hidden narrative base. Tl\t‘g letter 'g' which 1s extracted
from 'organ' forms three diamond shapes wﬁjch,- in combination, form a single

. o .
diamond. The word 'organ' fills the two left diamonds; the third is almost
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Figure 9. bp N%cho], "AThe End of the Affair;.
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Figure 10. Emmett Williams, from 'The Clouds'. /
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empty; and the word 'going' grows outsidg of the diamond which is the
furthest on the right. These sfrucpura] relationships indicate that 'going'
means leaving the diamona eshahped structure or in other words, the oriqiné]
relationship. There is a fourth diamond shaped structure at the bottom
left. But this diamond is outlined by '8's’' rather than by 'g's' indicatﬁn;;
that a right angle step has been taken towards a new relationship which,
since this fourth diamond is both empty and smaller than the others, has
not yet.come to much. The carryover of shapes, the '8' and the'g' and the
diamond shape, indicates that the nature of .the old relationship is influenc-
ing the nature of the new re]ationshiK' /”“*' .
Emmett William's poem (fig. 10) sets up the word ‘sound' against
the word 'sense'. The letters are then transferred from each word to the
other until each wordﬁbecomes the other. The ‘>imp11'cat1'on is that there is
'sense' in ‘'sound' and so we go-back to vocalize ‘and‘to contemplate the
various intemediate letter groupings. ;

o

-

Visual/Phonic - Kinetic - Expressionist

-In frame 8 of bp Nichol's poem 'Frames'*’(fiq. 11.1) we are told:
'this frame is empty'. There is a free-hand drawn Tine framing a random
area which encloses this phrase and which contradicts the statément. Frames
9 and 12 (fig. 11.2), which are in fact one frame since they exist together
on the same page, are overlapped at one corner. In this overlapped space
(presumably it constitutes the missing frames, 10 and 11) is the phra‘se:

'this is that spdce between'. There are, of course, many other frames in

P °

this poem. Each frame gives us-a different and apparently random idea of
the structure of the frame (in that each frame constitbtes yet another ekamp1g

of an infinite number of similar possibilities). Frames are inside other

frames, next to frames of different sizes and in varying spatial relation-
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sths. The overall impression gained from the relationships of these
various structures is that the frame is a toté]]y arbitrary limiting device
which often contradicts itself, and that we only accept its intention to order
pé;tic]es of communication because we recognize that the'arbitrary structure
is self-conscious and ihe result of the 1mpuise to structure. Similarly, "
we can always create a new and larger frame (or system of structural 6rder)
around a collection of ex1sting frames, or find new and smaller frames
within an existing frame. ‘
In Eugene @Gomringer's poem about Snow (fig. 12.1, 12.é, 12.3)

there is.a similar meaning to be found in the structure. We can see in the

structure of this ‘poem bpth the possibility for infinite ingress and infinite -

v

egress. This poem could exist simply as the incomplete copula ‘snow is',
or it could be extgnded indefinitely, giving to snow (metaphorically) every
attribute imaginable. Gomringer, by stopping his Tist half way down the
third page makes the structural statement-that th1s is the po1nt at wh1ch

he wishes to estab11sh his arb1trary limit.

2

°

Visual/Phonic - Kinetic - Constructionist

! N
When we Tooked at figures 5.1 and 5.2 (see Visual - Kinetic -

Constructionist).we saw that each frame had a few words around the outside

whigh appeared to be taken from a coherent source. This source is the first

R@de of ABC The Aleph Beth Book (fig. 13). This statement by {tse1f is stajf

tionary; it is unique. But when it is divided into short phrases and placed,

\efound the other frémes aof the book, it becomes kinetic. There is an ove}-

15Rping and fragmenting of\what had onceAbeen a single Frame structure.
\
The nsv relationships produced by th1s fraqment1nq allow for additional

mean1ngs to bacome apparent.

a
Ed M v

"Decio Pigna;ari's poem (fig. 14 -- he is a member of the Noigandres
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Figure 12.1. Eugene“ Gomringer.

~Y

snow is english
snow is international
: snow is secret
’ . snow is small
snow is literary .
snow is translatable
snow is everywhere
snow is ridiculous
snow is difficult .=
snow is modern .
snow is hindering . x
snow is senseless -
snow is musical
snow is gorgeous
snow is sedimentary .
.snow is meaningless
snow is elemental
snow is phantastic o -
snow is curved
snow is inauthorized
snow is disgusting _
snow is ignorant
snow is irresistible
~ snowisrare’
* snowisexhausting
. "~ snowiscivil -~
. ' snow is smooth ‘
.show is amusing
snow is epidemic
snow is hereditary
' - snow isrisky
snow is analysable ‘
° snow is satisfactory .

snow is catholic . : ’ .

snow is tasteless
snQw is'elegant
. snow is absolute
\ snow is experimental
* snow is neurotic. .
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Figure 12.2. Eugene Gomringer,

snow is instructive”
snow is selfish
snow is unique
snow is prepared
snow is expensive
snow is alphabetical
snow isunsocial -
snow is sexless
snow is political
snow is provisional
snow is predominant
snow is reasonable
snow is violet
snow is distracting
snow is looking
snow is utopian
snow is evangelic
snow is inevitable
snow is cheap
snow is comprehensible
. snow is delicious.
snow is relative
show is norwegian
snow is military -
snow is comfortable
snow is light
snowissalutary
. snow is harmful
- snow is cold
snow is offensive
_ snow is brute
. snow is scientific
p snow is irregular
snow is indefensible
snow is independsnt
snow is annoying
“snow is sad
. snow is enormous
- snow is pale

-
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Figure 12.3.

Eugene Gomringer.

¢

snow is bare-footed
snow is corrupt
snow is cordial
snow is converse
snow iglibidinous
snow is permitted
snow is sublime -
snow is tawdry
snow is imaginable
snow is abstinent
snowisexact
snow is etymological
snow is fragmentary
snow is honourable
snow is immortal
snow is ancient
snow is illystrative
snow is aristotelian
snow is outside
snow is abstract -
snow is divine
g snow is white
snow is contradictory

.
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Figﬁre 13. bp Nichol, from 'ABC The Aleph Beth Book'.
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hroup in Brazil) operates in the same manner. " This poem was origina]Tx
printed on six consecutive pages. (The version I have copiéd here is from
an ipthobogy which pTaced_it all on one page due to space limjtations.)

Each of the firsf four figures, when cgaﬁined, can produce either figure 5
or figure 6. The straight line, as’the visual orthographic element of
language, is shown to be, according to placement, capable of producing

both the number '8' and the word 'LIFE'. Each of these structures is
uniqug? yet each is formed using the same straight line elements. These
structures therefore result from the arbitrary p]acemeﬁé of the same elements,
or bantic]es. Because of ghjgbwe are forced to admit that there is an
inherent symmetry ip the’relationsﬁib between the structure of the number
'8' and tﬂe structure of the word 'LIFE'. In both of the above cases, what
appear to bg random pantié]es are shown to be elements of unique structures.

L3

Phonic - Kinetic - Expressionist

The purely phonic poem can only be ‘performed and heard. Once the
score (even if it is 6n1y directions -for improvisation) is written down,
it becomes visual as well. The examples I have chosen for the phonic cat-

e ——

egories are all, for the sake of convenience, in score form. I shall be

talking about them, ho&ever, as if they were being performed. '
Taken together, the first six frames of bp Nichol's 'Dada Lama'

(fig. 15.1 - 15.5;"frames 2 & 4 are printed: together as fig. 15.2; see

phonic - stationary - constructionist) are a random selection of 1ettér sounds ,

which, depending on the manner of performance, can. evoke any emotion. Since )

)'there are so few recognizable words to clutter the surface with misleadiné

messages or references, it is the actual expressive quality of the performance
which is all important. In those frames where there are words (fig. 15.3,

"leave'; fig. 15.4, '"tlic tloc'; fig. 15.5, 'freedum') we are given only

T e i e s M, 2 =
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Figure 15.1. bp Nichol, from 'Dada L‘an!a‘.
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_Figure 19.2. bp Nichol, from 'Dada Lama'.
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Figure 15.3,

bp Nichol, from 'Dada Lam&'.

oudoo doan doanna

tinna limn limn

Ia{leen

untloo lima | .
limna doo doo

dee du deeha
" deenadee du
deena deena
dee du deena

ah-oo0 runtroo
lintle leave lipf
-lat lina tanta
_tlalum cheena
ran trontratroo -

deena dee du , .
deena deena o -
' dee du deena. ' .
. deenadeedu - BEREE
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Figure 15.4. bp Nichol, from 'Dada Lama'.
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tlic

tloc

tlic tloc
tlic tloc

tlic tloc tlic

tloc tlic tloc

tlic tloc tlic tloc
tlic tloc tlic tloc

“tlic tloc tlic tloc tic

tloc tlic tloc tlic tloc

tlic tloc tlic tloc tlic tlbc .

tlic tloc tiic tioc tlic thoc

tlic tloc tlic tloc tlic
tloc tlic tloc tlic tloc

tlic tloc tlic toc
tlic tloc tlic tloc

tlic tloc tlic
tloc tlictloc™ -

tlic tioc

tlic tloc

tlic
tloc .
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Figure 15.5. bp Nichol, from 'Dada Lama': ‘
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one word per frame.  The word 'leave' appearssrandomly in a random background

and is a recognijzable structure only because of convention. The 'tlic tloc'

of figure 15.4 is not really a word but bears suck.strong rééeMﬂ"nce\to

"tick-tock', the sound of a clock (tlic tloc is like a clock under wéter) 2

’

that the power of convention forces the reader to accept it as a word. L

(The power of convention to make an obvious non-word acceptable as a possible-
word is neolbgical; }he meaning must be derived from the context and is
therefore a function of structure.) In fiqure 15.5 'freedum' would be im-
mediately recogn1zab1e in perforqfnce even though on the page it is much less
so. In each of these cases the letter groupings which we recodnize as words,
because of the conventions of our’]anguage code, are parodied. Depending

upon the manner of performance, 'freedom' can be a curse or a celebration

of joy;.. 'tlic tloc' can be a metronome gone wild or a subdued and comforting

“vhythm.

%

In.a_single performance, a single frame could be presented in con-

e

;rasfing versions; or the dTT?&(SSf frames could present contrasting

eyocatibns of emotion. On the othg; hand, all of the frames could®e per-

.+ formed to evoke the same emotion or sensation. ,

The strucfural meaning once again pits réndomness against arbitrary
order. The great mass of particles wh1ch const1tute the -material of
1anguage, the. obJects of 1anguage, can serve.to convey any sensation or
emotion.. The selection and attr1but1on are arb1trary we have come to
automattcally associate certain 1anquage objects with certain meanings onty
because of cénvention. To break language down into its consitituent phonic
particles and to evdké meaning Qith‘apparéntly random regroupings is to
poi@t out the arbitrary qua]ity of convention. )
. s The score for Henri Chopin’s 'Sol Atr' (fig. 16) indicates this

[ ' -
same structural meaning. The 1étteF’;Bunds which go into the making of the.

ﬁ"\

e



Figure 16.
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two Uw‘or'ds- 'So1 Air' are to be recorded in apparently random groupings ’on\/'
differier;t tracks and at different speéds, and then all played back at once.
In this way the words 'Sol Air' are made .to evoke a far greater range of
sensation and meaning than tonvention normally attributes to them. Once

~agath the variations on a theme are only arbitrary moments in what is a

potentially infinife field.

- by Y
Phbnic - Stationary - Expressionist

¢

If we were to isolate a single recorded performance of frame 6 of.
‘Dada Lama' (fig. 15.5) or of the 4.75 cm track of 'Sol Air' (fig. 16) then we

. would have a phoni_cﬂstationary poem. It would be unique in itself but, once
again since a sméH change would not make us feel tHat the structure had been
des_:croyed, there is no exp]i’a"t-sgnse of a unified structtjxre. '

‘&

Phonic - Stationary - Constructionist

2

If, however, we were to isolate a single recorded performance of
- frame 5 of 'Dada Lama' (fig. 15.4) we would have an explicit sense of a
unified structure. There is an obvious symetrica] relationship between
the barticles. |
In A]ain’Arias-Misspn's score (fig. 17) we also have a sense of
structural completeness. A series of vowel placements is followed from a
‘starting point to a logical conclusion. And even if the series-is not
complete in this frame it is obvious‘ that the serigs is a finite set.

' ’ -

Phonic - Kinetic - Constructionist

If bp Nichol had performed a series of sound poems based:on the

§

five vowels or on the twenty six letters of the alphabet and following the
v

same alternating pattern found in frames 2 and 4 of 'Dada Lama' (fig. 15.2)

+

3

AL N BN i O o o

L

R




-
"
]
¢
+
-
g(‘
4
.
a——— -

. “e e e . for e e A e mememme

50

- Figure 17. Alain Arias-Misson.
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4

then the kinetic,,o.r; multi-framed poem, whu]d have a sense of 'closure, of
comPleteness, and could be called cor}structi op/iAst. '
'4 Although all of the examp]es I have chosen have been those which

could be reproduced On a page, fchese' categqries are capable ‘ describing
Cc;ncrete poems which move beyond- the limits of the page. Carlo Belloli's wall
poems and paster poems are obviously stati pn'ary paems which |can be either visual
or visual/phonic and ei ther expressiopist\or constructionist) Poems in the
three spatial dimensipns; made out of steel or concrete or whatever, can

be described. Poéms which come as loose ledves in a box and are meant to

be %huff]ed,.or; which come as fold-outs, or which come Jwith instructions
‘wh'ich ask the reader to burn them when he is finished, are all obviously
kinetic. The only limiting factor is that the function is to maké an

»>

aesthetic language statement.
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‘( " Chapter 3 ‘ e -
"gaught beétween‘ the opposites" * ‘ |
. "
A poem can be Concrete only if it is consistent with the demands
+ of Co;icrete theory. An_y‘ poetic structure which can be described only by
recourse to a poetics other than Concrete must be eschewed. A revolution
demands a clean sweep. Qut with the old; 1in with the new. The categories
I have used to describe Concrete poetry appear so all-encompassing because
they have been extrapolated from a theory which declares that it is starting
from base zero, that it is separating itself from tradition. 'These cate-
gories are accountable on]y"to Concreate theory, It is not necessary that
they be capable of describing traditional poetry as well.

Although bp Nichol's The Martyrology -- his most accomplished

achievement and for that reason the one I have chosen to concentrate upon

+ == could not have been wrwtten without the influence of Concrete peetics,
it is not a Concrete poem. In this work, Nichol maﬂkes use of traditional
structures in a manner far more generous than Concrete pum‘st:s would accept;
so much so, that many of the stanzaic and rhythmic patterns can be described
by traditional prosody. However, the context in which he places these
tr:adlitiona1 structures always allows the reader to see them Ias anachronistic.
For no matter how frequently he draws from the past, the larger structur'a1

context is always informed by the perspective of Concrete poeﬁ'cs. As

.Gertrude Stein might say, he is bringing “the past into the présent..1

]See for example, Stein's How To Write (New- York Dover Publications,
1975) p.xiii. I discuss further Stein's influence on Nichol in chapter 6.

g
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In The Martyrology Nicholhas attempted to .show _that not on]y can parti-
cles within a singie concept‘of structure be rélative but also that different
concepts of structure can be placed in relative structural relationship. Where
concrete poetics demands a synchronic re]atiqnship of structures, The Martyr-
ology exploits the diachr:om'c relationshi:s c;f structure. Concrete poetls can
use only the techniques of Concrete poetics; Nichol can now claim the freedom to
use the techniques of any‘ other poetics‘-- as long as it is made apparent that
the techniques of these other poetics must be seen in contrast to a word order/
world order at Teast as comp]éx as that explored by Concrete poetics.

e It is evident that, since The Martyrology is not a Concrete poem,

the descriptive categories generated b Egncrete theory will be inadequate
as a cm"tica] methodo]c;gy. It is e{ﬁ/]y evidént that a critical methodology
which is incapable of accounting for Concrete poetry will be inadequate.
What is needed is a methodology whicﬁ can accommodate both the old and the ‘
new, which can contair; both the pre-r:evo]ution order of things'and the post-
revolution orde}‘ of things. The structuralist theory of literary criticism
is well suited to this project. For strgctyra]ism does not attempt to find

meaning in the substantives of lanquage; it attempts instead to describe

. Titerature in terms of the placement and function of language particles;

it accepts that meaning is relative, and dependent upon the reader as much

as on the writer-performer. Structuralism attempts to discover how a poem

‘means rather than what it means. And since structuralism is not committed

to a single ideology, as is Concrete poetics, it provides a useful method-
ology for describing as yet uncoded structures (and the inherent ideologies)
and not just the already code.d ones.

The categories developed for an understanding of Concrete poetry,
in other words, must now be'set aside. Tht;.y. provide the rules, or the context,

for only one game. Structuralism's claim is that it provides a context which

[

+
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can encompass the rules of any game. The classifications of strﬁctura]ism
absorb the categories of Cdné}ete in the same manner as they absorb ghe
categories of traditional prosody. For structuralists see all categories
as heuristic. They are onjy to be called upon when the ideology (i:e.,the
structural system or word order) to which they are affi]iaétd!requires clar-
ification in terms of its re1at1vé re]ationship to other structural systems.
In iso]at%on, the cateqgories of Concrete are useful for understandind
Concrete poetry. In a larger context they are revealed as idiosyncratic
and treated as such.

In the first chapter I suggested that Nicho1 had three options:
to embrace_ tradition, to force the evolution of tradit%on, or to revo]%
against tradition. Once again, the fqrmu]ation is heuristic. I have
givén labels to tHese'three possibilities only because they help to‘clér{fy
the background out of which Nichol gmerged. This, ]ike all heuristic for-
mulations, can be misleading. Where does one draw the line between 'forced
evolution' and 'revo]ﬁtion'? As with a11'theoretica{‘questions of deqree,
the response is unlikely to be useful. The perception of change as either
gradual or radical is dependent upon the context provided by the perceiver.

The Tish poets considered their approach radical. But viewed in the wider

. context which must account for Concrete poetics, it appears to be gradual.

The broader the context,'the easier it ié to reduce revolutionary leaps to
gradual steps. To attempt to define degreé, then, is unlikely to be pro-

ductive. It is more useful to describe the manner in which somethinq

differs from its background. In using the labels 'evolutionary' and 'revol-

utionary', I have not intended to judge the degree of change in any absolute-

sense but only to.indicate the re]ative‘degree of chanae.
Also; no matter how revolutionary a new poetics claims to be, it

can never totally disconnect itself from tradition. A revolution must have

r
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something (tradition) against which to revolt. 'It is tradition, therefore,

b

“which constitutes the background of any new form -- limiting what can be
. done by imp]icit1y~ind1catin§ what cannot be done. Evolution, of course,
opérates in the same manner: the difference being that the background is
.considerably more visible. JonaEHan Culler says that a text with no con-
ne;tion to tradition (if such a text is possible) is necessarily sterile,
just as a texg which is totally predictable is sterile; for the tension
of art comes from the gap between ﬁhe,inte1]igib1e and the problematic.'“e
| The problem, Culler goes on to say, is to show "how poetic structures
émerge'from the multiplicity of patenfial Tinguistic structure."2 If a .
poetics is not to be discarded as tota]]y random (i.e. sterile in that it
has no connect1on to tradition) then what emerges from th1s multiplicity of
potent1a1 structure must in some way bear a relationship to what has conm
before. .Structuralism, s1nce it acknowlgdges this Q\st potent1a1, is well
suited to dealing w1th avant-garde structures which are ;Sht1nua11y challenging
- v the 11m1ts imposed by tradition. ‘ \ t
h When a structuralist is faced with an apbarent]y random concept of
- structure, he attempés to discover a .structural system or context'which één
‘connect this new étructure to the aiready existing bodyiaf convention; for
the meaningless can a]wéys be made‘meaningful by providing fﬁé necessary
. contexts. It is in this Tight that Culler says that the most radical text
can only be unified when- it is seen as a subVersive structuré. When faced"
with a radical text, a critic mu§t Took not only for those ‘actiops"whiéh
can be described by existing conventions, but also fpf 'reactions' against

existithconventiohs. These 'reactjons’' are then” unified with tradition

! . . by  showing that, even though they rise out of a multiblicity of potential

2Jonathan Culler, Structural{st Poetics (London: Routiedge & Kegan
Paul, 1975), p: 74. .
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structure, they are subverting existing tradition, and hence connected to
it.

3 says that in art there must be deviation whenever a

Y .M. Loman

norm 1s expressed (if we are not to have tHe sterility of predictabﬂify)

| but that this deviation must be‘systematic. We have seen that Concrete
poetry, whose aim was to subvert t(‘adition, ca}l be described systematically.

« Having systematized, or conventionalized, a subversive poetics, and having
pm')vided a context which indicates the essential connection between this-
subversive poetics and tradition, we ha\'/e,"in effect, begun to naturalize
this. new poetics, or in other WOfds, to bring it into the fold of tradition.’
The process.is dialectical: the thes'is and antithesis are synthesized --
synthesis being the proépss of naturalization. The structuralistattempts
to discover how this naturalization takes place, .tb discover, in other words,
how 11’térary structures are related; he does not attempt to show that
bec;:\use there. are differences between structures, they are intrinsically
separate and unique. |

Structurali§m replaces. critical theories which are atomistic, which

Took at works of art in isolation and seek onrly to discover uniqueness.
Concrete poetry is obvibusiy unique, in that it is different from traditional
poetry, but does this gr;iquenéss tell us an_ything about Concrete poetry as
a literary endeavor? A rarlldom structure which has emerged from the multi-.
plicity of potential struc'turé is obviously unique, but is it therefore
1iterary? Strucfuréh‘sm attempts to discover the larger context which allows
~us to answer these questions. For structuralism is both holistic and
-epistemological. It lgoks for the context which ’w'ﬂ,1 alTow us to see both

the beginning and the end.

A}

4 3See Ann Shukman's Literature and Semiotics: A Study of the Writings
of Yuri M. Lotman (New York: North Holland PubTishina Co., 1977). Lotman
is perhaps the best known of the Russian structuralists.
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- Roman Jakbbson4 has proposed that a structure, as oppoted to a
randhm collection of language particles, must have wholeness, and the cap-'
acity for’both self-requlation and transformation. It must have wholeness
because it is an aesthetic model of reality which a1Tows'us to cope with °
exper1ence which, if viewed as random, would be insuperably chaot1c It
must be se]f—regulated -~ there must be codes and conventions -- so that
we have recognizable limits wh1ch allow us to under;tand the manner in
which a structuhe functions. And there must be thg‘capacity for transform-
ation so that conventions can change a]ongaﬂjth hur perception of reality.

As Heideggerhasosaid, "Lanquage speaks. Man speaks only insofar as he art-

fully comp11es with 1anguage."5 To say that sdmething has structure is to -

‘say that it is an aesthetic reponse to reality and that therefore structure

i§ a reflection of perception. Robert Scholes has said that "man exists
in a system beyond his control but not beyond his power to re—arranqe."6
We arrange what we perceive not in any ultimate sense but only in a way

which allows us to continue re-arranging. The aesthetic, or poetic, use

of language is both relative and mutable.

Bertolt Brecht has said that "revolutionary art must admit the arbi-
trariness of signs."7 One of the achievements of Concrete poetics is the
hnderlihing of this arbitrariness. But while Concrete poetics discards .
tradition because tradition denies this arbitrariness, structuralism feels

2‘See’David ﬁbbey's discussion of Roman Jakobson in Structuralism: An
Introduction, ed. David Robey (Oxford: Oxford University Press, 1973].
Jonathan Culler quotes Heidegger in Structuralist Poetics, p. 29.

6Robert Scholes, Structuralism in L1terature (New Haven: Yale Univer-
sity Press, 1974), p. 199. .

7Jonathan Culler quotes Brecht in Structuralist Poetics, p. §7.
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no such qualm about mixing old/structures with new perceptions. No matter

how valid the current point of view appears to be, it should never be allowed

. to exist in isolation. This is.summed up well by Genette:
The figure is nothing more than a sense of figuration and its

existence depends totally upon the consciousness the reader develops
or fails to develop of the ambiguity of the discourse he is offered.8

The sense of figuration is the point of view or ideology which informs a
fig‘ure'—- the world order in a word order. The reader senses the aﬁbiguity
of a sense of figuration only by seeing that the sense of ﬁ'éuration in
‘the figure he is perceiving is but one of*an ‘infinfte number of possible
word/world orders; for to subscribe to only one sense of figuration

is to deny the. inherent ambiguity o'f a figure. Concrete poetry, odd1y

enough risks such a denial of amblgu1ty by .using only the structures of

one sense of figuration. The Martyro]ogy, .on the other hand, by using

" the figures of more than one sense of figuration, avoids this potential

structura] contradiction. . ‘ °
Given the arb1trary nature of signs, how then ‘can we d1scover N
N meamng? John Lyons says: )

«

The meamng of a word is a function of its re]atwnsmp with other
words in the same language. 9

The rules, codes and conventions which govern these relationships provide.

. us with ways of both recognizing them and of ]imiting their ambiguity.

Culler says that since

the response of imagination to language when language is freely
displayed as a system of differences permits the production of
SO many meanings as to undermine the notion of positive or

. determinate signs;10 . .

' therefore

8Robert Scholes quotes Genette in Structdralism in Literéture p. 162.

- 9John Lyons, “"Structuralism and L1ngulstics“ in Structuralism: An
o Introduction, ed. David Robey (Oxford: Oxford Universily Press, 1973), p. 9.

10cyller, p. 107. ¢
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the signified cah be grasped only as the effect of an interpretive
or productive process [a' process informed by codes and_conventions]
in which the interpretants are adduced to delimit it. 1

It is ev1dent that the placement of language particles is of the

v

utmost 1mportance since mean1 ng is both produced and limited by the re]a-

tionships of the particles. To write a poem which matches a perception is -

to discover where to place the language particles. This manner of con-
solidating a perception is what Culler is referring to when he says that,

to work something out one makes it into a story so that its parts
may be disposed in orderly sequence.l

" The 'story' in Culler's sense here is the 'perception' or world order to

be found in the structure. Therefore, reading involves the same operation

as writing: the discovery of the perception which matches the arrangement .

of the particles. This implies two things. It implies that a poem is.

always a \tatement about poems because the placement of the particles is

‘always#fluenced-ty .poetic con;éntig'n., And it implies that to a large
extent the discrete ego is removed from the text since structure is both
immanent and related to all other structures. That‘ is to say, a per-
ception is potentially related to all other perceptions and not to be seen

as the unique product of an individual poet.

As I remarked earlier, structuralism is not committed to a single

* “ideology. ~¥t can be applied to and cafl reveal the structures of any ideology.

‘ \CuHer has said "that "to understand the 1anguage of a text is to recqgnize

Il‘I3

the world to which it refers Lt is this capacity to relate structure

) .
to 1deo]ogy (we m1ght also say to 'perception', to ‘world order' or to

'poetic vision') which_ allows structuralism to 1ntegrate structures which .

have diachronic relationships, such as is the case with The Martyrology.

nCu]]er, P. 20.

a 12Cu11er‘, p. 224.

Veutter, p. 135.
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The-emphasié is no longer placed on identifying the historic 1 period --
for structuralism is a-historical -- but on discoverin'g how one structure
relates to :)ther structures. For the structures of the past must be analyzed
through the eyes‘of the‘present (w;e have once again Gertrude Stéin's
'bringing the past into the present').”'
The point of view of the present does not claim to be an isolated
and exalted vantage point. It contains all of the poi;]ts of View ofi the
pas.t and subordinates them to the 'cut;ting edge' of the present point of view,
thus connecting them to a continuing process. And it is the cutting edge.
or avant-garde which, ‘ .

« !

by of fering sequences and combinations which escape our accus tomed
- grasp by subjecting lanquage to a dislocation which fragments the
ordinary signs of our world, [allows] Yiterature-[to] challenge
the 1imits we set to the self as a device or order and allows us,
painfully or joyfully, to accede to an expansion of self.15

* % *x
d ~

e

Structuralism grew out of the study of Tinguistits as a semio\tic
discipline. Semiotics ‘is the study of signs. All particles of communication
are signs which are relativeiand which gain their meaning from their func-
tional relationshipss and from the codes an‘d conventions which govern these
functional relationships. There‘a’re three types of sign: 1-:he icon, the
index, and the sign ;;roper, or symbol. The icon is a physical representation
of what it stands for; for example, the statue of David represents 'David'.
‘The index bears a causal relationship to what it represents. A dark cloud,
for example, indicates the possibility of rain; and smoke indicates fire.
.'_The sign proper orqthe symbol is arbitrary and exists only because of con-

14

See the first note to this chapter. v
eulter, pp. 129-30.
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vention. Al1 language pabrti'des are 'symbo1s. A 'tre€'is not .an\'ar'bre' s
it is only the word 'tree'. It stands for the idea of 'tree’ ,,;n idea
which can be infinitely variable. When Concrete poets treat language ) .
particles as objects in their own right, they are emphas%zing‘this arbi-
trariness and variableness. As Roman Jackobson says, "pr;mo'ting the pal-
pability of} signs deepens the fundamental dichotomy of signs and OBjeCtS."]G

_ The conventions wh<ch §ontrol our use of thesearbitrary symbols
cons’t'i.tute gra;nmar. For the pirposes of the structuralists, a g‘riammér can-
«pot explain a language;it can on‘1y describe it.]7 Rules mL\s e gonsistent
with the ability of a native speaker. to generate chains of 1:;;9% particles |
which can be understood by other nativg speakers, but it is not necessary
for the native speakér to know the rules behind th‘e'/structures he generates.
For the rules of grammar are not absolute,-they only delimit what 1'; accept-‘/
able and are part-of the intuitive equipiment of the native speaker. A
grammar generalizes from whatja]ready exists; it doeé, not impose rules whi?:h -
must then be followed. V |
‘ We therefore have the first of the four dichotomies of language:
1angLi'e/‘parl-o'le. The 'langue' is the undéﬂyiqg system (which has been C °

intuistively learned) and the 'parole' is the discourse or the perfomr‘mant:e..]8

7
Jonathan Culler calls this dichotomy, 'rule' and 'behaviour'. The rule

r;epresents the language competence of the native speaker out of which can, -
come ‘the infinitude qof possible structures; the behaviour is the particular

“manifestation of structure under observation. The behaviour need not, of v

16R|oman Jakobson, "Linguistics amd Poetics" in Style in Language; ed. -
T.-Sebeok (Cambridge: MIT Press, 1960), 'p. 356.

171he terminology used here is Noam Chomsky's. To 'exp]}aﬁ!’n' a [
language is to discover 1ts universal roots. Structuralists ‘consider this® >
impossible. To 'describe' a language is to show how the existing phenomena
function. : : e ' :

187hese four dichotomies were first suggested by Ferdinand de Saussure.
See h1’§ Course in General Linguistics, trans. Peter Weg(Fontanaf 1974).

7 ! 2
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rse, a]ways represent the rule.

puzz]e

yntagm/paradigm, and synchron1c/d1achron1c

made up of all of the particles of that language.

62

It may try to subvert, to confuse or

Q

subs tance/form,

The 'substance 'of a 1anguage

The'form'is the struc-

f The thr%g other dichotomies of language are:

e g1ven to the substance.

" Substance and form should not be confused with

has been generalized from the infinitude of possibility.

Lwhich'can be assigned to it.

or paradigméiic;

.defines 'verb'.

. )
_tionshi

I

'langue’ and 'parole', for both 'langue' and 'parole' have their own
'substance' and 'form'. For 'langue’ equals the sum of all possible”
structures and is not to ‘be confused with the 1nchoate mass of particles
represented by 'substance'. The 'form' of '1angue is the grammar which

The 'substance’

of a 'paro]eﬂI is the sum of the language particles used in a particufar ‘
structure. The "form' of a 'parole' is the specific grammatical description
Signs and structures can be eitHer syntagmatic
they can either function in combjnation or as a repetition
of a model. -A sentence, for example, is syhtagmatic becaqsevit depends on
pért1p1es bein§ p]aced.in comination. A verb has a paradigmatic function
because it is a particle which repeats a model delimited by the rule which.

Finally, a structure whichvi% 'syn8hronic' is one that

works with the codes and conventions of a.single ideology (grammar, language, -

lexicor, genre etc.); while the 'diachronic' brings into structural'rela-
thé_structufes of différing ideologies. I have a]ready pointed

out that Concrete poetry is synchron1c wh11e The Martyro]ogy 1s diachronic.

anguage is referred to as a pr1mary model1ling system Its com-

purpose is to transmit.a message and the success of the trans-

mfssioﬁ depends upon language compeience Liferatuﬁe however, is a. second-

B —
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A

it is a unique feature of art as opposed to other communication .

systems . . . that the work gives ouggto each reader di;ferenf
inﬁgrmation, 'to each according to hi% understanding'. )

A knowledge of 1ite?ary convention is necessary, then, if we are. to under-
stand 11tefature. And the more knowledge we have of literary convention
(1:e.,the more literary competence we have) the more we are likely to under-
stand. The sophisticated reader, the reader wjth a high level of literary °

competence, will approach literature with different expectations from those
» . .. L

‘of an unsophisticated reader, a reader with a low level of literary competence.

It is these expectations which allow the reader to differentiate between “
art and non-art. To have well-informed expectations is to understand

poetics. For it is the task of poetics'to define the 1imits between'art and
non-art. A poetics is [nothing more than an outline of tﬁe laws of Tliterary

experience which-allows us to recognize the predictable. As Culler says,
a work has a structure only in terms of a theory which specifies
the ways in which it fupctions, and to formu}ate that theory [for
Titérary structures] is the task of poetics.

. But since, as we have seen, poetry must continually deviate from

o

»

the norm if it is to avoid sterility, it is usually the case that poetry

starts where literary competence leaves off. This does not, however, Qis-

‘miss literary competence as little more than a tool of hindsight. For as

Lotman says, "a sign can be perceived only against a background," 21 and
this background is literary competence. Lotman also says that knowledge
is a process and not an attainment and that therefore the discovery of

one system can en]y’be preliminary to the discovery of another.

N -

19
20

Shukman, p. 126.
Culler, p. 109.
21Shukman, p. 39.
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One of the expectations we have of literature is thas it musf make
sense. In response to this demand we develop new ways of reading; we make
the text intel]igib]é by inventing appropriate conventions (as for example
I have done in chapter 2), thereby developing a new poetics and redefining
literary competence. Even the incoherent must be made to yield coherence.
To make fhe incoherent coherent is to bring enough to the text so that the
gaps are filled and the’épparently random particles are joined to a
unifying structure. Literary competence therefore depends largely on
the contextual cgees or, as Lo&man calls them, the 'extra-texf‘ codes, EEEQ
which the reader can be expected to supply.

Language and literature are, of course, inextricably connected.

To say that literature is a second-level modelling system and therefore _
requires literary competence {s not to say that language competence is no
longer needed. Literature simply increases the number of ways in which
language can function. Roman Jaékobson22 suggests that 1an§uage has six
possible functions: the referential, the emotive, the phatic, the conative,
the metalingual, and the poetic. It is the addition of the final function
which separates art from non-art. Each of these functions has a different .
orientation or focus. The 'referential' is oriented to the content of the
meéssage. It depends upon the pretence that a word is what it represents.
The 'emotive' is oriented to the sender. It is an attempt to evoke or to
otherwise communicate the emotional state of the sander. The 'conative'

is oriented to the receiver. It attempts to manipulate and is often imper-
ative, The 'phatic' is concerned only with contact. Pleasantries are often

‘phatic'; there is nothing to be communicated other than a desire to establish

r

“Culler, pp. 55-6.
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original contact or, once contact has béen established, to keep the channels
open for possible future communication. The 'metalingual’ is oriénted to
other social or cultural semiotic codes. The 'poetic' is oriented to the
message itself: it acknowledges the pgetic funct{on, the relationship
between substance and form. It is se]f—ref]exive:

Lotman says that "cognition is possibie only by the act of establish-
ing an opposition.”23 A 1énguage particle can only be recognized as distinct
because it is in some way different from or in opposition to its background.
We have a sense of what 'open' 1is because it is in contrast to 'closed'.

We sense what 'y&llow' is because we can recognize how it stands in contrast
to its background, the full spegtrum of co]od;. Gretmas, in his stud& of
seman-tics,24 suggests that all isotopes (two particles alike in all but a
single feature, that feature giving rise to opposition) can be reduced to
the opposition between life and death. Artistic structures are then buitt
. up from this base according to a dialectic of mu]tép]icity. Whether or not
we agree that 'l1ife/death' is the base isotope: the pattern of binary
'oppogition and the dialectical process which follows remains the most direct
procedure for discovering that balance of structure which we accept as
unified. For the 'life/death' opposition provides -- whether or not we
-believe .as Greimas does in 1ts"universa15ty -- a structural sense of beginning
and ending. And a structure must be ho]ist%c and epistemological.

Both sides of an opposition neeq not necessarily be found in the
text. It is quite pogsib1e that the reader will have to provide the back-
ground. Therefore the contact between the reader and the text is as impor-

tant as the text itself. The structure of a text will -indicate the deitics

of tﬁe text -- a sense of time and place and persona. The reader must
23
24

Shukman, p. 34
See the chapter on Greimas (chapter 4) in Culler, pp} 75-95.
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recognize the deitics -- the task of 1iterary competence -h)and thén bring

wto the text the appropriate codes and conventions which will act as back-

ground. These codes can be social, cultural, generic, grammatical, lexical

_or poetic; the structure of the text can invite relationships with any

I

other semiotic code. The reader will not necessarily be conscious of makinq
these additions. For a reader Qith a large experience of literature will
often automatically provide what is missing in order to make sense of a

text. An inexperienced reader, however, a reader unfamiliar with the dejtics

and the codes demanded by those deitics, risks the possibility of becoming

Tost, of not discogéring the sense of the text. It is the critic's goal

therefore, "to make explicit the implicit knowledge used in the recognition

of signs."25 The critic must describe the way in which ‘the reader can

discover the binary oppositions of the text. Since the meaning %s in th;

gap between tLe opposites, the critic must help the reade} to discover how

~to~be ‘caught between the opposites'.

A reader understands a work of literature when he has discovered
ifs structural order. This structurai order can-be one which has already
been conso]idated\and"coded‘by a poetics, or it can be a sybversign of
éxiéting codes which is a%ﬁemptfng to communicate a new‘mode of pgrception.
A poetics is a system which delimits the possibility of structure; it is |
a system of codified constraints. Jonathan Culler points out that "it is
the forbidden which offers the most promising material for studying 11mit§,"26
Qince,the forbidden must recognize previous limits before it can move beyond
them. A critical theory which‘can recognize the forbidden (or the avant- 'T

garde) but which has no methodology for coming to terms with it, is obviously’

lacking. Robert Scholes sayé that . C - a

25
26

Culler in Robey, p. 25.
Culler in Robey, p. 27.
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the perception of order or structure where undifferentiated
phenomena had seemed to exist before is the distinquishing
characteristic of structuralist thought.

Structuralism is not a methodology which relies upoﬁ an existing poetics
as a system for describing poetry (It was such a Timited method that was

used in chapter 2 todescribe Concrete poetny.A In the first chapter I

. define Concrete as a genre;  in the second chapter'I use the poetics of

that genre to éescribe its poems. The use of a sipgle poetics allows the
critic only to recognize those poems whjch.fall within a specif{c geﬁre
and to exclude those which do not.). Eiructuralism attempts instead to
discovér the poetics of a poem. Culler says that structura1ieﬁ\¥
can lead to a mode of interpretation based on noetics itsel p:where
the work is read against the conventions of discourse and where one's

interpretation is an account of the ways in which the work complies
with or undermines our procedures for making sense of things.28

- VStrpcturélism is' a methodology of process capable of discovering the per-

ception behind the most revolutionary poetic structure. Therefore, as .
Tzvetan Todorov says,

exegesis is to be assessedaccording to its coherence and not
accord1ng to its truth in any absolute sense.29

For an exeges1s “is dependent upon percept1on and is therefore relative.

It will be my purpose in the next chapter to discover the perception
(or world order) behind the structure (or word order) of bp N1chol s The \ // N\\
Martyrology. To do this I shall .analyze the functional re]at1onsh1ps of -

_the semiotic particles (no lenger just lanquage particles since The Marty-

rology integrates gpaphics) in four arveas: the visual, the phonic,, the

'syntactic and the tropological. | shall consider the particles and

427Scho1es, p. 41.

€u11er p. 130.

29Tzvetan Todorov, "The Structural Ana1ysis of Literature: The Tales
of Henry James" in Structuralism: An Introduction, ed David Robey (Oxford:
Oxford University Press, 1973}, D. /3.
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structures in each of these‘areas in terms of the type of sign -- icon,

index, or symbol -- in terms of the four dichotomies -- substance/form, ,
langue/ parole, syntagm/paradigm and synchronic/diachronic -- in terms
, 'of the six functions -- refergnt{al, emotive, phatic, conative, methalingual

and poetic -- in terms of the deitics of the text, in termé of reader

contact, and finally, in terms of the creation and resolution of opposites.

(see appendix 4). .
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Chapter 4

"Ki11 us Wi1l us dead “& gone"

Taken together, the first four books of The’ Martyrology contain

-almost four hundred pages. To-provide acomprehensive textual commentary,
a commentary which attempts to uncover as many of the perceptions in the
text as possibile, would be a massive undertaking. 1 need only point to
Roland Barthe's §£1.] In this book Barthe provides over two hundred pages
of pommentary on Balzac's short story 'Sarrazine’, a work of less than

twenty pages. My reading of The Martyrology is necessarily selective. I -~

hope to raise as many questions as I face, if not more. However, I have
tried to provide a commentary with a focus strong enough to suggest further

readiﬁgs and not just a commentary-whicﬁ is 1ittle more than an idiosyncratic

-

sampling. . - < -

- N

Since there are no existing structural readings of The Martyrology

I -have ;hosen not to introduce material from previous .readings of the poem,
no mafter how perceptive the insights.2 I have attempted to. be systematic;
to account for intuitive respQQfes to the poem.Qould have raguired digression
of the sort Which might have weakened my focus. 'There is one notable
exception. I have‘Porrowed the term 'particle! from E. Quigley's article

'Particular Poetry‘3 since-it is a useful term forfdescribing‘the ‘object'

quality of language. ' . . . ;/’/”)
| * ok K R - ' o

1974;T3013“d33rth95-§11. trans. Richard Miller (New York: Hill and Nang,

2For previous readings of The Martyrology see section 'G' of thé\
bibliography of bp Nichol provided.

R 3. Quigley, "Particular Poetry” in Rune 6, (1980), pp. 30-53
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At the end of Bsbk'ﬂ Nichol tells us that the first three books'of {
'The Martyrology correspond to the letter ! of the word 'MARTYROLOGY', and

that the fourth book is the first which cofresponds to the letter 'A'. At
this rate (if, from such s]i@ evideﬁce, we assume that each 1gtter of the
word 'MARTYROLOGY' wi]} have three correspondiﬁg books) the projected length
of the completed work would be thirty-three books. FEach book so far (my

description concerns only .the first four books) has taken two years to

write. Book 1 was written between 1967 and 1969; Book 2 between 1969 and
1971; Book 3 between 1971 and 1973; and Book 4 between 1973 and 1975. If

.Nichol maintains this reqular pace, the thirty-three books will take sixty-

13

six years to write. Nichol was born in 1944 and was thereforé'twenty-three
when he began this project. We can assume therefore, that if all goes well,

he will complete The Martyrology in 2033 at the age of eighty-nine.f‘

But of what use is it to the reader to make such a tenuous specula-
tion? In allowing for, in fact by demanding, such speculation (regardless

of the actual numerical results of the mathematical manipulations) Nichol

is making the same structural statement as that made by Ezra Pound when he
announced that there would be one hundred Cantos; and by Gertrude Stein

in Stanzas in Meditation, which was an’ongding 'journal' of poetic medita~

; -

tions which ended only at her death and which was only published posthumously.
This project, we are being told, is epic in proportion; it is a narrative --
or in other words a documentary -- of a poétic journey through the world.
Each new book is a documentation of recent poetic research.- (We must assume‘
that if the poet lives past the age of eighty-nine the structure of the work

will be extended. The need to éttribute a definite number to the number

of books in the series is the need for a postulated end, not the need for a
known and immutable structure.)

It is important to recognize this sense of’enaing, for without it

<
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the reader's task is made considerably more diffich]t. Lotman tells us

that we can on]y view a text in re]at1onsh1p to 1ts end 4 . When.we recbgnize
that the only poss1b1e end is the death of the poet we are ab1e';o see each
new book as a continuation of the struggle for poetic vitality and life in
the face of unavoidable death. However, to say that death is unavoidable

15*not'to say that it is an ab;o]ute. At any moment death can end the

poetic strugg]e’of a particular poet, but it can not bring to an end the

aesthetic response to the world which we call 'poetry’. The open-ended

structure of each book therefore reinforces the essentially arbitrary nature
of any ending. Death can end a poetic journey but it cannot signify the
achievement of a poetic absolute.

Look1ng at the overall structure of The Martyrology in this way,

death, the struggle for vital poetic structures in the face of potential
sterility. We must now look for the multiplicity of structures which extend
from this base. I shall proceed book by book, looking for the types of

structural relationship outlined in Chapter 3.

¢

Book 1

I have organized each book into its ¢ stituent segments' (see
Appendices 1 & 3). Nichol announces each segment (signified by a 1etter

'A', 'B', 'C', etc.) by either a volume cover or a full .page title page with

‘'graphic. The 'sub-segmengs' (signified by a number: ‘1',"2', '3', etc.)

are introduced by either an epigraph or a sub-title. I shall look at each’

segment individually and at the relationships between the segments.

4Ann Shukman, Litérature and Semiotics: A Study of the Writings of

Yuri M. Lotman (New York: North Holland Publishing Co., 1977), p. *
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'Segment A'

<

) \
This first segment consists of the cover of the first volume, an \\

epjigraph and an unt}tled preface. It is part of the front matter, along
I with segéénts"B', 'c', and 'D'. When’a read%{ first comes into contact
with this book he will notice that the copyright data is missing. Many
readers, myself included, always ‘read this data as a matter of course.
Such information is not insignificaﬁt, especially when one is reading an
author, such as bp Nichol, who habitually works with small presses. Know-
ledge of the publishing house and the date of publication ca; influence a
reader's expectations. Is this aﬁ old work or a new work? Is it likely
to be experim;nta1 or traditional? Is it likely to be al{iga te.a specific
movement? Of course, if a reader is familiar with an author's work‘g]ready,
> this information will be less imbortant -- but only because the information
is already known and Has dlready influenced reader expectation.
¥ Traditionally, the copyright‘pagewis reserved for information which
outlines the legal status, the library location, and‘the printing history
of the book. The 5ublisher and the city of publication although found on
the copyright page, can also be found on_ the title page. The copyright

e} 3
page, then, gives us the technical information concerning the book's physical

existence. This background information both validates and gives substance

io the name of the publishing housé on the title pa%e. In The Martyrology
there is a title page‘with pub]ishing¢pouse and éity, but no copyright page
-- or at least not at the beginning of each volume. °‘The removal of the copy"-i
right data from the beginning of the volume to the end of the volume is,
Eherefore, a subversion of the strgctﬁye of traditional bookmaking. This

. “has two effects. First, if the reaQer is unacquaintedwith the publishing
house in.question he will have 1ittle informatjon with whjch to temper his

expectations. Second, the reader will now be able to move from the ‘outside

i
|




-cover into the text without being interrupted Qﬁ subsidiary technical

matiof. The title on the outside cover bgcomes part, of the text and

just a preliminary to the text. ' The boundary betweep book and non-bo
is rendered more illusory. The book ig still a physical object with
obvioqus physical boundaries, but the structure of the object itself n
longer reinforces thjs sense of boundary by iéo]ating the text within
frame of extré—textua]‘infonnafion.

The epigraph which immediately follows the outside cover is f
Gertrude Stein. "Let me recite what history teaches. Mistory teache
This is 10catedﬁﬁf the bottom of the page. The text traditionally be
at the upper ﬁefﬁhh&nd corner of the page. By placing the epigraph a
the bottom, reader expectation is once again subverted. |

(The page is light purple -- a progressibe lightening of tone
the dark grey, Qith the purple andehite lettering, of the outside cé
to the dark-purple of the inside covér. There js a grey hand-drawn 1

-- the same tone as the outside cover -- approximately one hatf-inch

the physical 1imit of each side of the page. The outside cover is framed

PR
by .a mechanically-drawn line of the same tone of purple as the ?ﬁgide

This constant carry-over opposes the effect of the framing.)

Y

Syntactically, this quotation from Stein appears incomplete.

f
infor-
not:..

ok

0

a

rom
g
gins

t

from
ver
ine
from

>

cover.

The reader

must either complete it or find a new way of readigg. The verb 'to teach'

can only be intransitive if it has an animate subject. The reader mu

therefore éuppiy an ogject to cgmﬁ]ete the predicate. If we take the

i

st

5bp Nichol, The Martyrology vol.-1 (Toronto: The Coach House Press

two volume ‘edition of the first four books published in Toronto by Th

‘1977), p. 5. A]] subsequent quotations from The Martyrologx,are from the

e

Coach- House Press in 1976-77. Location is igdicated by volume number and

page number only (see Appendix 3). The Martyrology is unpag1nated
attribution of page numbers is for convenience of location on]y and s
not be cons1dered a critica] comment. = -
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repetition of 'history teaches’ as’the object of the first phrase we must
still supply this rgpetition with an bbject. fais can Tead to repetition
ad infinitum which, especially if spoken out Toud, wi11‘soon remove any
possibility of refeneﬁtig] meaning by turming the word; into nonsense
sounds. The epigraph wou1d~then function conatively; the reader would be
manipulated into forgett1ng the referential pretens1ons of the words. This
repet1t1on would under11ne the afbitrariness of Timits.

We can read this epigraph in another way. Stein tells us that she

is going to 'recite' what 'history teaches'. This is undoubtedly an allusion

" (and therefore a metalingual function -- an 1ntroduction of an extra-text

code) to a genre of joke we have all heard as children. The first person
says:, "Don't just stand phere,qéay something." The second person replies:
"Something." Once again tﬁe referential function of language is undermined,

this time in favour of the phatic. The repetition of 'history teaches' is

. meant to indicate that we should keep the channels of communication open.

We shou]d remember . that each book is open-ended and therefore 1nherent1y,
a]though hot uniquely, phatic.

The untitled preface which follows thés epigraph is a genea]ogy ofo
the‘S;ints (see Appendix 5). By listing these Saints, the poet creates in ,
the reader the expectation that he will be hearing more about them. These
fami]i trees also provide a background against whjchﬂfhe more deta?]ed
accounts of the Saints' Tives can befp]ayed. In other YEIS;, this background,
this web of relationships, is paradigmatic;  the chains of events which are -
the individual 1ife stories of each Saint are syntaghatic;'the chain, or F’
syntagm, then becomes that multiplicity of structures which i; represented
by a particular Saint in the paradigm -- or the model of relationships which

is the revealed genealogy.’ ‘ . .

The reader has every right to strongly suspect that he.is entering

c
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an ai]egony. The way in which the Saints' names havé been structured makes
it appear highly unlikely, at this early point, that they refer lo actual
people. Each of the Saints' names is three words. Sain€ Orm, for example,
can be read as two consecutive words -- 'Saint' and 'Orm' gan orm, or ormé,
is an antiquated word for the husk out of which 5 flower grows)6 -- or as
one word”-- 'storm', that is, 'St." the abbreviation of 'Saint' plus 'Qrm'.
Similarly, 'Saint Rain' can be 'strain', 'Saint Iff' can Be"stiff' and
so-on. The readér recognizes that he is being introduced to a tropological
structure and.he adjusts His expectations aEcording]y.

The hand-drawn'@rey lines continue to frame each page. These frames,
however, are only visual. There is a»syntacticai carry-over which flaunts :
the boundary and which shows it to be arbitrary, reminding us of tﬁe fﬁneéic s

quality of concrete poetry.- At the bottom of the verso page of the preface.

. we have: 0 . ° I
saint aggers wife is now forgotten . -
gave birth to saint ump and saintvfap “~N
gave birth to noone ) -
dying in the fire reat had set .

) (vol: 1, p. 6)
L ﬂ 4 ’ : o
At the top of the recto page following we have: ‘ N _4'

is nothing but a history S , o
brief at best s :

an end of one.thing: _
beginning of-another / e

<
) .o
* ¢

(vol. 1, p. 7)

In addition to the carry-over that is to be'seen here, there is a sort of

!

syntactical]oop-de]ay or echo effect which Nichol often uses. -Refetential

-y

meaning can on]y be suggested if we repeat certain words In this case. the

repet1t1ons co1ncide with the change of frame and cause the reader to go .

6The Compact Editien of the Oxford English D1ct1onary,,vol 1 (Oxford:
Oxford Un1versity Press, 19/1), p. 20171. .
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forward and ackward and backward and forward before he earns the right to

4

go on. Thus weuhaﬁsr "saint aggers wife is now forgotten/ gave birth to

saint ump and saint rap" and "saint ump -and saint rap/ gave birth to noone”

“and "saint ump and sa1nt rap/ . . . / dying in the fire reat had set" and

"the fire reét had set/ is nothing but a h1story

’g(),
~
This structure is reminiscent of a childrens' word game. A verse

is recited to a point where it is obvious that a taboo word must be said.

But the taboo word is‘hiraculously swallowed by an acceptable word which

becomes the first particle of a new syntactical chain. Thus we might have:

And if you don't - ¢ ‘ i
you'11 go to hello .

Mr. Rodgers and

how are you today .

A1though in The Martyro]ggy it is not a question of d1squ1s1ng taboo words,

the s1m11ar1ty of structura] pattern, and therefore the metalingual function,
‘is clear. Playing these games, and pointing to the arbitrariness of boundaries,

.carries the structural meaning tﬁqt-syntax is mutable. The particles them-

selves are not even stable; they derive meaning only: from their relation-
ships -- from the gaps betweén particles.

The two pages of this preface have both visual and phonic reiétion—

’ sﬁips.to traditional verse forms.. Although the text is oriented to the

" lower left hand corner of the page ins tead of_to the upper 1eft\pand corner

. -

(this paradigm holds throughout the four books and becomes, in its turn,
aﬁ'expeqted convention) the w&rdg, or lang%age particles, are presented
in recognizable stanza forms. There are s%anzas of great rhythmic reqularity,’
such as this quatrain of two stress lines: ‘

N ' ‘ . +

saint iff maried saint rive

gave birth to saint reat - T
who married saint agnes ’ s
gave birth to saint ggnd
(vol. 1, p. 6) o~ N
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In traditional verse the regularity of ste:,nza and line give rise to the.
expectation of ‘contindgd regularity. There can of course be variation
but if the variation is to be extreme -- say from a two stress line to a
seven stres-s Tine -—‘then it must be signalled, or approached gradually;
or if there is no bridge, then there must be some element of repetition,
as is the case with free verse, so that the reader can see that the varia-
tion 1s neither random nor simply a sign of the poet's lack of control.
Nichol's structures self-consciously flaunt these expectations. In the
middle of what #s predominantly a two stress pattérn he places a seven
stress line. .
an end of one {:hi'ng

begiﬁhing of another .
premonition of a future time or line we will be_writing

one thing makes sense . »

one thing only
to live with people
day by day :

t

(vol. 1, p.7)

{ , -
On the two pages of the prefacé, out of forty-nine Tlines, there are no

other seven stress lines; there is no line yvhich even comes close. The
self-conscious subversion of poetic structure is the poetic function of
. ) e
language.
" Nichol also warns us t':hat' he is g'm'ng to undermine the arbitrary

Timi ts iﬁlposgd by the symbols of Tanguage -- the words.

a future music moves now to be written

wgré&t

its form is not apparent
it will be seen

&

(vol. 1, p. 7)°
As in Concrete poetry the partidles of language are to be treated as
particles in and of themselves. In an effort to free the reader from.an

autoin_at1e acceptance of the referential value of symbols, the poet breaks

»
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these symbols up into their constituent particles (the letters of the
alphabet) and then displays them randomly.
k 1Tmn
brv
a hym for saint iff
(vol. 1, p. 7)

The structure is both phatic and conative. It is phatic because at one

level it does nothing more than keep the poem moving. It is conative because

it forces the rgader to search for meaning, and the only meaning possible
is the structural meaning that the referential function of language is
pretentious and arbitrary. For we are given language particles with no

obvious referential meaning and told that they are a hymn. We expect a

~hymn to have referential meaning.

‘Segment B'

Segment 'B' is introduced by the title page for The Martyrology,

for the project as a whole. The rea:ier therefore expects that what follows
will be a comment on the nature of the project and not just on the nature
of the first volume, as is the case with segment 'A'. Once again the
orientation is to the lower left-hand corner 61; the page; the convention
is establishing itself by repetitioﬁ.‘\ ‘

. In the passage we are given 'from The Chronicle of Knarn' we are

introduced to'a poet who has witnessed the death of an old and immutable

world (Knarn?) and 115 now faced with "useless repetition.” (This reminds
us of Stein's use of repetitior;“in mak%ng 'the present ‘continuous'.) The
poet is faced with a language which is "no longer spoken,” and hands which
"turn the words/clumsily." (vol. 1, p. 13). The old and stab}-e is pitted
against the new and unstable. The poet's "arms ache from not fﬂolding”

(vol. 1, p. 13) his lover, <r)r in other words, the containable form which

-
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had been the muse, because in this new and mutable world everytm:ng is
dece;;tive. He cannot hold on to anything,j least of all the muse.

There is a structu;*al contradiction between the subtitle and the
text. A 'chronicle' is a way of recording history by Hsting in detail and
in chronological order the events‘és the} took place. There should be no
interpretation or analysis of these evenfs, and no authorial intervention,
And yet the excerpt we are given is full of interpretative digression and
authorial intervention. It is more a col]ec‘tion of mGOds and impressions
which relate to the death of the traditional pBé'n’l. But even this one event,

the death of the poem -- an event which could conceivably be the basis of

a chronicle -- is not presented with any precision. The narrator equivocates:

"j think wt's over." (vol. 1, p. 11). We cannot expect anything to be what
it claims to be.

The tropological structure ’qf this segment -- the land of Knarn
being a metaphor for traditional boetry -- is anest o'f ambiquities. Is
Knarn dead or alive? How did the legend grow? What, in fact, is the legend?
What comes after Knarn? Is it any better? We are, given & chronicle whw’cp
is not a chronicle, and a present which is chaotic because it has no focus.
In the midst of all of this there is an intimation that the poet-narrator
might be happy to returnm to the past. He wishe§ he couild,

scream your name and you could hear me P
(vol. 1, p. 12)
Still, this need not be interpreted as a call for- the old o}der of things.
It can also be, as we will come to appreciate, an expression of the desire

to know the present by understanding the past. The first thing the poet

must do is to get 'g)he legend straight, to provide enough information so

* that-the tropological structure can be unified.

It 1s obvious that this 'chronicle' was written in retrospect.
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(a long time ago i thot i knew.-how this poemwould go, how the
figures of the saints would emerge. now its covered over by
my urge to write you what line i can. the sun is dying...)
(vol. 1, p. 12) '
Thé legends of the past -- the legends 6f the immutable Sain'ts, of poetic
tradition -~ will be told in the mutable Present. Traditional structures
will be placed in a context which subverts their claim to validity. ,
The syntax of this segment is left intentiona]]y ambiguo\us. There
*is Tittle punctuation, and when it is used it is uéed expressively -- such
as the use of a question mark -- rather than to 1imi t “the possibility of
referential ambigui.ty. Thus we have structures such as: V
i've Tooked across the stars to find your eyes S
they aren't there
where do you hide when the sun gges nova?
(vol. 1, p. 1)
where the antecedenf for the pronoun 'they'\can\ be: e ther 'yéur eyes' or
'the stars'; and the pronoun 'you' can refer to either the person whose
eyes are being seamfyajd for, or ‘the general and plural 'you'. However, due
to the power of.convention, a reader will likely supply the missing
punctuation and ‘accept the more obvious reading. But without the punctu-
ation he wauld be justified in addi:\g the less obvious, altemative readings.
In doing so he would be recognizing the hutability of the syntax.
Some of the pages in this segment undermine the visual conventions
of traditional poetic structures. The spacing is by field -- reminiscent
of concrete poetry -- and not just by line and stanza. The ghonic patterns
however, are still strongly related to traditional st,ructures'. The usel
of rhyme for emphasis and to indicate parallelism is frequent.

into the great rift

i only Khow i drift without you
into a blue that.is not there




R

)

81

, tangled in the memory of your hair
’ (vol. 1, p. 11)

Graphics begin to appear in segment 'B'. They are related to each
other in the same way that the consecutive frames of a cinematographic film
are related ,to each other. The first series of graphics (see Appendix 2)
represents a bearded Saint. As the series continues, the face 0f the Saint

grows larger and appears to be coming closer to the reader. By zooming in

on the Saint, the graphics parallel the text. We will learn about the

Saints in more detail.

'Segment C'

The graphic on the first page of segment '&' continues the series
that was begun in segment ‘B’ and is twice as large. The graphic thereby
joins what is otherwise separated,providinga common denominator for the
continuing series of segments.

By segment 'C' certain visual conventions have been established:
the purple co]ou}‘ of the page, the hand-drawn 1line 'framing the page, and :
the orientation of the text to the lower left-hand corner-of the page. But,
no sooner does thék reader begin to expect this orientation than\ the conven-
tion is undermined. The epigraph following the title page is centred in
the upper portion of the pagie., This change of positioning places this'
epigraphwin structural opposition to the first epigraph. The first epigraph
is a quote from Gertrude Stein; it challenges the pretension§ of language

by presenting a structure wfn‘ch é'xposes the abitrariness of language. The

epigraph in segment 'C, is 'from The Writings of Saint And' and presents the
claims for immortality (or the absolute) mpresent'ed by the Saints. But

the opposition is weak; it 'is enly the potential for opposifion. For this

excerpt is an equivocation. It is the posit'iom’ﬁg on the page~which indicates

s i e e
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that. Nichol wants us to see the opposition. In the end, the qhoice is left

L}

to the reader. He must either accept, deny, or reseryjrﬁudgement on the
o .

possibility of this potenfﬁa] opposition.
It is the reader's expectations and his contact with the deitics

o; the text which will influence his judgement. If the reader is sympathetic

or curious, then he will continue; if he denies the opposifion because he

believes in the immortality of the Saints, then he must realize that if

he does continue to read, it will only be in order to weigh the structures he

finds ﬁagainst a concept of structure which he believes to be superior --

in effect,lto expose, at‘best, incompetency and di]ettantism;’ at worst,

sacrilege. By making'?his opposition equivocal, Nichol is forcing ihe;reader

‘(once again a conative function) to be responsible not only to this par-

ticular text but also to poetry and poetics (a poetic %unction) in the
most general sense. , .
The dedic§§ien which follows this epigraph is in two parts. One
is traditional and ‘easily understood on a referential level; and one is a
nonsense chain of letters which serves the phatic function of keeping the

channels of communication open by producing a phonic display -- in effect,

the book is dedicated to the powef of sound. (It is possible that there

is a private reference in 'palongawhoya' and therefore'a\Q%ii:E:e metalingual

" function, but the reader cannot be expected to 'pick up on' “Nt.-- this will

obviously be the case with any apparently random chain of language particles.)
It also undermines the referential pretensions of 1angua§é symbols; syntacti-
cal convention tells us that 'palongawhoya’' must be a noun, and so we auto-
matically attribute to it the object quality df a noun; but it is & noun

!
with no referent and therefore not a symbol; it is oq]y an opject.
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'Segment D'

This segment consists only of a title page, a graphic which is' not
part of any cinemat‘ographic‘ series, and an epigraph. It marks the beginning
of Book 1. So, in tpe first four segments we have been referred to the °
first volume, the whole project, back to the first volume and now to the
first book. ’. . .

The visual structure returmns to the conventions established in the

first two segmen-ts. As 1 have indicated in chapter 3, even a revolution

must besystematic, ‘The function is poetic. A background is be‘ing established

e

from which future structures will be able to deviate.
The epigraph is short and colloquial..

the breath lies

on mornings like this

you gotta be careful

which way you piss

_ (vol. 1, p. 21)

The first line is both tropologically aqd visually s®parated from the ditty
which follows it. Metabﬁoricaﬂy, the wind -- the 'breath' a'nd therefore
the phonic quality of poetry -- opposes the 'piss'. The particles of lang-
uage, as instruments of sound, can lie; they can deceive us. When we piss
-- that is, when we function as the biological organism we are -- then we
had better make -syre that we are pointed in the right direction -- that is,
1'anguage should work in consonance with the bod)"; sound should be a function
of the body.. When the breath lies, when it is not in consonance with the
body, v;le suffer the consequences. '

« The use of the comical ditty (the structure is self-conscious and
therefore serves a poetic function) RERL opposition to the potential

tragedy evoked by the tropological structure. The result is a tragi-comic -

synthesis.

P Tt . tre - . “
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'Segment E'

Segment 'E', The Martyrology of SaintAnd, is the beginning of the
text proger. Its titlé page begins the third series of graphics, a series
which begins and ends within the boundaries of this segment.

The title causes the reader to expect to find in this segment the

' legend of Saint And's martyrdom. In segment 3@: we were told that Saint

v

And did not marry; because of this we are aware that he represents the end
of his Tine of issue. A martyr dies for a caus’e or purpf)se outside of the
self (not necessarily religious). éaimAnd, it appears, has made such a
'stand' (the joining of St. and And). In so doing he has brought to an end
not only his own Tife bunt also th&t of a system. The reader therefore
exeects to discover in this segment the nature of this 'stand'. The reader
might also justifiably expect the nature c;f this 'stand' to have sémeth‘ing
to do with the equivocation found 1"n‘ segmeritj '¢'. These expectations are
the result of the relationships to befound in the genealogy of the Saints,

in the tropological paradigm.

i~

The epigraph is once again oriented to the’ top of the page. Once

3

again it is equivocal. _The birth g_f Saint And was a non-event, the implis

a

cation being: how were we to know that he would do what he did? But, of
course, the reader has no idea yet what he has done, only a feeling that
he must have done something.
* The text has two beginnings, 'The false start:

so many bad beginnings |

you PEoriﬁse yourse1f §

you won't start there

again

‘ (vol. 1, p. 25)

is oriented to the right side _of the page. The developing convention

allows the reader to react to this as a'positioning of challenge,
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a positioning of opposition to the text which is oriented to the
left-hand side of the page.- The second beginning returns to the left=
hand side of the page; we recognize it therefore as the real start.

The tropological structure -- the syntagmatically presented events

‘of the Saints' lives -- is complex. New background material is introduced.
The colours blue and red are immediately recognized as important; a circus (

" is important; and clouds are important. We begin to learn the deitics of

the allegory.

A poem, we learn, is like a cloud. Boundaries are ephemeral and
mutable. The most obvious type of cloud is made of w'ater vapour. But a
cloud can be made /of any gas, with boundaries visible or invisble, with a
result pleasant or unp]easan‘t. |

the undated poem is
found and . ,
forgotten
) passes
1ike gas.
‘ (vol. 1, p. 25)
A fart, if we accept the allusion, is both difficult to see and unpleasant.

The colou‘r blue is more than just the colour of the sky and therefore
the background which allows us to perceive-the s\tructure of a é]ou.d. It »
js also the colour of Saint And's eyes. These eyes frame the world, and
Nichol pel]s us that he ha§ been looking at the world through these eyes
for years. Also, blue is the colour of the ocean -- both the 11’tera11 ocean

and the figurative ocean, the ocean of all thought which exists inside And's

head. The colour blue, then, is the 'substance' of language and the ‘sub-

stance’ of poetry. There is acontinuum from the blue of the sky (the sub-
stance or baclggrounci of the ¢loud or form) to the blue of Saint And's eyes;

and to the blue ocean of all thought which /is inside Saint And's head. -

a

/

—~— o« b p—
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"Even his hair is coloured blue.

oo% - 86

The aspez:t of tradition represented by Saiﬁt And is likened to a
circus. The incompetent performers survive by setting up a tent from time
to time on sandy beaches beside an ocean. But these tents, the s tructures
imposed and condoned by tradition, are inadequate. They cannot contain the

'now', the 'joy' which represents the desire for aesthetic communication.

o

hucks ters
strip your trees
ahd leave

‘centre poles fall . / .
in the ring +

saint and e -

trips' in a circle

N on his Qi(/ \ )
’ . (vol. 1, p. 27)

-

The poles which support the tents -- the rules /which support tra-
dition -- are like trees stripped of thei‘r" leaves, are like the fa'mﬂy‘tmes
of the Saints stripped of thei'r‘ progeny. There is no new growth. There
is collapse. £

-

Red is the colour of the~mask. It hides true emotion. Saint And's

" face is painted red because:

the terror in his heart can't be shown

| (vol. 1, p. 31)
He has no way of articulating his fmé‘rgtion because the red of the mask
-- the censor of tradition -- filters his‘ efforts. When the‘travellj‘ng
circus moves on it leaves a dead’brown patch where kbefore living, green
grass héd been. Green covered by red, the organic coveredb by rules of tra-
difion, produces brown, the death of the organism. The hills where the old

Saints go:
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to dwell in caves on .
berries & raw meat

‘\\.r/ (vol. 1, p.34)
¢ . '
tum red,
if you ever cross over

‘(vol. 1, p.39)

To retreat, to give up, is also to die.

. But where does.Saint And really 'stand’ in the middle of all of

this ti]'legory? . On the one side we have the series of tropisms aligned with
the colour blue and on the other side we have the series of tropisms aligned
with the colour red. We must assume that Saint And represents the first

intimations of a synthesis; for although his face is red, his eyes, his
' »

hair and his thoughts are blue. When blue and red come together we have

purple.
the bearded ladies and men
\~, parade themselves in purple bathingsuits
offering smiles to the crowd below

saint e.mc.i r.no;/e.;. %nﬁoéufauéﬁ 'through, the #ne
nodding his head at the awestruck faces

(vol. 1, p. 31)
Given the best of intentions, the best that can be achieved through a red .
mask is purple. Né should renénber that the péper this poem is printeg on
is purple. \\ ' ) .

Saint And, however, remains eduivoca]. He is a spectat(or at his
own freak show where the best way to evoke awe is to parade bearded ladies
in purple baﬁhing suits. So Saint And's 'stafd®is to accept the blue but
not to ’cv!eny the red -- 'to accept a new world order but to confine it in an
old word order. He has fhe blue in his head but he ~doesn't know what i:o do

with ¥ He is passive. He is not a seeker. ‘Saint And's 'stand' is, in

effect, 'no stand'. For, ‘

R, R — ........r.ww Com e e - i s | S A Al A 2
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saint and has lost all hope
(vol. 1, 0.32)
and,

death is simply
a way of giving up

(vol. 1, p. 33)
He will martyr himself because it is the path of least resistance..

The graphics parallel the tropo1o§ica1 structure. .The gointil11§3
drawing of the Saint becomes progressively less d%stinct -=- more obvioué]y
mutable. In the penultimate frame. (series 3, p. 35) the only relatively
distinct feature left is the eyes. »

“ the terror\in his heart can't be shown
~ only his blue eyes let it through M
(vol. 1, p;31)
The equivocation returns in the last frame of the graphic series when the
whole figure is one agaiq distinct. For although he lives with the blue,
saint and is living | |
without understanding v .

i ' © (vol. 1, p. 37)

In himself he is innocuous but those who?can perceive his background . .can
also perceive him,
saint and doesvnot amaze

he is a statue
a corner lost

[}

- (vol. 1, p. 30) . f
His statue-like presence can lead the reader into that lost corner o#
blueness. As his name 'And' suggests, he is simply a conjuncfion. |

The sound structures . in the ségment indicaté a constant awareness

of poetic fiction. Conventions are often qocked, such as‘in this passage
4

where the over-use of sibilants creates an 1\‘nter'\tiona1 clumsin€ss:

o4 . “

N

- -.l




the feel of colour

in .the fingers' tips ~~ . I .
your hands . o
N questions words cannot
- understand

X (vol. 1, p. 26)
f~ Once again there are patterms of gre'at,regpul'aﬁ ty interrupted at random by
unrepeated irreqgularities. There .'is much rhyming, b;:.t no. rhyme pattein.
If we were to borrow the descriptive categories used to describe Concrete
poetry in chapter 2, we could describe t-he use of rhymewa‘s exéressionistic
r‘att;er than constructionist. ‘ '

~The syntactical relationships are disjointed and discontinuous,
thus causmg the syntactma‘] field 1tse’lf to appear mutable, andﬁnot Just
the parti cles. In other words, tf:e placement of the language. part1c1es on
the page ~u‘nder'm'i<nes the pretensi'c'm that open field placement is .éﬁﬁab1e§of

clarifying the boundaries of syntactical relationships. Thus we have:

-

- lclose the door _ - o # -
i'didn't open'my}mou‘th v.
. ) (saint and measures the .1eve1s of thé moon ,
‘. his spoon s full) : .
all questions become rhetorical if the pose holds
... . 1TOLDHIM DIFFERENT 4 -

. | " how can you . | '
' / write fthe news 1f you ~ B
I ) Wwon' t H"sten~ . o

! (vo1 ‘I p. 35)

The reader's first response to this might be to read it consecutively. But

e o there are six statements here and none of them is joined by conjunctions of
4

-

any kind. There is therefore no explicit connection or subordination. As ‘a

’

: i U ¢
result, yeader 1s free"to arrange and to re-arrange his own connections \ |

. and subordinations. (This‘zay of reading is medititive; the reader must ’

1
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“*‘\«\slowﬁggggéand“returnTto eaciparticle or. structure hore thah once.) , The~ .

i =, 0 fifth statement can be'seen as a response to the fourth statement. But -~
d ’ /,.S1nce it is 1n capltals and s1nce the first statement is 1n~tta11cs (all
o other Tines belng in the same typeface) thef1fth\statement can be read as\
R B a a response to the f1rst.-4he sixth statement would then realize a closer
o ) ’ 're1ationshﬁp to the’ttrstt There are many. other possible and plausible

ne1atipnships-to be made. The statement\in capitals mtght be seen as tWe

W

central statement around which a11 ‘the other statements revo]ve The:par-
N enthetical statement might be treated Tikewise. But no ‘matter what syn-
. tactical re]ationships the reader formulates, he cannot accept one readina
‘as being more correct than another.
| I might liken the reader's contact with the text to that of the hal;‘
in a ba?ebal] game. Before the ball is p1tched each player in the field .
(eaeh particle or structureﬁqs in its place. When the ball 15\\hrown,

i

when the reader contacts the text, there is infinite potentidl. when the
.8
ball is hit or missed. the p]ayers respond and a re]at1onsh1p is formulated.

Néjtwo plays are the same, although many seem very similar (text deitics
and the reader's literary competency will not allow any two readings to be N
exactly the same). A]so,’the reader;ean throw as many bafts\as he wishes .. k

These structures demand a meditattveireadiné. He has the ogt%on of formu-

: ) . b ; -
) ) lating a whole game's worth of options or of leaving after the first inning.

. The field is part of the process; it is mutable. Even thouéh Nichol

s Lo e,

uses tragitiona1 syntactical chainx he places them in structural re1ationsh1ps
which point‘tb the arbitrariness of\boundaries, to mutability. Thus we have i

\\\\\\ old word order structures in a new word order ¢context -- a diachronic function.

~ N - 'Segment F' ' . "

o wer e b

Segment 'F', Scenes From The Lives of The Saints, as the graphic

3

+
.
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on the title page 1nd1cates (the oply graphic in this segment), is a group

--:_eT“_e____w;,ﬁ exh1b1t. There are three sub segments each 1ntroduced by an ep1graph

The epigraphs provide the_ background aga1nst wh1ch a Saint will be considered.
_ -
. In the f1rst sub-segment we hear about Sa1nt Reat,=1n the second we hear -

about Sa1nt Rangleho]d and in the th1rd about Saint Reat again, along w1th

S

his w1fe,$a1nt Agnes. Ihese_three Saints are contemporary with each other

and constitute the whole of the third-oenération of the first family (see
. Appendif 5). .

p As the poem continues,‘the a]]egory continues. The.reader Tearns
;\ ] that Saint Reat is go1ng to be around quite a- b1t ,that his’/function 15 N

4

~ Somewhat amb1guous, and that,

‘:(’

.

, he was a sort of 1atter sday muge

N

o - ’» . ' o (vol. 1, p. '43) T

N

If the reader takes the trohb]e to Took in a dictionary, he will discover
~ that a . reat' is an ottence or a;Wrong.doing.7 ;f we match this with. the
combined nord,<'streat' (and disregard the misgée&i?ng) then we reach the
happy conclusion that Saint Reat's offence is his preoccapation with the P

straight and nmarrow, the street, or in other words, with Tinear structure.
AR O !

~ .
2 o

DY Saint Reat's world is, h

the cool cold of the marble staircase o -

~ \

e \ (vol. T, pa 43)

' a world of sol1d monuments and set ways, a world in wh1ch fixed traditions

A

» would thrive, a world which would see itself as-a:
. world without ehd ' ~ , .
y ° : (vol. 1, p. 43) .

v |

Reat, in his world of 1mmorta1‘marb1e co]umns,

.
# -

i ' . . s . N

0.E.D., vol. 2, p. 2432. ' , : . -

‘M;"W“f“'ﬁﬁ’“»/q' vy
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T~ flesh dqes ache

#

/\

Q \ ) 2
_"this marble this phony architetture you hide behind *

~ | -

.

(vol. 1y p. 45) . -

is! remote from the poet whose .

T [N v

o ) (vol.ad, P 46)
The - poet -ndrrator finds it d1ff1cu1t to connect w1th th1s gatter day mﬂse' .
The poet insists that his wor]d B .

"is a real world you saints cou]d nev_ér exist in
‘ L T (vol. 1, p. 46)
" Saint Rang]eho]&,' unlike the distant Saint Reat or the inngcuous

Saint And‘-- the only Saint, we are novy‘told, who‘["understandsi the honesty

. ‘ e
*of chance" (vol. 1, p. 42) -- is direst and violent. He is a policeman

who enforces ‘the Taw with a hedvy handwy He does not think about 'the law, -
A = . .
he simply makes sure it is followed. He js always ready with a ‘strangle-

hold', always [w]rangling, always corr{a]Hln'g the\uriaware and ‘the untamed. .
)
X

As the epigraph tells us, we must,

Superimpose ,the sea against his who]e life.
Only then does the rarndomness and cruelty of
Saint Ranglehold become apparent.

9

{vol. 1, p. 47)

Ranglehold willfully violates the ‘blue, :Me substance of thought and the

potential of language. \"/ oo

We also learn that he has studjed onder Saint Orm, the 'first gener-

™~

ation patriarch of family 1 (see Appendix 5‘). However, Ranglehold has

- apparently taken too much to heart, for his favourite pastime 'is sinking

" “ships. And who knows, ' ¢ : .

how many shqps were lost in his fucking é:torms?
; .

(vol. 1, p. 46) ’ .

The ship mdtaphor is similar to the cloud metaphor. It is a structure
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- which gains its definitionagainst the blue backg_r‘ound of phe sea.. The ship-

‘ .
C e -s

is an attempt to crc;ss the Hlue,.an attempt -to communicate, a'poe'rﬁ*. But

u. v - ’ i . P4 . . ' \J
.Ranglehold's idea of communication is artificial. He sits, . ]
- . . . ’
oblivious in his bathtub - S :
‘ sails plastic boats & sinks them : 4
. . . 3 (vol. ¥, pv 44) '
." I,f jt is -someone else's boat, he, ) , AR .
. snickers knowingly .
as they flounder on dry land .
- . . . ‘
g ) T - {vol.°1, p. 47) ot
2 * The romance between Saint Reat and Saint Agnes, o . .
has caused much s\aeculatmn % given us our E . : .
only real glimpse into their questionable humamty
‘ (vol. 1, p. 51) A

b 4

-

The metalingual function ’connec/t§’1;h1‘s Saint Agnes to the original Saint - *

~

~ Agnes, who was an éar]y Roman martyr and is the patron Saint of young maidéns.
The }rigi nal Saint Agnes vowed to marry no man but Christ. So how, the reader
_-wonders, will Mr. 'straightand narrow' get on with such a symbol of rectitude.
: Saint Reat is smitten-vﬁth love. He wants to join, "green to blue"
o . (vol. 1,~, p2) to join the substance. of emotion (green and organic like grass)
. - to the substance of language and thought. A1l of a sudden he wants to .com-

[ . |

{ municate in the .real world, not in Saint Ranglehold's batAtub world. The

~

_resu]t is left ambiguous. We are left:wondering whether or not Agnes ha§
requited his love: : . | j | ‘ “ 0

; , maybe the maybes can come to be!
v * J

‘ (vol. 1, p. 53)
i a The insertion 6f material from metalingual codes is frequent. There
+ are many allusions to structures which have traditionally been 1gn6red

because they were coyidered.to be spurious, lacking in sem‘dusness, or

Al

\ v

' \ . . . v
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- fllences of the Saints.:

. Plays some part-in the conflict between the

’

/

S

unimportant.- 'Char*acters f-’rom these structures, from comic~books a%d from

a.

telev1s1on -- Dick Tracy, Sam Spade, Emma Peel, and Nura Na] -~ are Juxta- .
wig.

k’“\
posed with the part1c1es of the t%‘opo]ogwﬂ structure 1n..s—uch a wa_y that - 1t is

G .

made obvious that the Sa¥nts de not acknow]edge them. These characters

enter the text as asides¥ar digressjons. %Th"ey seem to come out of the. ¢
‘ < . \ .

> M . : { .
Blue' ,but in such a way that they remain-immune to the allegorical in- '
[N R . * . 3

\\ »
There is now-a complex and well developed tropotogical structure

«

of opposing forces. .

Every new fi«§ure,, every new tropological ﬁartic]e,

<&

'red' and the 'blue', between

prescribed structure and relative stru¢ture.. There i a feeling that a

confrontation of some sort is imminent y

The syntactical structur®s have a feeh’hg of imminence as weﬂ\

©

.Chains are started and 1e1'f’g1ar1ng1y 1ncomp1fte ‘Partfc]es are p1aced in

relationships as if things were being rushed, *as 1f there wére only enough

H ° ,'t

time to say, or write, every £hird word. Thus: e ( \
: bells . ‘
ﬁ bglls e
\ dear funny paper-i write upon~ . ’ } ’
a star ; - . T
. (venus longhair" , .
half moon o
soft belly + - B - | -
sighing l ) L ‘
the car cries’ °
emma pe&}s hg . . ’
. . {vol. 1,"p. 49) \
The parer{thesis which starts before 'venus '; is never closed. The(ne)('t

v, Coa
¢

&
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‘right-hand bracket is to be foud twenty-eight pages later, but with a corres-
(por‘ldiné"left-hand bracket four words befom{a. There are Just enoudh particles

~

- here to form a narrative (to-document the experience) if the reader subph’es

4 [
his fair,share. The reéader might connect some of these fragments to structures

-from other frames . 'The bells' connects v'isuaﬂy to:

.

" you've ‘got me by the balls & won't let go ' N , §

— L . . (vol. 1, p. 48).°

-on the verso page~facing. This can provide us with new relationships for the -

N B % |
/ . . . ,
series of images-surrounding venus. When we turn the page and read:

")‘"‘“ ‘ random braﬁin_\ stranded in the station .

(vol. 1, p. 50) °

PN
——

" we then have somethmg to re]ate to the other‘mse apparently randofn ' the car
cries'. It is a ti'am car wh1ch is stranded, unab]e to qet to venus, to emna
hee]- it is- held by the baHs and can't get away ; 1t.1s a sh1p°strgnded at

B‘gt this is only one,way of readmg

The word "car rcomes just a few 11nes ‘below the word sfar'.' The rhyme

joins these two otherw1se random part1c1es, We now have a 'star car' in which

L] .

. to tr‘avel to 'venus' The “sighing’ and the 'car's cry" are also joined by

‘rhyme So the s\ar car 's arrival at venus., at'emma peel, is orqasmic We have
& Y . '
two opposite readings, both_ justifiable and, taken together, they show how sub=-

-

AR 2l 1

Homsrh 4\ kb« IR s

. -

versive shrgc‘fﬁ?gs can 'éxis't under the noses of, but unoticed by, the Saints.

, The visual and phom'c structures contir\we‘ 120 fo,ﬁoh? fhe examh]es ;)f fhe
preceding s,égmehts‘ Now that Nichol has established how he is gomq to use'-
tradi t1ona1 phonic structures, he has a backgrdund of convention wh1ch REN

secure enough to enable hx-m to go further back into history. Hence we find
r M . ¢

such neo-classical echoes as: h . o,
a ship in perilous storm ;

the lovce__r doth compare h1s state to

i R N
4 r (vol. 1, pT47)

4 ‘ [3

-Such diachrdnic $sund shifts are™frequent. ~ ’

3 a | :
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'Segment G' L, : ~

On the t1 tie pages of both segment 'G' and segment ! H’ there is a

grapmc representatwn of a single Saint.

If the reader 1ooks at, these

two pages separate]y the Sa1nts appear to be obv1ous1y d1fferent

However, j
if the pages between these ‘two title pages are ﬂ]pped throughnt wﬁ'U '
become apparent that the two“Saints are one ane the same. For the series
of graphics in hetween graduaH‘y alters. the features Iof the firsf Saint .
until they become ‘the features of the second. _The next thing to.notice is
that the first Saint is Saint Orm and that‘ the second Saint is Saint Reat.

L4

Se- Saint Reat -- j‘ust Tike Saint Ranglehold who spen; so much time studying

. - under Saint Orm -- appears to owe much'of mhat, he is to the in‘ﬂuence of

his grandfather.

~
®

Segment G'

The Sorrows of Saipt Orm

-

o

. mto three sub-segments

]

, like segment 'F', is d1v1ded

-

But unhke segment E' these three sub -segments

" do not deal with dmfferent Saints.

Tike supp11’cat1‘on;
narrator, we are
S1nce the

references to the

What we are given instead is a prayer-
we are brought.into the private Tife of the poet-
» .

Ny

witness to three moments of meditation
tropological- struc:ture is now s0 firmly established, these

poet s private 1ife have a background against which to

e e

-

" fQrm relationships.

sobbing.

There is ‘no feeling here %f confessional shoulder-

»

The reader immediately sees. the figurative function of the private-

\

11fe detaﬂs

»

v

Sa1nt Orm appears to be a central figure, a starting point.

He

stands at the head of the family like a patriarchal figurehead.

His name

/

reinforces this. An orm, ‘or orme, is the husk out of whicn a flower grows,

just as Saint Orm is the begi‘nnin,g of his family.Fittingly, Saint Orm '
" . ~ \

inhabits the h&aven of the poet's dreams, and in this

e

. . . land of clouds

——

—~
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you rn'ovegi at your whim .
(v’o'l. 1, p. 61) ‘
So Se.int Orm, 'storm', is the model or paradigm for all clouds in the‘sk_y;.'
he is‘ the standard of poetic etrncture. A.c1 oud, \of course, is nothing but
evaporated water: 2 combination of the blue, of the ocean and the blue of
th.e sky. Saint (Srm"s wife, Saint Rain, brings forth the progeny of the

‘clouds: rain. The cycle continues until the rain water is once again

evaporated-and becomes a new cloud. A storm can e both benevolent and

des'potic; it can make the world green or it can be an agent of destruction,'

-

causmg ﬁatahhes at sea.

The references to the poet s private life revolve around an unnamed

a

woman.
my lady my lady ‘ B v BN ..

4 this is the day i want to cry for yoy. . T
but my eyes are dry :

(vol. 1, p. 59)

rI'For one reason or another, however, the poet £inds 1t d1ff1cu1t to cry. To

-

. cr,y is to commumLate With, or to write poetry for, thé muse- But,

AN

. . . the sky
° . . outside this window
gone grey
. “(vol. 1, p. 59) \ .

The poet is 1n a state in b?een.' He can see ne{ther‘ the blue nor the -
s

clouds. He 1s b1anketed bythis frustration of grey. There is 'substan‘cé"

but no 'form! ,‘ '1angue but no ‘parole’. )

The first sub-segment is a prayer for peace and for c#im sea‘
When the sea is calm the poet,wﬂ] be able to trave] to the muse he has beey
separated from. The second sub;segn\ent is a recollection of a time when

the/s torm was destructwe, when perso#al re]at1onsh1ps were calamitous and

4

4

[y
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""Segment H'

wheh he R ' o
_gave up the ship and sank into misery
) k .‘
\

‘ \ . (vol\'[. 1, p. 67)

Failing at relationthips is failing the muse.
. ) iwant to tell you a story
", in the \old way - . =

i can't

haven't the words or
the hands to ree_xch you °*

) (vol. 1, p. 60)

98

Words are 1ike hands The third sub- sedment is the sorrow of si]ence of

10[\eHness, and the determination to break ‘out of it, to move beyond it,

to c‘:reat,e, to write again. ‘

saint orm, i need the rage to lead  drive my hand

\,

N , \ . - (vol. 1, p. 71)

~ - ~

i will return my\lady
but these worlds burn t -

' \

S

i cannot stop the .\i’\low /
. ’ * 7 (vol. 1, p 73)

L

.

Y

Before there can b‘é\a new beginning the past must be accounted for. -

LN

As in the .previous segments, it is the tropological structure which

- is expanding most rapidly. At this point, the visual, the phonic and the

§yntact1'ca1' structures all consolidate what has come before; they continue -

to establish convention and to create reader expectation.

-

>

. In this ségment. -Saint Reat and the Four Winds of the World, the

AN

char*acter of Saint Reat is more fuﬂ&developed. The reader now discovers

that even if at one time Reat's offence had been that he was too stra1ght

“ and narrow, the scenario has changed.  We are told in the epigraph that
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at oﬁe time Saint Reat,
lost his voice but was given it back on the’
condition that he go on a quest for the origins
_of, all breath . ) -

1,

- (vol. 1, p. 77) —

To do this he mijs't seek out the four corners or the ‘four winds of the wor1d.

)

We rgca‘l] that when Reat fell in love with Agnes he wanted to cry.out, but

couldn' t; his vo1ce was gone. @J.t now seems that his offence was- to lTove *

\

Agnes, to challenge the rules “of tradition. His offence was against the-
- \ )

Saints and not. against the poet-"narrat‘or.. The 'streats’ he walks are the

streets walked by a world-weary traveller who must roam the earth (and

. f

heaven) to fulfill his Hercules-like labours. Only when he has found the

origins of the »}n'ndé'wﬂ] he have earned the right to pay suit to Agnes,

his muse, and to consunmate the relatmnsmp '
‘ _Saint Reat is dethroned he becomes human, . h1s quest becomes the
quest of the poet. The poet recognizes this. ‘
i do know you h
‘=~ how you dwelt in that p]ace filled with.questions
Nthe rest (written in a book) destroyed my childhood

~_ - began thi's drifting focusless twist of speech i
you reach towards saint reat .

ey ~, , .

(. I (vol. 1, p. 77) /
. N ,
The 'i"and the 'you' become the interchangeable pronouns of a dbppelganger. .

Together they will earn the right to write by discovering where breath comes

“from. ' R -

_They must, o ‘
1earn the meaning behind .the meaning said

, " | | (vol. 1, p. 86)
Anid they do succeeed. |

the trick was seeing there was nothing there £
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& the sense hit you of the fight won
; (vol. 1, p. 95)

They Fea]i;éd that there' is no absolute; they realized thqt' language is

A\

1a‘\rbitr‘ary; they realized that, | . v

there are no myths we have not created
rdpped whole from our 1ived long days -

no legends that could not be 1~1'es

<
(vol. 1, p. 102)

Théy recognized the re1at1‘v1' ty of .language, the saine re1ativ1‘ty that 1ies
at the h‘ear‘t of Concrete poetics.’ g : e
With this eﬁding comes a new beginning. .

]et your sounds lead you out of that dead time '
" (vo1 1. p. 102)

If clouds are the visual structure of poetry (and clouds come from the blue

K water) then the wind is the phonic structure of poetry because wind comes

From the blue sky. Also, wind is an essential part of any storm. It is
capab]e of both benevolence and despotism.
bThe tropo]ogical structure of the first book has allowed the poet
to create a series of protagomsts and antagonists with which to br"lng to -°
1ife the dynamic oppos1t1ons of what otherwise would have been a prosaic !
probmg of theoretical possibilities. As .allegory, it emphasizes the

difference, the opposition, between the experience of reality and the

attempt to express that experience of reality. For to write an allegory

is to make syrnbo1s out of what are already symbo1s (words) and therefore to
underline the arbitrary way in which’ symbols are created. It is to empha-
size that symbo]s can only be understood relatively and in terms of the
structures in which they are placed The symbols (words) of 'langue’
become the _synbols of a specific allegory or tropological structure. The

generel symbol1 'cloud’ gains an idioesyncratic symbolic identity by virtue
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r N *

.

'Segment A' . ’ ‘ »

-When a norm is expressed there must be deviation. The conventions
established in M}_ are inevitably undermined in B_oglg_z not radically,
“but undermined none the 1e's.s As the graphics on the title pages of segment
'A' and segment ige indicate, this book.is going to Teave behir;d the world
of Book 1. Througﬁ the keyhole, which is no 1on!ger' blocked by the body
of a Saint, we begin to see a new world. (M \ '

The epigraph following the title page for Bbok 2 is a cryptic hint

at whaﬁt'is to follow.

-

1l h ) . ' "
s peec . . - )
eech to , > o
each - ' , * ) -
o ‘ (vol. 1, p. 1/07)
e

'U)n‘s structure points not only to the difference between the visual and

the phonic functions of language -- 'eech' and 'each' sound the same and

are accepted as equals, but 1ook different, only the latter being acceptabﬂe
according to conventmn - but also to theway in which sound particles
are far from absolute -- 'eech', whenrit is part of 'speech' has no discrete

referential meaning; the only reference possible depends upon the whole

/par_"tic'le; and yet when 'eech' is separated from 'sp’ it doesﬁ have a dis-

]

crete peferential meani'ng. The comment 'eech to each' remin&suznalso of

the first requirements of concrete poetics: language particles must be

treated as objects. 'Speech' is the relationship of 'eech' particle to
: . | .

'each’ o‘ther‘ﬁ particle.

e
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ff\ﬁ/lf anything, Nichol's ‘Book of Common Prayer is-a book which contains a

»

o

.

1y -
VL b

U s s ey s ol

'Segment B’ o -
~ :} , . . f . v
Segment 'B'

calls itself a Book of Common Prayer but it is not a

v A . ’ —

he Book of Common Prayer contains the

os—~
. £
.

BOBk of Common Prayer, at least not in

the formalized rélig'ious sense. For |

.

rituals of worsh1p, the liturgy.

somewhat comnqn prayer.

and profane, of.a man who has turned his back on the ritual of the tradi-

tional Book of Common Prayer.

new direction.

. the final and irrevocable separation.

there is vascillation. From:
USELESS SAINTS
YOUR FUCKING LIES L

i wanted to end it

stép into my room happy

still this nameless ache upon the’

i wanted reach you one more time .

o

As 1in thtle Sorrows of Saint Oﬁn

private 1ife of the poet provides much

gical structure.

|

Saints, show the same determination to

His farewells to old

ingness to do so. *

The graphics in this segment are non-consecut i ves

It is a hiatus at the edge of hell,

It 1s the farewell prayer, often ha'l]uc:natory

But this farewel1l contains no sense of a

a test of resolve before,

And as can be expecteg at such’times .

(vol. 1, p. 112)

chest . : . o
(vol. 1, p. 126)s

segment (Book 1, segment 'G;) the

of the raw material for the tropolo-

Tovers, like his farewells to the

Teave, complicated by the same unwil1l-

-

They reinforce

the: fragmented, hallucinatory, between-worlds feeling. Also, for the fi‘st'

time, a graphic is oriented to the left-hand side of the page (series 10,

p. 115). There seems to be no purpose

°

for this oif.m)than to undermine
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what has beéoms convention: the orienting of the graphic to the tentre of..

the page. Unlike the'graphics to this point -- all of which have been

representations of ‘Saints -- the gﬁaphics of this segmént are all of fantasy
landscapes; and thgy separate-the feader even further from tﬁese landscapes
with stage-1iké curtains. These graphics, then, serve the same purp6se as .
the a]]ego}y:. By making self-conscious symbols -of what Sre already sympo1s

they demand that the reader not .confuse the real world with this_aesthetic

O B : o \J
world. - .

A

The phbnib structures opbose the other 1evefs-of structure by méking

)g;talingual connections .to the alluded-to Book of Common Prayer. There is °
: . 5 ) '
repetition similar to that.of ritualized prayer.

. let us forget them
B
let us put them behind us forever

let us Jjoin hands and be free
goodbye

goodbye to you saints

~ LY

-
goodbye to you saints of pain and wisdom

-

(vol. 1, p. 118)

- /

or, R
all thjngs fall
all t&ings are one in theiend“ ' ’ $
all that is all encompassed in that word o

ah sweet saints of sameness . .
- you are that saint-

-

o/

his all - N

. (vol. T, p. 113)
4 . . . . J : -
But the repeated particles are always just out of rhythmic phase and the

<

. elevating effect associated with re]igTousfincantation is subtly undermined.

A i A4
\ /
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The synﬁactica1 structures.are beginning to place more emphasis on
“the djssection ofjparfic]es -- in the mannér of the ebigraph. One type of & .
dissection is the pun. Thus we have: "friandise" (vol. 1, p. 114) which
-is both a dainty edible and 'free and easy'. * We have:

. & i'm holding you aggie , ‘ | 8

. ! ah sweet agnes

holding you to me .

being mister reat .

(val. 1, p. }23)

a * .

e “  where the double meanfng is obyious’and requires suppression of the visual
‘structure. But juSt in ‘case the reader thinKs that the only purpose of

these puns is té e]itit.thé chuckle due to a clever 'doubte-enfendre', the
(4
— . . . J

. poet sets him straight: ‘ \\

these puns are obvious and seal the mind
b11nd1ng the eye
which is the 1mprec1s1on of the word

. - .

hna ) : . (vol. 1, p. 123)
And so we progress to structures sqch as: - . .
‘ mirror into mirrors , ’ .
; ' intd mirror o ) .
KR . into or v B ’ .
; T 1.1, p. 12 "
? (vo p 5) | N o
3 . where the part1c1e or' is squeezed out of the particle 'mirror' like water
.‘ / Y !
,' out of a sponge. Ord1nary puns lead ,to puns with partic]e disséction which
lead to particle d1ssect1on without the pun B The*regder findsrhimself
3 ! looking at and 11sten1ng to each partche in a J?Fferent way; he tr1es\fo
| § find more than the obvious; he tries jto find the mean1ng behind the meaning.
°  a.. - - ‘'Segment o0 * , : N

This segment is ent1t1ed C1oués. Since the réader knows thaé a

c1oud' is a poem, he expects th1s segment to be about poetry. The very <




"first line suppérts_this:_

» L) 0

this time the sky screams BLUE
' ' (vol. 1, p. 131)
The 'scream’ or the ‘cry' as the reader has Tearned, is thé poetic effort.
The sky s screaming; it seems that at 1as%\wé’have Fhé new beginning we
have been waiting for. - \< | 6/ ‘

The visual structures remain conventional. The graphics return
to the representatioﬁ of a-Saint and'}Un,in a siﬁg]e'consécutiVE'series
(series 13) froh the title page to the last page of thé segment. The one
important feature of this series is that the face of the.Saint is é]ways
at least parfial]y hidden by a sun-1ike circle. .Towards the end of the
series this circle covérs'the whaole of the Saint's face and in the last i
frame of the series there is nothing but' the circ]e."This circle’ -~ and
we don't yet know what it is -- has consumed the Saint.

This éegment is divided into seven distinct sub-segments, each one,

y : y
. except for the first, being introduced by an epigraph. First, we Tearn thq;;é{yj

the birth place of the Saints js the sky. They came to earth to find’the
laﬁd at the end of the rainbow and they:
. set their feet upon the earth

as if it were the lost home .
the lost planet of their birth -

(vol. 1, p.133)
The following six sub-segments, each with an epigraph excerpted from The

Folk Tales of the Saints,-tell in more detail the story of this migration,

from the arrival of the first two Saints, Saint Reat and Saint And, to the
end. | ’ '
within one millenium the origiﬁa] saints had passed'aWay
“ ' S (vol. 1,.p. 167)

The second sub-segment qdds to our knowledge of the tropological

"

*
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structure and spetcifically to our knowledge of Saint Aﬁdwi Th Saiﬁts have
come down by the rainbow ana the raihbowiis a combinationqof\yel]ow sun
and blue 'water -- the refraction of sun light by water vapour. Yellow and P
blue also make green éhd can hake things grow:' | \ '
' iﬁ that‘brownngfs vhich is the mind

- (vol. 1, p. 140) .

"

S0, in the cycle of things, life comes out of death. For yellow and blue

o

make éreen, or living nature,W%ﬁ§1e green qﬂﬂ\red -- the‘bo1our of the

mask -- make brown, the death of nature. And it is out of this accumulated

4

death, thisfbrown, that new life, green life, springs. Out of the brown : .
{ B )

earth-comes the green plant, fed by_the blue water éndhthe yellow sun.
We Tearn more about Saint And's passivity. He was the first Saint

to leave the sky; he was the fiﬁft connection with earth; he was the f{rsﬁ

oﬁe to want: to cry in a way the clouds could not cry. At the centre of hif

quest was the 'cloud woman'. We eventually discaver that: H

- she was no cloud lady ‘ . «
only cloudy . . . o

.~

only as a tree is only o
become a ship and.lost at sea

Hrowning bodies slipping off its body

silenced dreams -

(vol. 1, p. 141) : R

His quest was aimed at an ideal, at a dream. And the,_
. . . lady almost destroyed the muse : : ¢
& you let her use you
willingly for your own destruction

(vol. 1, p. 139)
For the nature of And's passivity was to seek salvation through suffering.
you were such a stupid dittle fucker . ) .

nailed your hands upon the cross you bore
up & down the streets

~
~
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" tearing your clothes
in joy in grief

e (vol. 1, p. 138)

~

This suffering was unnecessary; it was beside the point. There was no

.

" need for him to passively bear the'c}oss of traditional poetics once he

. . ~ N
_had reached the eartﬁl Such passivity can destroy the pﬁetic impulse and

destroy, by falsifying, the muse. ) o

The next sub-segment presents Saint Reat as a comic book superman-

like figure.

could've come from anywhere -
planets exploding at your birth

/
He came:

(vol. 1, p. 146)

from cloud-town to earth [when] he was still

achild . . . it was less than a year before

the details of his 1ife in cloud-town became ' .
so vague they were virtually forgotten.

. (vol. 1, p. 143) .
If Reat is a superman, then what are his super powers?. (It should be . |

remembered that Reat is the poet's doppelganger.) It appea?s_that the

yeader must discerr‘this for himself; and to do this he,must face:

this Tlast chance to start now
new the moment faces vou -

live through this moment
this moment carries you

(vp]. 1, p. 144)
No sooéer are these questions about Saint Reat raised than they are
forgotten; we are led into a digression on "poor old raits" (vq]L 1,
p. 147). We would expect Saint Raits to have a harshly pecuniary (rates)

cist of mind, and we would ‘expect him.to” stay within thé Timits (straits)

o
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of what he would consider to be his mandate (tradition).
he'd taken the rainbow but found only pain ‘
as he had in the world that went before —

stepped from one door into another
moving always within the frame ‘ ' \

6462. 1, p. 147)
The next sub-segment deals with Saint Orm and Saint Ranglehold.
These tho Saints marked the begjnning of the mass migration. We learn .
Tittle that is new about these two. They ;regiﬁtroduced’to mark the shift
in power from the Saints in the clouds to the poet on earth. The two :
Saints arrive in a storm which the poet finds almost inconsequential.

s .

oh fuck it's raining

»

stick my *hand in the sea & ’
that's poetry . C ‘ * - \\
' * \_ . gyol._l, p. 150)
It is obvious that once on earth, the power of thé great patriarch is
" diminished. He is: . - e
just a word _— - r

5ust a sign
N (vol. 1, p. 152)
'And so ‘the poet can accept Saint Orm,

~saint orm 1 always pray to you.
., ] .

\\:7éi~‘\ e
but 7 ly if the acceptance is mutual:
\Qrgx\gggyzﬁ’§6"?3Vg\me
as i doyou -

i

-

. / (val.

R L
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The‘next sub-segmenf concerns Saint Iff and:
‘ _ NS
| the prepositions proposition - ‘
| l | (vol. 1,??.‘1§é)“ : _ .
" A preposition joins a substantive, a ngunlér a pronoun, to another ‘language
'partic1e, most often a verb. In other words, it joins a particle which
pretends tg.have.absolute reference, something 'stiff', to a particle which
pu%s that substance into action. But this 1ogicaj proposition must be
redognized as governed by:the conditional, 'iff. If a language pdrticle
had absolute reference then this wpu]d be the/‘séiff' re]aiionship. But:
forgets does not remember ‘

‘who began this moment wakens ) ~

faceless strange-face faces fating p
¥
(vol. 1, p. 158) 4

Language partioles are.arbitrary symbo]s. The particle 'forgets' does not
.remember or remind of Qn essence; it 'wakens faceleés' an? gains meaning
from its structural relationships.

We 1earn‘next that most of the Saints have made the migration to
eérth. "Saint rike & the lady of past nights" {(vol. 1, p. 160) are among
the few who stay behind. It is Togical that we would recognize| a 'lady of
past :ights' by the ‘stains' she has left. It comes as no surprise When
we recall (see Apbendix 5) fhat Saint Rike is married to Saint Aig}-é
‘stain'. It js also appropriate that the one whp stayed behind should be
called Ain -- an 01d English word-for north -- because the 1§nd of the
clouds is often referred to as off in the distant north. The word ‘rike'
has 01d EngTish roots as we]].. It ié the English spe]]iﬁg-of the German
word 'reich' which means 'kingdom'. The Eng]ish word can also be used as

. a verb meaning 'to reign"dr,'to rule'. The ruler, of course, must never
apandon the shiﬂ of state. And so Rike and Ain have stayed behind.. T~

Curiously, the legend of Saint Rike's love for the 'lady of past

-




* granting the past, tradition, its proper p]acé in fhe present scheme of

things.
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nights' becomes-the poet's own legend. » ‘
, do you remember me saint rike Y e : - .
remember me -, ' -
< ) .
» morning gaze into the mirror
who is that there that man
did i own himyonce his face reach-out yes the hands )
» . thdse ladies we said we loved saint rike ‘ . ®
) (vol. 1, p. 160) °
.Like, father, like son. We recall that Rike and Ain had a child: ‘'the
nﬁ::ﬁess one'. . -
. - - ‘ .
saint rike yeu.left no word —— '
~ 7 - . [
-
gone like the clouds .
this first spring day
t am gone like the wind. ¥ -~ . Ll ’
like the 'like’ . )
father . o ) " . -
. ) 8 : )
(vol. 1, p. 166)
As often happens in classical mythology, the deity barely acknow]edées his *
¢ \ 4
offspring. They are left to their pwn wiles -- often with the aid of the
mother, 'those ladies we %aid'we'ﬂoved', until they are strong enough-to ®

challenge their father. And yet, disquietiﬁg memories linger, ~

father i am sorry for this mood
brqoding when i should be happy
who has had so much given to him freely ~_./

o ' . (ol. 1, p. 165)
Bﬁt what has he had gi@en"to him except his birth, and.the}efore a direct
connection to tradition? Notping; ‘Thé 'brooding', the diigdnging memories,
are the frustrqtion of.weagness, the frustration that givés rise to the

type‘of revoPutioh which tries deny the past. » Thg 'happiness' is the

realization that strength ca? be gained by acknowledging the past, by .

N
-

: C . . &
In the last sub-segment all of the original Saints have passed away.
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The poet, by learning their legends, by acknowledging and 1e$rn1ng the
conventions of traditional poetics, has‘assimilated the bast and is féqdy
to-move on; he is now strong enough to take over the 1eadersﬁip from his
‘ fathers. He warns the poets of the-presen}: . "
do not destroy each other with your jea]ous{eé
a . oL (vol. 1, p. 171) " -
because - o o . ‘ |
‘ all pdetry a function of history »
. breathing now . .
referenceless world \4 ) v
) 4 i do take refuge in Y
. surrounded by mefiory - : ¢
R (vol. 1, p. 171)
i Trédition must be brought into relationship with the fnow' (Gertrude Stein's
E ‘make the past present'); a now which is péerceived as referenceless --
E . . that.is to say, that it does not refer to an abSolute, that the meaning of

'now' is to be found in, and is dependent upon, the relative nature of °
structural relationships. we.can now attribute a meaning to the graphic
on the final page of this segment: the empty circle which has consumed

the Sa?%ts. It is the 'referenceless now'.

In this 'referenceless now' the tropological structure has reached -

a resolution (a]] of the opposites have been synthesized) and will ﬁow

{ ' - become the background for what follows. We ‘have witnessed figure after
ﬁigur; Tine up on the s;de of tradition or on the side of révolution -

. this includes the points of resoluticn of subsidiary confrontations. They

1 have now all* come together at a'single po%qt where all 'jéa1ousiéﬁ§Tare

'd

R

_forgotten.

purryRemapeRt e L
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- 'Segment D'

Segment 'D', Auguries, is not the great']eap forward the reﬂheﬁ
might have expected. It is a Ggrtrude Ste{n-1ike repetition of what has
already been repeated. The refationships of\Comox Ave. (ne1ationships'5f
the poe?‘s private life, and the beginning of his efforts to cry -- i.e.
the beginning GOf poetic sensibility) are .probed‘yet again. It is made .
increasingly clear fhﬁt all, of the Saints are in fact facets of both this
particular poet ana:\ig\ggneral, the poetic response to tradition. The
ré]ationship between Sainf And and Saint Rike -- allegorical brothers --- .
i§ explored still further. And's passivity.is brought into more direct
contrast to Rike's activity; Ané *$tands' while Rike 'strikes'; Rike
sta&s in cloud-town while And was the first Saint to come to earth. It

was necessary for the poqt to bring these two together before either could

. cry: the poet must learn to-become an active participant in the relation-

ships which involve him while at the same time remaining receétive to
others: the particles of language must assert their palpability while at
the same time remaining open to all potential relationships. The singie
portent (the segment is after a]l'enti§1ed Auguries) which 511 of this
resifting-and all of this re-arranging gives rise tq is:

N you started to cry
. you started to cry
© you started to cry
you started to cry
you started to cry
.you started to cry
you started to cry
you started to cry
you started to cry
you started to cry
you started to cry ‘
you started to cry -
you started to cry

N (vol. 1, p. 188)
{ . .
The 'referenceless now' of Clouds, the containing circle, or cycle,

-~
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' was begun in Book 1. To this poiht each %egment has_introduced‘a new series
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6f potential re]étionships, has become a puraing, primaf—]ike scream. The
combined power of the four winds which Saint Reat went in search of are
finally, released with all their inchoate comprehensiveqess: The. seal which
bound togethgr the referential pretensions of poetic t;;dition has been

broken. This scream, this breath, reconnects language to the body, makes

4
it once again sentient. . ' \\,
. & ' . s

The visual structure subverts what has been established as convention

in two ways. First, the graphics in this segment continue a ffﬁies which
. N ?

of graphics. Significantly, the éraphic series which is repeated is the one ...

which coincides with Saint Reat's search for the four‘winds. Alsg, small
hand-grawn clouds have been introduced to sepafate verse sifuctures, re-
emphasizing fhe arbitrariness of the ﬁrame and the kinetic (see chapter 2
on Concrete poetry) relation%hip of tge frames. -For these clouds do not

coincide with the frame§ created by the hand-drawn lines around each page.

3

. éy establishing two separate but over-lapping frame indicatgrs the poet

increases the self-consciousness of the structure -- the cqnsciousness

\

-

of the object quality of the frame structure. The poet is remindind the reader

not to take anything for granted. For when something is taken for granted
}t is soon forgotten and begins to assume qualities that it does not in fact

Id

possess. o , ) - . °

-

The syntactical structures are becoming more various and more self-
consciously mutable. A chain of particles such as:

naked your fTEsh is my thots run
hold up the moon. .

) » ' (vol. 1, p. 175)
forces the reader to formulate several patterns of structural relationships:
'my thoughts run to your naked flesh', 'your naked flesh causesmy th6ughts

to run to the moon', 'In my thoughts I hold your naked flesh up to the

1

e o mrmmn wa e
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moon',-and so on. - The referential function-of the syntactical structures
QS madé intentionally problemafic, intentionally mutable.

allow what is to be ,
is not to ceases is
allow to be to do
. ‘ - (vol. 1, p. 183)

Where is the subject and where the predicate? Is this one statement, two,

or three? In the first line are we to take 'what is' as the object of 'to

~

be' in.an'ihperative statement? Or do we take the 'is! at the-beginning of the

second 1ine as the operative copula and the first line as a noun phrase?
This sort of questioning can continue at length. In the end pheré is no

‘right' answer to these questions,no 'one' reading; there is only g range

of possibilities which all point to 'being' becoming 'doing'. In other

‘words,,the particles do not have 'essences' they only hé&e functional

relationships. They are partip1es which 'do'.

-+ ' " . ~

'Segment E'

LI
«

More repetition. This segment, Sons & Divinations, is divided into

5\ -
four sub-segments -- the text of the segment title, a birthday sequence,

a fasting sequence and-a coda. But it is 1ittle more than:

the book of days
" the book of days -
the book of days
' (vol. 1,(p. 213)
Now,
this poem becomes,a diary of a journey
personal 1t evolved impersonally

How would you call it
'a problem of resolution'?

IR . (vel. 1, p. 215) T e
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In the first sub-segment of the text he continues, by repetition,

to repossess his past, because:

trapped by a history you cannot acknowledge-
the -qoem become the life work
a hymn

’ (vol. 1, p. 202)

- Everywhere he turns he feels:

trapped as we are in signs-

(vol. 1, p. 203)
He has lost the feeling of the ‘cry' bu; hopefully this quotidian repeti-

 tiveness will allow the poet to: I

reiurn again to the human voice & listen
rip off the mask of words to free the sounds

( ' Yy
I , . (vol. 1, p. 208) . ' -
because:

we must protect the sacred energy . ~—
energy seen nqr as something to be shumned )

[

{vol. 1, p. 207)
in a world where:

the social organism becomes a cancer [and]
we attempt to simplify something that does not exist

(vol. 1, p. 206)
The poet, in order to escape the traps, must:

fulfil my energy potential here on earth

. . (vol. d,p. 213) ' 3
Whenever the poet forgets to acknow}édge his‘;ést he loses his poetic energy. ,)
o The fasting sequence is a contiﬁuation of purgation, a’renewed

In a pastoral sefting the poet contemplates the
constellations and the Greek myths which have lent their. names. These myths,

as they are recognized, are repossessed. The challenge is to:




" * which is possible becAuse: . ~

; 16 .
- . - \) ] j -
find a_ focus ’
"* axpell the poisons through the fast : :
: T - - ¢ .
“(vol.. 1, p. 214) - e -

<

th1s close to an e€>you recogn1ze yourse]f for who ybu -are

L (vol. 1, p. 214) . v

P . [
C . ot

In the coda sub\gggT:Ct he returns to the optimism of the birthday
sub¥egment. ' ‘

i know the way out will be found -t ' {
a question of letting energy mass R

.-

) ' Tvol. p 216)
This is the si%é energy that bursts out at the end of the b1rthday sub-

d% LIS
£
,
'

segment.
oh Tet me sing
‘oh let me dance .

oh god pﬁease give me
a second chance

was never for prayer /

was never for peace : T

was never that happy ' y .
was never that pleased ’ s .

—de weds wde wede

but op let me sing’ ) S : Do N \;_)
oh let me dance o o ; / | '
oh god pleqﬁe_g1ve me . ~ '
a second chance" - . - i o L
| : : (vo1 1, p. 209)‘
This,in its turn,ref1ects the openiqg of the segment where the poet realizes

3 ~

that there is a: W, . ‘

real energy my body reledses ) \: = .

|
| .
e
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ican gain the reins-of.

~

/ R (vol. T, p. 1962/‘

L]

because, having poetic sensibility, he is “sittiné betweén: .

the blue ‘dragon on my right .o .
the whi te tiger on my left

O

* \

(val. 1, p. 195)

The 'blue", as we know, is the inchoate source. of thought and language and

. - , N ¥
‘the ‘'white' {is the c]oud' or the form which expresses the 'blue'. The

'‘blue' is the . ener‘gy he will 'rein' in: the 'white'. He1s in the gap

e

batween 'Tangue' and 'parole'. Between these two opposites:

cappel#a its brightest star
now known to be a binary system

(vol. 1, p. 210)
the sparks fly, 'and:

there is music <in the moment comes together . ‘ .
(vol. 1, p. 196)
This is the mdéié, the breath, that is felt in the body, the music that

was missing when: "

language was the prototype I
perfect model of the robot run amuck, o
{he tool that could never replace its master l -

I 4

. ' (vol. 1, p. 206)

2
L

So, after the freeing 'cry' of segment.'D' the tropological structure
now indicates that "a'H is not nirvgna. The 'cry', the 'song', the 'dance’,
the energy that bursts the sea1 ‘must be continually regained. - The repeti-

tions of a poem which is a documentat1on of a Journey, a 'book of days',

» must ' make this clears There are timewhen.the energy is 1ost and the poet

is left floundemng once again. The atta1nment of energy is the attainment

-

of 'now', not the attainment of ' forev\er . It is mutable, hot absolute.
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The graphic series accompanying this’ segment makes a simi‘lar state< '

ment. There is a drawing of a Saint with hands, then without hands, then
[]

with hands and so on. Now you see me, now you don!t. When the hands appear

-

.

they appear inside the ‘same sort of circle thatlis related to the 'reference-
less now', 'to the containment of pradition:' The hands are Tike poems achieved

9gainst this background.: , : . o

T 'Segment F' g

The final act of purgation is death. Segment 'F',‘“ Friends as Foot-
Tiotes, is death in qu measure. It starts with a description of the burial

.of a friend, somewhere in Ontario, and ends thrde thousand.miles away in
Victoria -- after reflections prompted by meetings with friends along the
4 ’ N b
+ way in Calgary, Edmonten and Vancouver -- with: .

oh god you are dead you are dead dead dead .
christ you are dead you are dead dead dead g

- what shall i1 do who shall i be i can't see you anymore
no direction sign or longing

_ 'only the space behind my_eyes screaming
you are dead you are dead you are dead dead*dead
no joy to feel tho i free you gladly
no chain of words to bind you to me )
how can i 1ive who cannot be without you ’
knowing you are dead you are dead you are dead dead dead
. dead you are dead .
no longer to live or to walk in comfort
only the skies empty my tears . - -
. hell i cou]d fill the space with moamng

A ( oh you are gone & i am left
Toneyly. father ’
i am. Tonely father . : -
father i am lonely .
knowing they are dead
they are dead dead dead ‘
they are dead L . N
they are dead .
they are dead dead dead , .
& i'm lonely father : , *
i am lonely father ' ' ’
father 1 am lonely '
lonely father .
v .1 am '

(vol.1, p. 235)
(? . . N [
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.They may all be 'dead and he may well bé lonely but thé deaths wege necessary.
witnessed all your deaths each n1ght_;%r weeks < .
the agony ‘ , ¥

\ Tiving now as eneragy -
flows from my fingers into these poems ' v
(vol. 1, p. 235)

His poem exists only because of death. For gnly out of death comes new 1ife.

To deny death is E? seek stasis -- the confinement of tradition. Deviation

and subversion are necessary to the creation of the energy required by poetry .

Death is necessary. It is u;avoidable. The final scream of this segment

is or959mic -- the death and the life of sexual orgasm. Only’g;/;r1v1ng

relent]essly towards death is the energy of life realized. -

The tropological structure has reached G{eimas‘ base isotrope:
1ife/de$th. Its synthesis is the creative act. .Nichol calls on Gertrude

Stein for support:
stein did say
the hardest thing is making the present continuous
living day by day _

) \ (vol. 1, p. 230)

To live in the past, in memofy,oin history, is to try to fool death, to -try

to denx it, to keep 1t at bay. .To fantasize about the future, to search

for-a utopia, is to do the same. "To make the present continuous is to

live the death of each moment of the '‘referenceless now'.

'Segment-G' : -

Ed
&

The ep11ogue is 1ntroduced by a graphic which shows a c]ear]y def1ned
Sa1nt in the foreground holding a book, and a crowd of spectre-like Sa1nts
in the background who seem self-concerned and not at all 1nterested in the
Saintiin the fofeground. It appears obvious that the Saintsin the foregrouﬁd

is Nichol himself and tha e book 4 The'Martyfo1ogy to the end of Book 2.

> 1
. , . -
.
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* the poem is written in spite of :
all the words i once believed were saints
language the holy place of consecration -

~gradually took flesh , . .
becoming real ) :

) _scraptures behind me - ' !
, 1 am written free '
(vol. 1, p. 239)
Anyf.hing ‘which acknowledges “tradition -- both necessary\and unavoidable -~

Al

becomes tradition. The new tradition in the foreground is seen against the

old tradition which is the background. In its turn’ the new tradition is
L4

o
s

martyred.

w
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- and touching a tongue which flows upwards out of the head of the Saint;
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Chapter 5 -
\ . ~N
. "The longed for beginning"

Book 3
'Segment A" ' '

This segment is nothing more than the titlve, on the ou&side cover,
But it must be remarked because in the previous volume the cover title was
integrated with an epigraph and .a preface. Now it signals only that a new
vo ume is begiming and that the physical quality of the book mainta,n?ns ,/
the conventions established with the first volume.
'Segment B' . /

*Moving backwards -- or outwards -- the second 'tiﬂe page reminds

us that this volulye is par-t of a larger project called The Martyrology

\

The" gr‘aph1c wh1ch follows ‘the title page is the f1rst in a serids, each.of
which 1ntroducesa segment -- segments 'B', C' s dnd 'D' -- and which, when i
taken together join the front matter to the text proper. These graphi‘cs_

show: a Saint with a cloud over his head; a hand coming out of the cloud

and a‘ Saint with his head joined to the cloud and his beard joined to the
sea. This series repr\esents, therefore, a movement fyom the separatwn
7

of substance and 'form' to the joining of 'substance' and 'form"” -- from

the position of the text at the beginning of the project to what we ,assuhle'
'8 . M Y ‘

Ce . A '

oot , . FE B e T
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‘ expec?ed. The last two lines are espec1a11y pu~zzhng

/ - 122

the poet is suggesting as the present p_osition.]

The 1line framing each page is now mechanically drawn; it is with-

‘out the idiosyncracy of the hand-~drawn lineé. Also, the colour of the line

has- changed. It is no longer grey, the cglour of the outside cover, but
purple, the colour of the inside cover‘. fhese changes paraliel ~the manner
in which conventign: works. When a characteristic begins to stabilize it
also begins to fade into the background. Its acceptance is marked by an
increased uniformity of expectation and by its being less and less noticed.
The preface Seems to indicate that a fresh start is in.order. |
sit around the table |

talk of nothing
good feeling for the job that's done

)

. ) vol. 2, p.- 7)
Nicho] starts by h‘stipg the ingredients for 'hollopchis’ gwhich appears

'to be similar to a cabbage roll) and ends with a ref’erence to a fm’end]y

wind and a clear blue sky. The setting is one of pastoral contentment and op-

timism. This is in stark contrast’to the Qor]d]y and  sophisticated ending of"

Book 2. The reader who has come to Book 3 with Boak 2°still fresh in his s

mind will wonder what is about to happen Th1s is not what he m1ght have

blue sky above you always ' ~
pray that will be so :

‘ (v01.. 2, p..7)

Is this not the expression of a utopian wish, a wish for stasis, a wish

contrary to everying that was achieved -- and apparently‘at a high 'price

1The Grafnhics throughout the first four books of The Martyrology
contain much more detail and are much more closely reljated to the minutiae

-of the text than 'l have been able to .indicate here. Allusions to, among

other things, medieval manuscripts and alchemy, are numerous .and complex,
and could in themselves provide the basis for a full scale commentary.

.. Such a commentary would have to explore the nature of the collaboration

b&m‘een the designer of the graphics, Jerry Ofo,' and Nichol.

. d M e B
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. D -- in the first two books?

'Segment C' - o . o

In segment_'C', The Martyrology Books 3 & 4, there is‘'a dedication

and two epigraphs. The dedication is an emphatic repetition of the one
found at the beginning of Books 1 & 2. It is no longer tethered to the
bottom of thé page but haé bee.n ’anwed to float, c]oud—h‘ke,‘to the top.
0f the two epigraphs, the‘ fi rst-is a letter from 'David' to the poet (the
Dave of the relationship Jcentra1 to Books 1 & 2) and the second is a .Batak
_Prayer to find a bride',’ | . |

Both of these epigraphs seem not to contradict, which the reader
m‘gh’g e;<pe'ct, but to ignore the tropological structure of the first books.
They both have the sar;le‘sort of euphor'i,c. and‘utopian pretensions that were.

« Zfound in the prefa;e. They feem to be begging for some Qastora? o’gher wor]d?

for: . ' . .

some paradise
a slice

¢

(vol. 2, p. 13) .
. Relationships are unreserVedly\he‘alth; and gardens are "coming in good.’"
(vol. 2, p. 13) o
"I the Batak Prayer the.poet asks for "a beneficent ‘dream‘" (voT. 2,‘
p. 15) so that he will knpw whether or, pot he v;ﬂ] marry thé "daugtiter of
poetry". and whether or not they will "grow old together." (vol. 2,‘ p. 15).
He wants to have his cake and eat it too. He wants to know beforeﬁand that
he wi]l‘ live happily ever after. Is all of this a seductive bal‘lucina.tic:n?
Has the poet thrown in his spurs and decided to accept an early 'beati%ication
in exhange for a little propaganda Ym'ting? The c]earl; bme sky the poet
afks for 1'n‘ the preface seems to be rapidly filling up with cthe clouds*of','

133
~
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static traditionalism. ~ ’

By this point the readerais totally confounded.\ He no longer
knows what to expect. Is this an intentionaﬁy,p'laced red hervring? Is
the poet settiﬁg tp‘mseH a trap so that he will have something to escape

from? Or is he sincere? Is this, a wrong turning, a painful digression?
9

‘Segment D' . .

Segment 'D’ is the text proper of Book 3. There are‘twelve‘ Sub-
segments. They beg'ir)' as if they are going to be structured around the
number thfee, with three groups of three :sub-segments and each group separated
by one‘ of three inter]uaes:,,. This would be a Very secure, preprdained and
by, aﬂk"appearahcés, 1ntent1‘on\a11y utppian s.tructu.re. But the last group
shattérs this expectation just as:.‘it is being formulated. Sub-segment
'IX' never materializes; the third interlude -- the 'coda' -~ takes 'the

. <
eleventh position and a tagged-on 'variation' becomes the twelfth sub-

. segment. The utopian dream is deflated beforé it is achieved.

In the—ﬁ'rst sub-segfnent Nichol dis trying to discover the priorities’
of a new beginning. But in -resifting the loneliness and the anxieties that

-have brought him to where he 1'§, he finds himself more anxious and afraid

" of loneliness than before. This pressure forces him to believe that ,

[y

there must be a beginning made ,
a starting over _a writing down .
times when other voices do not distract ' Co

\
(vol. 2, p. 22) .
This is surprising. Does this mean that he now wishes to fgnore the tra_-'—

ditions which he fought so hard to assimilate and to perceive in the con-

. The second sub-segment continues this confusion.

i wanted a portrait of a man
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so perfect it was weak in his Veaknes“ses
. (vol. ~2, p. 23)
What has happened to his sensle of mutability? Why is he asking for some-
/ﬂ\'thing perfect, for a static’ideal,

within the Timits of my vision

-

* (vol: 2, p. 23)
Why is he all of a sudden.limiting himself? A1l perception is necessarily
limited but that does not“mean we accept the 1imitations, it means that we

’attgmpt/to/&é’rcome them -- or s seemed to be the message of the first .

two .books . F1naHy he realizes::

‘V
the days are spent p1ec1 ng things together )
! the nights strewn with pages you do not remember writing ¢
. - third person to first person ,
‘ am i the fool s
i have nothing to say |, ‘
& 1 am saying it -

(vo-. 2, p. 24)
And he continues to say it. Somewhere in this rambling, day-book listing

'of events, this genuflection to the ignored importance of the ear, of

éound, somewhere in this lonely pleading for gin‘dance, we are asked to find.

a new beginning.
an order is perceived
it is mentioned
the task is once again begun

all of us who occupy this body linked as one
an ear for an i want to talk to you

(vol. 2, p. 30)
*But the only beginning I can perceive is that of continued. exist‘enCEs the
, . "bayv'e minimum: '

i can't throw my pen down in the old way
when retreat was easier than continuing

O bt AN, e e

~ (vel. 2, p. 28)
“Yet sub-segment three continues to give signals of retreat.

» L 3
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you have to pay old debts : . .
before you catch the moon

“(vol. 2, p. 30)
Does thé poet really think that he can even the score and enter nirvana?
Surely hé can only hope to advance by incurring new debts. The continuing
inconsequence and the continuing repetition of c1ichéd poetic sentiment
cause Us to agree with the poet's#®n self-critical comn:nt:

A

magic words of poof poof piffles
make me just as small as sniffles

(vol! 2, p. 31)
It is only in the last line of this sub-segment that we begin to.

feel that perhaps this poem might regain some of the energy of the first
s .
two books. Quite unexpectedly we pead:

tear .ﬂdown these wires that obstruct\ my ear
‘ (vol. 2, p. 33)

The old rage has re-sur®aced.. But this is a ‘curious thing to write in light
of the phonvic structures of the dozen or so pages ‘which precedéit. Segment
'D', so far, has been free'verse of a conventional nature'whi;\h\'is hardly °
distinguishing. And the syntactica’lv structures are, if anything, more
traditional and linear than those found in Books 1 & 2. The slight intima-
tions of self-awareness are far outweighed by the péet's attempt to pay off
bad debts with old and deyalued gurrency.

- In the first 1'nter'1ude, INTERLUDE: The Book of 0z, Nichol ‘returns

- to the tropological structures of the first volume. He describes how Saint

I[ff died by falling from the sky. To find Iff, the poet entersan 0z-Tike
dream wo“r'].d of comic book characters. In this dream world hé accepts death
and. renewal. ’But this+ acceptance is allegorical and not visceral. The
reader now sees the aHegory'of the first twobooks as the background which:

opposes the attempt to write viscerally. Nichol's fi‘rst a-ttemﬁts to write

J e e
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viscerally have led him into a sterile dead-end,” an escape into looking
for a  utonia. This interlude brings back to the .poet the structural
message of the allegory. He admits: ’
4 . H

its not easy 1iv1‘ngroui.our history g

we want oracles and visions

they come . they don't come

that's as may be

(vol. 2, p. 35)

He quotes Dorothy's question to the mangaboos (from The Wizard of 0z):

'"How long do you live after you're picked?'
¢ (vol. 2, p. 35)

The question ig rhetorical. The answer: you don't., This allows Nichol
to re-orientate himself:

at m'gﬁt in the garden i see mangaboos

full grown ready to be picked

hear the mutter of their vegetable voices

feel their tharns pride

.. (vol. 2, p. 36) -

He could only 'feel their thorns pride' if he were picking them. "Once again '

he is incurring debts.

In 'IVK' Nichol returns to the quotidian. He recounts the daily
1

~

events, €
suppe‘r at sean's .
bread fruit mangoes soursop,
goat's cheese with crackers
green tea
(vol. 2, p. 40)
which -keep the channels of communication open but which do 1ittle more.,
He has resorfed to the phatic; we feel that he is biding his time. He
tells “us that together ,

we draw nearer & nearer to that moment when
poetry and living merge

(vol. 2, p. 40)

.
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‘we have come to expect of this
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t

In 'V' he enters the past looking for paradigms of 'we'. The

2,
%

tropological structure is no longer allegorical as in the first two books
but metaphoric and metalingual. . He introduces references to many: social
\

and cultural codes which bear a diachronic relationsfmib to the present and

which he hopes will provide clues, or 'oracles', concerning his direction.

‘References to Gilgamesh, to the I Ching, to the Australian Aborigines,

to Yoga, to Tiahuanco and others are introduced in an effort to reclaim
the myths that éave us, history |
~ 2 geography of time
| (vol. 2, p. 55)

Intertwined with these borrowiwmsions are the day to day events
00

k. But now the present no longer

4

' seems so inconsequential or so clichéd because:

the cycle which is history ’
the sphere’
gathers us in -
we with we
a kind of Titany

(vo. 2, p. 43)

This litany of ‘'we' has become‘ progressive once again. - *

L ) &
4

. we are free to move as we p1ease
in a land where boundaries are a frame of mind ‘

v ’ (vol. 2, p. 41)

movement. The ‘we' is placed in opposition to the 'I' in this dialogue. The

'we' is the 'I' connected to "the world in time and space;’u not" isolated,

not seek1ng to petrify 11m1ts and boundar1es. No longer is the.poet vainly.

- demanding a stat1c ideal. ' ' . *

there s no way to encompass everything
we need to encompass as much as we can
~the pain is the recognition the wgrk outlives us

1
e

—— P -

A litany, of course, is a dialogue of invocation and response -- a dialectical’
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we die before-we's completion '

, (vol. 2, p. 56)

. The poet is re-acknowledging the proceés and opposing his earlier desire

to retreat. He is dragging himse]f out of his Viscera] morass.

This new energy revitalizes the‘ poem at all levels. With 'IV! the
graphic series changes from a dream-1ike and benign ascent towards ~heaven
(with all the innocence of dream-like wish fulfillment) to an earthbound
figure, sur‘r_ounded by'men of similar appearance, who is shattered by some-

thing falling from the sky and is then reborn out of his own destruction.

.The syntactical structungain sjgna1 their mutability.

rob & i or
connections
4 or more , .
friends .
’ no ends or means . .
living

(yol. 2, p. 41)

We can put fhe first three lines in ser;'gs/ and place them in opposition
’to the second three lines; or we can place the first two Hngs against
‘the fpur, following; "or the first four against the last two; or any other
of numerous bossibi]itie's. i - ] |

In 'VI' Nichol continues to play the past off against the;\present,
this time in a co;"templation of death. The past he 'plugs into' now is not
that larger past that history has given us t;ut a specific past: the aHego;'y
of the Saints. But fhis al'legor_y is no longer given special status., It
is part of all myth and history which are joi nqd in the present. Nichol
1ntertw1‘nes' these past évents' vyi th his own cdntir;uing narrative in the
present. The poetic journey is now also a physical journey as we hear about.

the poet's travels across Canada and of his relationships with his contem-

poraries. All events, no matter whether from the paét or from the p'resent,'
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. . .
occur in the 'now'; no attempt is made to make the time frame of past events

-

distinct. '

now that it's over

now that the 1long road's gone )

your wife dead your tongue’ stilled saint orm
we are left as we are always left 9 . . e
moving on ) b

A -

(vol. 2, p. 60)

4

everything comes together T -

3 \
. - - . - - . . - . . .

all 1ife a sphere we move within -
poets friends- lTovers saints
caught up in

carried dut on > . . - ;
the current of we which is history \\ ' y
' . -~ - ° . !
(vol. 2, p. 61) ’ |
B . L R ' ,.\ >
At last we feel as if something 1is beginning. - ' o
after the instances of forced conclusions * ,' .
realities thrust upon you you cannot escape
< - " (vol. 2, p. 61)
In the'second interlude, INTERLUDE: “Double_Vision, Nichol brings o

together many of the loose strings that have appeared from time to time and

* ties them together in a tropological structure.’ This néw s tructure brings

together thre oppdsitions- fecund1ty/ster1~hty, process/stas1s, and con- »
taminated/Uncontaminated. Impurities are naturaHy cu'Hed from part}des
in motion, in process; pqrt1c1es in stasis, stagnate, the forrﬂer' g1ves

rise to uncontaminated fecundity, the latter to eiti\er stérﬂity or cqn-

taminated fecundity. This ‘sub-segﬁent begins with the story of a search,’
for a clear-water well. The search is proving diffy cult. Previous wells
have proved contaminated arid Tethal. Clear water is a sou';-ce of fecunc\ﬁ\ty

and contaminated water is 4 source of stasis and death. An elephant is

introduced -- a circus performer-, or the average unaware man,-- who falls

into the well and has to be hauled out. The elephant in the well .is a
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5 d , tropism for coitus. ) '

8 well as cunt ) o A '

: elephant as prick . . ) \J

‘ , ) o b e “(vol. 2, p. 67) , T .

. . ﬂ|.’; « e
The potential for contam1nat10n is obvious. “The unaware, and therefore

unpure w111 unw1tting1y fi11' the well w1th sewage byfa111ng 1nto it.

e Ieve] of contam1nat1on is not 1etha1 the result will be mutation

mm?rgence of spurious forms. And so the concern with contamination

is joined to the zoncern with the dourney.

. still water 1ike the heart
’ . reflects grows stagnant
A . putrifies in time c
. I . ; " (vol. 2, p. 60)
L} . «j >

2

o Rugp]ng water c1eans itself of impurities.
< Nichol is situated in Tononto, & c1ty which is located in the centre
o . ; ) of;a countny which spans 4500 n1les and, which has an ocean at either end.
, | His constant jqurneying from coast fn'coast REEps returning him to great
expanses of c]ear blue water. But 11v1ng in the centre he must dig wells.
‘i,: 5 "And so the journey to the ends:is the journey to the cenE;e, the constant

i} ‘movement whfch keeps the water clear. Contrary to what might seem to be
L . ] ‘ B . N . o
the obvious, roots can come from this constant travelling.

Set down roots if §he ‘welcomes you
. ' . it’is a matter of permission’ SRR
’ | ' full partnership lets you take the trip . -

o "

(vol.-2, p. 69}

‘Further, the jourhey east and west is also the journey up and down. e
. “that one goes west (to vancouver) !
or east (to hallfax)'
is matter of facts -geography | ,-
placing yourself relative to 4500 miles of country
whatever the journeys up or down that might have gone

- ) "

a——— s .
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# have yet -to come before you .

(vol. 2, p..70)

, .. - ] . @ :
. The physical journey will become the mental journey; the physical fecundity
will become the mental fecundity' | . i ‘

felt as stillness in the'bra1n or
. vortex or
N the whirlpool

.. o | q (vol. 2, p. 60)
This is the 'double vision'. -
In 'VII' Nichol cdntinues the travel metaphor. But 6n1y just.
The journey now 1s the Journey into the mind and the main concern is the

concern with boundar1es W1th doors that open and close. The poet wants

- . N .
3

to know, .

: that these ones the ones who travel in the mind
"make’ it home again - '

' wheefs foTding down
+ frozen ground ]
(vol. 2, p. 73) ..

After a11, trave111ng in the mind is a dangerous bus1ness It is a whirl- ~

pOO] . ! ' ’

how is it done how is it said the head

; sheds the lies its lived by what comes screaming

y .S into focus we talk about the real world because

i .7 ., the unreal exists inside us beside us the ones we ‘

: s« + meet the streets are full of us ] ///

, (vol. 2, p. 73) . -
Insi&e the mind the words pile up and move in all d1rect1ons, S0:
P | ho do you follow it then the sw1ft shift connections

i am\talking of rothing she hits me in- the place -
out S¥\$1ace the whole conversation '

Cfwol. 2, p. 72)
The visual and syntactica}-structures are beginning to change accord-

. & «ingly. In this sub-ségment, for the first time, therp are prose shapes
’ . . \

N A

D
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' In 'VIII' the travel metaphor is extended eyen‘further: The journey
I . .
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which alternate with verse shapes; the one set off against the other. The
prose shapes are ;ompacted and dense 106k1ng -- 1ike the interior monologues
they are -- the verse shapes are more ordered and open; they are the external
context, the objects of time and p]ace\and persona kthe deitics) which
surround the contemplations.

east coast morning

salt in the aire

you are nowhere near me sa1nts ; ’ .
left to walk where i choose .

i place my feet with care ' . .

(vol. 2, p. 70)
The disconnectedness and the fragmentation of the syntax in the prose shapes
is in direct contrast to the referential clarity in the verse shapes.

younger days as are remembered the thing builds
*  up takes over as the poem ends when the sphere nf
. thot is moved thru all directions similar one word -
at a time it ends faint words in the evening aire
send you looking for paper to write them down o . -
someone to read them to

0

{

(vol. 2, p. 73)

Each word, each particle, can either continue the chain_of the word which

5

comes before'it or start off a new cha1n, or refer backwards or forwards, ‘///
to a rhyme, a s1m1]ar part of speech, or an idea. No syntact1éa1 chain is ‘
started and finisﬁed as if it were capabfe of saying anything definitive. j
The prose shapes appear as if they have been lifted in a chunk out of some - 1
1arger and equally ﬁndefined chunk. Such struétures are-both phatic and ;
poefic; they are phatic because they manipulate fhe reader's manner of
perception --. they downot af]ow him to forget the objeci quality of language
in order ¢o concentrate on the referent1a1 message-—and they are poetic be-
cause they subvert the traditional forms against wh1ch they are Juxtaposed

v

by drawing attention to their structure.

becomes the migration, both in time and place; it becomes translation --
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“the transformation from Indo-European language roots to our present 'langue’,

Ne—-

-and the translation of thought from 'langue' to 'parole'.” Again the exterior

deitics are intertwined with the interioq’deitics.‘ A1l metalingual codes
are incorporated into the 'now'; they are not presented as capsules of
fact from the past. 'f
dead or alive the tribe of saints goes on ' | s
its not the town but what you founded ‘
the land you claimed carries your memory
every bush haunted'by what went before
"history is with us in viscera & bone
(vol. 2 p. 76)
A1l the events of history are trans]agjons of the initial act, the beginning:
your names many |
- your attributes. the same
it is your parallels not the differences confuse us
(vol. 2, p.77) -
It was this initial act which set man apart. Because of this  there is in-
comp1eteness and urgency. Therefore the poet can:

. . understand the necessity of déstruction )
the fire that purges ‘ . °

(vol. 2, p. 78)
Wards, names, saints, gods, are all part of:
# - L |
a game of shifting allegtance . A
(vol. 2, p. 79)
But now is: ’
" a time.between gods when no one god holds sway
~is this century's become ~
.the elders we can respect are few AV
we suffer the confusion disillusionment brings '
(vol. 2, p. 78)
and so the poet seeks: . ' o
. thé one rmame by which to call you~

(vol..2, p. 79)

I P
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.This one name, the right order of- things, i§ e1usive.

~ The question of translating this initial act becomes one of establishing

To do this he must: ‘ . ‘ S ﬂ i
right the day to day order of things . ' . .
. {

..............

. / ’
in the equivocation which is translation

" ' (vol. 2, p. 80)

the jews knew
that if they never named you they wou]d never lose you

/// _ (vol. 2, p. 80)
. A .
The opposite of this is also true. :

it is all here father - ,

as it has always been .
all language names you '
all description as i make it clear
the nine billign names 2f god

{vol. 2, p. 82)

—_—

convention.

Q L)‘_ '.
(so many ways language can be used

--------------

speak as we choose
knowing friends are-*there

m (vol. 2, p. 84)
The creation of‘such tradition is a powerful motivator because:

the worth of taking the phrase literally’
takes you out of the tangle of liberty

(vol..2, p. 83)
But tradition is on]yi'tradipion','a étop gap against chaos, a conspiracy ,

to provide an aesthetic order., It is necessary but vain -- a contradiction

in terms which demands constant renewa1 - it s dgath and birth. For,

we will never encompass it Co C o
never fix it with the name home : .

N .o . . . It
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even our own galaxy . .
. how much can you grasp in any rea] sense ,
N T at what point does the mass or density of it a11 overwhelm you

retreat to details of shoes how you tied your laces on
what it would mean to you to lose them

(vol. 2, p. 83)

o

= When the poet refuses to retreat, to accept a tradition, there is

. death
- the internal fire
i am burned alive daily !

- (vol. 2, p. 85) _

To enter this aesthetic realm of no retreat is to enter a realm of mierors
where noth1ng is d1screte where all sub-structures become facets of the
initial strdcture because they have been filtered through tdanslation. The
'me', the potentially discrete, Eecomes the 'we', the inextricably joined.

Nichol presents woman, the muse,as the unifying force. .

- ——— — - o

w's omen ) ’ - A
it turns over & reverses itself '
‘the mirrors cannot trick us
' (vol. 2, p. 87) .
The reversed 'w', the omen of 'women' is the ‘m' of 'me'.
; ' - . the sign comb]ete

the w and the circle tufned
add the E

the saints returned to this plane

¢ W
L4
# . :
» ' *

The'W' turned becomes the 'E'; the 'W' mirrored becomgs the 'M'../Ipep61o—

M

(vo] 7, p. 87) ,

gically the oppesites are joined and the.'me' is connected gg/tﬁe/eyc1e of

t L ' ’ - . }" ///
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And so the tropo]og1ca1 structure has become not Greimas'

we'.
base isotope, but a four term homology with no further possiblity for re-
duction.

MAN &————> WOMAN

° LS ot
’ LIFE DEATH

In CODA: Mid Initial Sequence and (variation on a line by H.D. --

in memoriam},'Nichol parodies the power of translation to create an apparently”
discrete, dogmatic and so}ﬁpsistic tradition. By manipulating language

particles -- letters and words -- he presents a propﬁécy whose claim to leg-

itimacy is, derived from the undeniable internal logic by which the conclusions

~are reached. - But it is all a game, albeit a serious game--the 1nperent *
contradiction providing poetic tension and the gap wherein meaning is to be
found. X

The syntactical structures are merely ingenious.
& , last note '
no t ) .
no e
1 as no .
.1 body ,
1 where ’
1 w here
no
fO w's sake ' o
no is -
e . v -
against the silent sleep
. ‘ (vol. 2, p. 89)
We are told to make certain translations and transformat1ons, and if we
make them th1s pasSage has a very mundane referential messaqe The ability
to force these changes of symbo] relationship so easily upon the reader
points, of .course, to the arbitrariness of the symbol itself.

P
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The rea] structural parody lies deeper, however. By pTugg{ng into
F cyclical concept of hiétory, Nichol shows how history wiil repeat itself
., under the titles 'E.H.' and 'F,G.' ~- 'E.H.'.corresponding to 'B.C.' and
'F.G.' cﬁrrespondinghto.'A.D.'. Since in the palindrome (a mirror iﬁage
and therefore cyclical),
dogma i am god .
(vol. 2, p. 94)
the FD' is on the left, we are to conclude -that the left hand side of the
cycle, i.e. 'F.G.%, is the work,of“ék'or in giheﬂ-wgpds, the ‘dgvi]';vand
;ince the 'G' of 'god' is on thg riéhf hand side we must conclude that the
right hand side of the cycle, %.e."E.H.', is the realm of God. Therg;are
many othér manipu]ationg made to support this theory. The implication is
that we are to await the return of the 'God' of ’E.H.;, and that we are to
pray only to thistqd. This is, of course, absurd. But it is also undeniably *
the way in which tradition works. ‘The lTogic is internal and depends upon
certain givens, such as the‘authority of the palindrome 'dogma i am god'.

In thié case the lodic is obvigqusly internal. With tradition it is not so
obvious because that which lies outside of the logic of the situation can- 
not be treafed logically. It is an’ imponderable.

Nichol ends this book with a self-reflexive and apt Eomment:
"dogma i am god'
heresy
’ hearsay
in the worst sense,

false pride

who thinks to bestride the world
because he feels crushed by it

(vol.lz. p. 96)

Book 4

Book ‘4 is a breakthrough, a dervish swirl of uninterrupted enefgy.

el
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It has only oné‘%egment, a sign of unfragmented structure that is paralleled
by both the sound structures and the éyntactica1 structures. It is the

orgasmic scream of a poet who has been seduced by the unbridled potent1a1.*«\*,;1\

of language and who is riding the wave-crest of that scream. The poem is no

.longer a polemic against tradition, operating 1argé1y at the tropological o

Lf:> level, and placing traditional structures in a context which queséions their
pretensions; it is nowlan open and playful display 6f the inherent contra-

diction between the phonic structures, visual structures and syntactical

4
-

strJEtures of a language. o
(( A1l reminders of tﬁe frame have been banished except fo; the physical
. ex%stence of each page. There are no titles, no segments, no clouds, and

no hand-drawn or mechanically drawn 1ine§ around gach‘page. The co]oué of

the paper has become white. (The purple tone of the paper gradually lightens

through Book 3 until the last page which is all but white.) Thus, in effect,

the first books are disconnected visually from the fourth. One cycle is «

completed; another has beguﬁ;
\ ’ —~;—Ihere is only one graphic series (series 22) and, whereas the graphics
to the end of Book 3 depict Saints,‘this series depicts a conpemporary per-'
.sonage. Even the graphics have a sense of playfulness.. The man depicted -
d¥sappears into his hat. Art -- artifice -- is a world of its own, not to-
be confused with experienced reality. Signs, or semiotic particles, in an
aesthetic structure can be manipulated freely; they can consume each other
in the most unlikely ways. ‘ . A

There is one other graphié, but it follows the text and is in the

formlof'a signature. It is a drawing o% what 1 take to be Nicho] himse]ff
He is seen only from the shoulders up and is just emerging from the ground
as if hé were.a plant in spring., Tﬁe~face, however, shows lines of age,

indicating that rehewal -- death and rebirth -- is continual.
] . .

USRI S U

[




C \ . I 140

-

{

The nature of the trobolbgica] structure can be seen in the relation-
ship between the epigraph and the first‘Few lines of .the text.

'‘They steal the Saint
while you're making the shrine’

'Looking for it all over the Place
three years ' ’
.carrying it all the time like a baby!'

Korean proverbs
transiated by
W.S. Merwin

S ' . (vol. 2, p. 101)
"and, . |
purpose is pdrpoise ' E , ' o -
a conceit

. is there a sea

\ -
yes
- \Q"
~—--1is there-a-cloud = -— o - =
yes | o | |
everything elemental , ;‘ )

+ everything blue
"the precision of openess, ,
is not a vagueness ’
it is an accumulation . -
cumulous I
yes '
" oceanjc,
yes &.
anything elemental
-anything blue is
sky
" sea
the heart of
the flame . |

Sl

i,
s

-
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: stories
st orie's domain o

‘ (vol. 2, p. 103)
The ;st0ﬁ¥', the structure, is us, 'we'; it is not aISainf we pui1d a
sh{ine for -- a prescription, a tradition. The poet muit be aware that
he is contriving conceits. |

if i;l$t the actual speak \\
it will reveal .itself

admire the form
be reduced by it
as part of

the Tove of
lanquage

o (vol. 2, p. 105-6)

1

The metabhor for the process to be joined is: f]u{d.

i want‘the.absolute prec%sion
of fluid definition

>

(vol. 2, p. 107) °
In other words, the only absolute is that there is no absolute. Everything

becomes fluid: 1and§capes, the skin, anything that represents a possible

boundary. The on}y sin .is the: \

sin of
partiality

- (vol. 2, b. 108)

-

~ the whole
flows thru L
into the universe ‘ e
absolute apd open o ' : '
poem’ of" . ) : . 9,
, perfect movement ' ‘
containment of . _ ) ! -
‘the flux

(vol. 2, p. 1085

The referential functionkqf the words in this passage shows the 1néscapab1e

LT G X -~
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" tension of such a program. How can something be absolute and also opeﬁ?
— . Y

o '
How can something be contained and also in flux? These are the contradic-
; tions of language. Every time we write we put objects in a fixed form and
yet somehow_this form must eyoké flux and openess.
. . 1 am granted
signs.-— ’ . .
.td reach who i canpot touch ’ ‘ -

(vol. 2, p. 112)

If we look at a passage such as: . ' .
. , all its elements » - :
’ el . .
em -
en i 4
t's
0 .
. Pq
r
or bd o . ' s
bidet

confusion of .childhood's 'kaka’ . o
the Egyptian 'KA' '

a

soul

e ‘ . (vol. 2, p. 113)

we caﬁ see .that the phonic structure (if we were to hear only) will be the

result of the reader having ﬁade certain choices. wé might hear fhis: all
. its elements, 1, m,‘n, t's, o, p, q, r, or b d, bidet, confusion of child-
§ o . . ’ -

{ . hood's 'kaka', the Egyptian 'KA', soul. We would get a sense of swirl --'

the original word sounds occasioning a digression into letter sounds which

é _in their turn lead into a new series of word sounds. But there would be
' a break between 'bidet' and 'confgsion'. At this point there is a separa-

; v <. tion in the flow of. the sound. -

The visual structure and the syntactical structure allow us to

re-arrange the particles in different ways. The syllables and the let:j;§

~ spread out in the middle can be re-arrangsg into péoper aiphabgtica1 order:

: - [ - FE I
[ - - P ——— 1 s -
e \ R ~— —— 3 ¢ - 1 g .
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ﬁ%th overtones indicating that this effluence issues |from the female geni-

143

"1, my, n, 0, P, q, r, s, t. We can rejoin 'el', 'em', 'en', and 't's' so

that 'elements' is repeated. When we see the word 'elements' twice, then

- we see the connection between 'kaka} and 'KA' -- the doubling of the pattern.

We See that 'pg' is placed on a sing1elline and not 'on two lines because
'p' is the mirror image of 'q'. We notice the repetition of the letter ‘e’
at the beginning of 'el', 'em', and 'en'; and we see that the syllables
are arranged like steps, jn an order]y progressipn.
Syntactically, wé must relate 'elements' to l\Pidet', to 'childhood
confusion', and to 'kaka' and 'KA'. Ifwe consjider the splitting up of the

wzfd 'elements' as a dig{ession which refers only to the word itself (a

p/renthetica] comment) then we have this lineup: all its elements or

bidet . . . confusion of childhood's kaka the Eg‘ptian KA soul. The con-
ventions of language demand that a sentence have(a verb. If we were to
fill this gap as neutrally as possible, with the\appropriate form of the
verb 'to be', and also add the missing prepositign, article and conjunction
(these are transformations the reader is likely to make automatically and
without.tﬁinking, in an effort to discover meanind), fhen we would have:
all its (the pronoun antecedent is 'the world') elements, or bidet ('bidet'
is forced here to stand as a collective noun) are the confusion of child-
hobd}s 'kaka' with the EgyptianiaKA' or soul. Withithe addition of tﬁé

referential and the metalingual functions, we ‘end ub\with somebody stuck in

the Freudian anal stage -- looking for the meaning of life in effluence,

"

. talia.

. This is, of course, only playful'hpeculation. But it is justifiable
speculation of the sort that is likely to pass quickly through the reader's
mind and be contrasted with the other more obvious readings. Tﬁé referential

limits of 1anguaqp are undermined once again.
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There is an incréased use -of bracké'ts, especially in passages with

prose shapes.

the prdb- ‘ e

Tem is in summing up premature]y (false). he is

, 31 (yesterday) but i's what? (joking to a friend
he said 'i used to be 18 to myself but i'm catch1ng
up') a question of tension in te111ng a power in
print opposed to speech

: ' , (vol. 2, p. 134)
" When speaking, it is very’difficu1t to effectively put across parenthetical.

material. This is what might be heard: the problem is in summing up pre-

>~

maturely, false. He is thirt;lpne yesterday, but eyes what? Joking, to a
~ friend he said: 'I used to beyeidhteen to myself but I'm catching up --
a question of tension in telling a power in print'opposed to speech.'

This changes the syntactical relationships considerab1y. The visual struc-
hi

ture allows us to see 'false' as a comment on the first statement rather

than as a qualification. By hearing the 'i' as 'eye', the question.becomes, .
N~ ‘ . .
not the existential ‘'what am I?' but rather: what does he have his eye

on now? Without being a;;e\éd\see the closing quotat1on mark and the closing’
S

bracket the phrase beg1nn1ng a question' is joined to, and cont1nues, ‘the

quoted speech which precedes it. It thus belomes a comment on the quote

t
v

rather than on the whole passage. '

’

An extended series of parentheses within parentheses adds more and

P S L

. more Timits to visual and syntactical structures (In one passage there
,“  are twe1ve opening brackets and fourteen c]os1ng brackets -- the passage

ends with four consecutive c]os1ng brackets on a line of the1r own. ) Such

°

@

hd
PR XY

an ostentatious imposition of 11m1ts underm1nes the attempt to Timit by

increas1ng the”potentxal for ambiguity. It also ‘takes the reader further

““and further from the narrator -- the first set of parenthesesbeing ,authorial
F . ) .
’ ) intervention and a commept on the narrator, the second being a comment on

-\

- .o P . . - 2 M
« o oYttt 34 ks | v e e v . v T ’ ¢ L
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. the authorial intervention and so on. The .further the reader .gets from
I3
iw‘ thes narrator the more obviously artificial the whole structure becomes.
i ° To underline this artificiality 1is, to undermine the pretension that lang-
: uage is capable-of unaﬁbiguous]y representing real-world experience.” For
' - . ' these qualificq;ions could go on forever. ) "“\\;
A The playful manipulation of language particles is more than just
- l L I
. . a Saturday afternoon puzzle. These self-gpnscious, inward turning moments
. of contact with language are the pegggrinations of a seeker, for whom
language is geography. We shauld not be deceived by the humour.
, " these rhythms N
: . insistent as the brain is .
o, s “with images ) _ ) - -
- - - ) - a pounding in the chest of
. words - -
A the 1 imposition of the earth
t R the singular :
‘ " word + 1 = world .
. i seek
. 'solutions to the equations that are already solved? .
no. S .
# S, ‘
. o (vo?. 2, p. 106) -~
. ’ Tﬁe ong imposition of the earth; the 'l! for ‘'language’ ﬁmposition; the
; Timp posigion of the singular; the word plus one is the world; the '3’ T
P ‘ ‘
¥ is the 'we'. The vsimages are finsistent. Layer upon layer of meaning is
O . perceived, is revealed. g 8
we work . ;
the changes e ' ’
always ' ‘ -
-3 to reveal . )
lest the actual re-veil itself «
“ . (vol. 2,7 p. 106) »
The wég]d of the present is always being invented. ™ is a function

of a11_thaf has come before, but we must not dwell on the past; instead,

- we must let the past surface as constituent particles of the present.

to ria me of ) B \

Fl

»
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the ugh in s
thought -

i spell anew
weave the world
out of or - 2

Y

; (vol. 2, p. 112) °
To get 'rid' of the 'ugh' in 'thought' --'thought' 1is *the past tens}of

"think' and _therefore no longer & process -- it must be respelled: 'thot'.

Y

“New structures must be-devised, new n:uTEs invented. The important thing
[ R

is the 'ore', the source of the particles. The particles of the 'ore' are

. ‘ ‘( 3 ‘\’

mutable and must be coninually reshaped. We can not dwell on any one

manifestﬂtion of the 'ore'. This nTeam'ng is struéturaﬂy_,reinforced by

- the pun on the language particle 'or' and its reference to variableness.

\y. Further, ‘or', or gold, the goal of ‘the a]chemﬁw‘cal search and the symbol

of the base element, is l:IOt the d’rfdis‘tiﬂed essenc)e of the world; it is
only one manifestation, and one for wh;'wch the potential number of secondary
mqnifestations is infinite. We weave our word world from 'ore' or 'or' or
or. The pun, the game, the puzzle, apSear to be more than "the surface p]ay
of words [and] the skin deep of languagg"? that George Woodcock claims them

to be in his'review of The Martyrology.

3

P To contemplate language in the present, to make contact with Tang-
uage pa'rticles in a vital and energetic way, and to be self-conscious while
doing so, is to enter language in the spirit of a game, For language is
not an absolute; its boundaries, its rules and conventions -- like: the
rujes and conventions of all games -- are arb#trary. They are weighted
down heavily by the“se]f-imposed serijousness of communication and of culture

and history -- a seriousness allied to the need to invent rules in the

first place, i.e. the need to create order from chaos -- but they are

» 2(;eorge Woodcock, "Review of The Martyrology" in The Ontario Review,

no. 13, (1980-81), p. 111,

-
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arbitrary ﬁone—the—]ess. .

the stuttered b
- . ing
" that is living

.
¥ .
<
LY .
. -

in the press of speech N
‘awkward words are chosen T

L. .

the choice of
building blocks

the 'b' locks into place

<«
a command

e
(vol.

We are hurried and rushed into decisions which;, once taken, tend(to stand.
But the_¢h§gce has been a stutterdl choice; /it has been no more than an
pffort to connect; it has not been heant as a command, a 'b' locked into
place. . | . !

The 'longed for. beginning' is a scream strong enough and long

enough to unlock the 'b', to bring the poet into the present. It is a

"+ 1ife scream in the face of inevitable death.
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Chapter 6 /
"Some questions answered but the rest remain"

In the first-three books of The Martyrology bp Nichol is prjmarﬂy

concerned with describjng the pretensions of both traditional language

structures and traditional 1iterary structures. However“, from the point
at which he begins to look for the source of the four »«;inds -- the preath
and therefore the physical sOurée of language -- he is also concerned
with.ontology, with the question of 'being'. The poetic concern is no
16qger with discovering structures which will j]]ustrate the arbitrariness
of *language signsl and their potential amb'igui ties, but with expToring the
scream of'being'end with articulating this exploration. It is appropriate
theréfore that towards the end of Book 3 and in Book 4 he confronts the

L~ ]

act of translation. fFor every interaction with language is a translation,

.or as George Steiner sees it, we must think of 'understanding’as transla-

tion'.1 In articulating the scream, Nichol is trying to exp}‘ess aestheti-

cally what ;'s felt in the body, to trans]a;ce into language his physical

exp_erience of realijty.
I have said very little about Gertrude Stein up to this point, even

though her influence on bp Nichol has been significant. I have stressed

-instead the influence of the Concrete movement. A1 though ‘the influence -

»

of thi;s, movement has been essential it has more than likely.outlived its

usefulness. The influence of Stein, however, is 1ikely to continue. For - ‘

Stein was also concerned with 'being'. Her objective was tqm/a’n}'pu]ate

]George Steiner, After Babel: Aspects of Languag'e and/T/}*fanslat'lon
(Oxford: Oxford University Press, 1975). - ~

*
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the reader's attention into seeing language as an aesthetic object of the
preient. For only by treating language as a palpable aesthetic object

could language be used artistically.
creative art is a learning process for the artist and not a
description of what is already "known.Z2

*

and ,

the business of art . .. is . to live in the actual present, that © S

is the complete actua1 present and to completely express the
complete actua1 present.3 .

To achieve this artistic present, this act of 'being', is to create a new
syntax capable of accommodating the density,the continuity, and the speed
of the perception of 1anguagé obj'ects.4 For Stein believed that,

the work of the creative imagination was pot to réflect

but to invent it. Proceeding like blind explorers, the painters

(those who influenced Stein -~ notably Picasso) invaded the world,
®* so to speak, broke down appearances, and brought to light hidden

versions of reality.

-

The time of ‘béing' , the present continuous, which Stein saw as essential

to the creat1 ve interaction with language, was the liquid t1me of durations °

and not the encapsu]ated time sequences of the past which give to time a

spatial rather than a durational quality.

, . . . 4 .
/ It is this combination of time as. process and language as aesthetic

object which provided Stein with the theoretical base from which to create
a syhtax of 'being'. ‘Each tﬁ’me she interacts with language she is in :
effect, analyzing it; she is involved in an activity (the production of

text) in which she is continuaﬂy deqonstru‘cting the signs of Tanguage in

~

2Patr1c1a Meyerowitz, "Introduction” to How to Write by Gertrude )
Stein (New York: Dover Publications, 1975) p. Xiv.

- 3Gertru¢e Stein, How to Write, p. 104.

4See Norman Weinstein, Gertrude Stein and the Literature of the Modern
Consciousness (New’ York: Frederick Unger Publishing Co., 1970).

.‘] S John Malcoln Brimin, The Third Rose (Boston: Little Brown, 1959),
p. 128.
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'8 It is this aspect of Stein, which

an effort to ihvent a syntax of 'be1ng

s ' has influenced The Martyro1ogy _and which has the potential for continued
in%]uence. Concrete poetics provided a specific word order in response to ©
a perceived world order; Stein provideaba programﬁe for discovering new
word orders. .

In his introduction to a collection of essays by various authors,

published under the title Textual Strategies:” Perspectives in Post-

Structuralist Criticism, Jacques V. Harari suggests that

the most fundamental difference between the structuralist and

the post-structuralist enterprises can be seen in the shift

from the problematic of the subject to the deconstruction of

the concept of representation.’ .
Structuralists describe a phenomenon, while post-structuralists attempt to
explain it. Post-structuralism, therefore, is also ontological.- The '
connection to Stein is obvious.

Jécques Derrida, perhaps the best known of the post-structuralist

philosophers, draws impetﬁs from Nietszche's attacks on logdcentrism and
develops a complex metaphysics of 'being' in which the sign-is a constantly

'8 For Derrida, the text

supplemented presence' with no poss1b1e gssence
_is an activity,'a strugg]e w1th signs, and not a permanent art1fact it
\ _ ~ is a sort of quasi-artifact which is constantly being supplemented by

shifts in the external context. The post-structuralist critic does not

61t should perhaps be pointed out here that 'being' in the Steinian
sense is process and not stasis; and that therefore, in the customary
opposition, being/becoming, it is closer to the process of becoming than
to, the achievement of being. ' Undoubtedly Stein did not use the word
'becoming' because ’it implies that there is something to ‘become' and
that therefore there is a Platonic sense of the ideal. The word 'being’
therefore indicates durational existence and not ultimate achievement.
Her concept of be1ng' is simitar to Derrida's concept of the sign as a
'presence’ which is constantly supplemented.

7Jacques V. Harari, ed., Textua1 Strategies: Perspectives in Post- -
Structuralist Criticism (Ithaca: ~CornelTl University Press, 19/9], p. 29.

' 8see. Jacques Derrida's Of Grammatology, trans. G.C. Spivak (Baltimore:
Johns Hopkins University Press, 19/6). '

]

AR o e Y (3 [0 e et s



R A S R S S

" 151

describe the field of pogsible relationships; he deconstructs the activity
which is the 'text', the Steinian struggle with the signs of language. [
r

From Book 4 of The Martyrology on, a knoW]edgeo¢ post-structuralist theory .

~and of the ideas of Gertrude Stein becomes increesing]x‘iyﬁattant to the
reader who wishes to understand the deitics of the text: or, in other words,
the context in which the text was produced. |
The apparent drawback of a programme which acknowledges this onto-
logical indefiniteness is that it can lead, theoretically, to a stance of

// lTimitless interpretation. And yet, as Edward Sa1d another post- structura-

1ist, has said: o

a " to insist upon the 1imitlessness of interpretation is to dis-
: regard a text's decisive claim on actuality -- its participation
in shaping the conditions of product1on of the 1nterpret1ve acti-
vity which bears upon it.9
The physical act of text production implies delimitation. It implies an
Lo ) effort to 1im1tgtritica1 reaction. Yet a'post-?tructura]ist reading must
~always qualify itself by asserting'that it is on]y.one of a limitless numben
of potential readings. It is for this reason that Stein, and her insistence
that the process of "being' be framed ny its existence in the 'present’, is
important to Nichol; for although Stein's world view, and therefore her
sense of the structural relationship of s1gns was of the twentieth century
and therefore relat1v1st, she was always concerned with the ability of
language to delimit, to convey 'sense’. She has said:
I found out very soon that there is no such thing as puttinge

them [words/signs] together [in structures] without sense.
« +« « Any human being Entting down words had to make sense

out of them.10  «

»

¢

In his book on structura1ism;'dustin Leiber says that

T AT

: 9%arari, p. 45.

10Robert Bartlett Haas, ed., A Primer for the Gradual Understanding
. of Gertrude Stein - (Los Angeles: BTack Sparrow Press,. 19757, p. 18.
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the commanding metaphor of our age is the game, To say that

something is 1ike a game or is a game is everywhere regarded »
as a crucial route to understanding one or another aspect of

some segment of our existence and activity.ll

.I have used this me taphor to analyze Nichol's response to language. Leiber

goes on to say, however, that the pervasive characteristic of the game is
that all rules are artificial and arb1trary and that therefore there is an
acceptable detachment from real 1ife. The rules which delimit and whwch

therefore convey Stein's 'sense' also detach this 'sense' from the physical

‘reality of 'real life'. Does this not contradict Nichol's (and Stein's)

contention that the se1f-c6nsc1'0us -use of language as a palpable quect L

allows the poet to invent a syntax that reconnects language to the physical -

experiénce of reality, to 'being'?

’ P"erhaps this comment of 'Gertrude' Stein's is a suitahle final word.

Mr. Owen Young méde a mistake, he said the only thing he wished
_his 'son to have was the ?ower of. c'lear.]y expressing hi s\cdeas.
Not at all. "It is not clarity that js desirable but f

hY

”Just‘in Leiber, Structurahsm (Cambridge: MIT Press, TWL Series,
1928) p. 121, . - .

]ZGertrude Ste'ln, Four in Amer'Tca (New Havern: Yale University Press,
1947). p., 127. . , o :
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E.N . "Gertrude Stein's Theories of PersonaT1ty " White

PeTican, 3:4, (1973), 15-23.

Contributions to Open Letter !

E.2 . Rev. of From the Portals of Mouseholes, by Seymour
Mayne; ,the Circus in the Boy's Eye, by Jim Brown; and Letters ?;Ea i
From thg Sav;ge Mind, by Patrick Lane. Quarry, no. 16, (1967), . ;
42-43,

“E.3 . Rev. of The Jinx Ship nd othr trygg, by B111 Bissett.
Quarry, no. 16, (1967), 43-46.

E.4 . Rev. of Sister Saint Anne, by C.H. Gervais Quarry,. ;ﬁ
no. 17:4, (1968), 42. : , AN

E.5 . The Big Mid-July grOnk Mailout. Toronto: Ganglia

. Press, 1969. !

E.6 . Rev. of Notations, by John Cage. Canadian Forum,

. no. 48, (March, 1969), 285-86.

E.7 . "An Introduction," to Earle Birney's, Pnomes, - ‘\\\

E.12 Nichol bp. "Letter to Frank Davey."
(1966),

E.13

6-7.

(4

""Some Beg1nn1ng Writings on 'Gertrude Steins's

of Personality'." Open Letter, ser.2, no. 2, (1972), 41- 48

E.14

Rev. Of Tz?ewriter Pogms, ed. by Peter Finch.
Letter, ser. 2, no. 3, , /8-

1

-

'Ogen Letter, ser.l, no.

4y

Theories

Open
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E.15 . "Waiting." Open Letter, ser.2,‘no.5, (1973), 17-22. -
E.16 . "What is Can Lit?" Open Letter, ser.2, no.5, (1973),
© 69-70
ET . "Letter re James Reaney." pen Letter, ser.2, no.6,
973), 5-7 .
£.18 "Two Pages on the Nature of Reality in Writing." Open
Letter, ser. 2, no.6, (1973), 104-105.
£.19 . "Overwhelming Colour." Open. Letter, ser.2, no.8, (1974),
© Ti0-112. / .
E.20 "Probable Systems 20 Ludwig W1ttgenste1n & Dada (an
historical footnote) pen Letter, ser.2, no.9, (1974), 88-91.
E.21 . "a contributed editorial." Open Letter, ser.3, no.9,
(19787, 5-6. ‘ -
E.22 . "Wild Roses in Clusters." QOpen Letter, ser.3, no.9,
978), 88-93. :
E.23 . "Tabling Content." Open Letter, ser.3, no.9, (1978), 135-49.
E.24 . "An Introduction." QOpen Letter, ser.4, no. 4/5, (1979), 5-6.
E.25 . "Re- d1scovery of the 22 letter alphabet: An Archaeo]oq1ca1

Report.™ QOpen Letter, ser.4, no. 6/7, (1980/81), 41-47,

Toronto Research Group (TRG)

E.26 Nichol, bp,.and Steve McCaffery. "TRG Report 1: Translation." Open
Letter, ser.2, no.4, (1973), 75-93. '

. i ]
E.27 . "TRG Report 2: Narrative (part 3)." Open Letter, ser.2,
no.7, (1974), 40-48. @ T :
E.28 . "TRG Report 2: Narrative (part 4) TRG Research Report 2:

Narrative Part 1--The Book as Machine (II)." Open Letter, ser.2, no.8,
(1974), 74-93.

E.29 . "TRG Report 2: Narrative (part 5) TRG Research Report 2:
Narrative Part 2 -~ The Search for Nonnarrat1ve Prose." OQpen Letter,
ser.2, no.9, (1974), 70-87.

E.30 | . "TRG Report 2: Part 2 of The Search for Non-Narrative Prose
which is the 2nd part of the Report." Open Letter, ser.3, no.2 (1975),
39-58, .
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E.31. . "TRG Research Report 2: Narrative Interlude: Heavy

Company (the story so far)." Open Letter, ser.3, no.4, (1976),
61-74. ] ‘

E.32 Nichol, bp. "A Conversation with Fred Wah: TRG Report 1: Translation
(Part 3)." Open Letter, ser.3, no.9, (1978), 34-52. .

E.33 Nichol, bp, and Steve McCaffery. "TRG Research Report Two: Narrative
Part 3--Rational Geomancy: A Realignment of Kinships." Open Letter,
ser.3, no.9, (1978), 64-67.

Translations

E.34 Nichol, bp. Six Fillious. Milwaukee: Membrane Press,, 1978.

F. Interviews

F.1 Bowering, George. "Cutting Them+All Up: An Interview with bp Nichol."
Alphabet, 18/19 (1971), 18-21. ,

F.2 Duguay, Raoul and bp Nichol. "Interview (en anglais)." Open Letter,
Ser.2, no.6, (1973), 65-73. .

F*3 Jukelevics, Nicette. "A Bibliography of Canadian Concrete, Vyisual and
Sound Poetry 1965-1972 with an Introduct1on " Diss.Concordia Univers1ty,
1974, P

/

F.4 Bradford, William H.'"b.p "Nichol is (an interview)." Queen Street
Magazine, vol. 2, no.2/5 (1974), 8 9.

F.5 Power, Nick and Anne Sherman. "An Interview with bp N1cho]r" The Varsity,
no. 28, (]975)9 ]O_].Io '

F.6 Marlatt, Daphne, Gladys Hindmarch et. al. "Interview with bp Nichol."
The Capilano Review, no. 8/9, (1975-6), 313-346.

F.7 Norris, Ken. "Interview with bp Nichol: Feb. 13, 1978." Essays in
Canadian Writing, no. 12, (1978), 243-250.

F.8 Bayé}d, Caroline and Jack David ed. Avant Postes/Out-Posts.. Erin:
- Press Porcepic, 1978. !

F.9 Bowering, George, Frank Davey et. al. "Questions (Some Answers)."
Open Letter, ser.4, no. 8/9, (1981), 9-38. .
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. Works About bp Nichol.

Allen, Robert. "Post Mortemism." The Moosehead Review, 1:2, (1978),

G.1
56-63.
G.2 Barbour, Douglas. Rev. of Beach Head, The Cosmic Chef, Still Water,
and The True Eventual Story of Billy the Kid. Quarry, vol. 20, no. 4,
(1977), 61-63.
‘ .
G.3 . Letter to the Editor. Toronto Globe and Mail, 17 Nov. 1972,
p. 7.
G.4 , . "Journey in a Mythic Landscape." Canadian Literature, no. 56,
) 1973), 93-97. :
.5 ' .""The aoets and the Presses Rev1s1ted circa 1974 "
alhous1e Review, no. 55, (1975), 338-360.
.6 . "Canadian Poetry Chronicle: III." Dalhousie Review, no. 56,
(1976), 560-573. -
G.7 : . "bp Nichol: The Life of Letters and the Letters of Life."
Essays in Canadian Writing, no. 7/8, (1977),-179-190.
G.8 . "This Courageous Poet Stalks Trail of Saints." Toronto Star,
7 duly, 1977.
G.9 . "bp Nichol: The Life of Letters and the Letters of Life.
Essays in Canadian Writing, no.9, (1977/8), 97-108.
G.10 . "Poetry Chronicle V." Dalhousie Review, no. 58, (1978),
149-69. ‘ ’
G.11 . "Strange Blossoms." Essays in Canadian Wr1t1ng, no. 16,
Zl§7 9), 140- 146. )
G.12 . "Aural Poss1b111t1es " Essays in Canadian Writing, no. 16,
l|978/95 147-52.
G.13 Bates, Pat Martin. "Two 'Lautgegichte' singers: Victor Coleman and bp

Nichol." Arts Canada, no. 27 (April, 1970), 64-65.

.14 Bisset, Bil11. "What 4 Voices Can Together Say." Essays in Canadian

wr1t1n9, no. 12 (1978), 241-2.

.15 Bowering, George. Rev. of Monotones. Open Letter, ser.2, no.2, (1972),
A\

82-84.
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Broad, Mardaret. "A Report on the. D1scuss1on oF the Paper by Peter
Stevens and the Response by Robert Gibbs." Laurent1an University
Review, 10:2 (1978), 87-88.

Cameron, Barry, and Michael Dixon. "Introduction Mandatory Subversive
Manifesto: Canadian Criticism VS. Literary Criticism." Studies in
Canadian Literature, 2,ii, (1976), 137-145,

Carrington, I1diko de Papp. "Language and Lonliness." Essays in
Canadian Writing, no. 9, (1977/8), 184-89. ' . ’ '

Chambers, D.D.C. Rev. of The Cosmic Chef. The Canadian‘%orum, no. 51,
(Nov."1971), 53. -

Cohen, Matt. "Slickly Sensuous." Saturday Night, no. 85, (Juné, 1980),
35. ’ :

v

Colombo, J.R. "New Wave Nichol." Tamarack, no. 44, (1967), 100-104.

Davey, Frank. "At a Dead End." Canadian Literature, no. 55, (1973),
118-119. ’

Davey, Frank. From There to Here. Erin: Press Porcepic, 1974.

Davey, Frank. "Surviving the Paraphrase." Canadian Literature, no. 70,
(1976), 5-13.

David, Jack. "A Friendly Poem." Qpen Letter, ser.2, no.9, (1974),
109-110.

. "Writing Wr1t1ng bp Nichol at 30 " Essays in ‘'Canadian
Writing, no. 1, (1974), 27-38. .

. "Hoarse Meet." Essays in Canadian Writing, no.3, (1975),
55-57. '

. "V1sua1 Poetry in Canada Birney, Bissett, and bp."
Studies in Canadian Literature, 2,ii, (1977), 252-66.

. The Human Element. ed. David Helwig. Ottawa: Oberon, 1980.

Djaw, Sandra. "Letters in Canada: Poetry." Un1vers1ty of -Toronto

Quarterly, vol. XLIX, no.4, (1980).

iLetters in.Canada: Poetry " University of Toronto Quarter-

Ty, vol. XLX, no. 4,.(1980), p. 39.

Doyle, Mike. MNotes on Concrete Poetry." Canadian Literature, no. 46,
(1970} 91 95 —

G.33 _
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. "Made in Canada." Poetry 119, (March, 1972), 356-62.

‘(



WL WA AT

s —o

- G.34

G.35
G.36
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6.41
G.42
6.43

G:44
G.45
G.46
G.47
G.48
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Francis, Wynne. “Review Article: Beyond Language, Literature, and
Nationalism." English Studies in Canada, VI, 4, (1980), 475-92.

Garnet, Eldon. "Killing the. Poem to Make it New." SAturday Night, 88
no.3, {(March, 1973), 40. 4

Gasparini, Len. Rev. of A Concrete Miscellany. Canadian Forum, no. 49,
(April, 1969), 20-21.

Geddes, Gary. Rev. of The Cosmic Chef. Toronto Globe and Mail Magazine,
10 Qctober, 1970, 20.

Gibbs, Robert. "Proprioception: Reply to Peter Stevens." Laurent1an
University Review, 10:2, (1978), 63-65.

Greengrass, E.E. "Nichol's Prose." Canadian Literature, no.85 (1980),
142-44. |

Harvey, Roderick, W. “bp Nichol: The Repositioning of Language." Essaxs
in Canadian Writing, no.4, (1976), 19-33. .

Quarterly, XXXVII, no.Q{ (1967), 376-77.

Open Letter, ser.2, no. 9, (1975), 49-62.

Johnson, Eileen. Vancouver Sun, 29 March, 1969, 29.

> . Vancouver Suh,'3 April 1969, 7A.

- -

Kearns, Ltfonel. "If There's Anything [ Hate It's Poetry " Canadian:

Literature, no. 36, (1968), 67-70.

Kostelanetz, Richard "The New Poetr1es in North America." Open Letter,
ser. 2, no.7, (1974), 18-39.

MacCallum, Hugh. "Letters in Canada: Poetry." University of Toronto

- , >
Mays, John Bentley. "A Letter to bp Nichol, Re: America A Prophecy."

McKay, Don Rev. of Journeying and the Returns. Alphabet, no. 14, (1967),
8., . .

Norris, Ken "Poetic Honey: The English Poetry Scene in Moptrea] "
Essays in Canadian Writing, no. 6, (1977), 66-76. -

-

. "The Vital Necessity for Experimentation and Regionalism."

Essays in Canadian Writing, no. 11, (1979), 204-210.

G.50” Oughton, John Rev. of Canadada. Open Letter, ser.2, no. 5 (1973), 118-119.

G.51

Quigley, E. "Particular Poetry." Rune 6 (1980), 30-53.
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Reahey, James. Rev. of Journeying and the Returns. Quarry, no.l6,
(1967), 46-47.

"Ridley Michael. Rev. of In England Now that Spring. Canadian Book
Review Annual, (1979), 162.

Roper. '"Letters in Canada: Fiction." University of Toronto
Quarterly, XXXIX, no.4, (1970), 341.

Scobie, Steven., "Two Authors in Search of a 6haracter.“ Canadian
Literature, no.54, (1972), 37-55.

. "I dreamed I saw Hugo Ball: bp Nichol, Dada, and
Sound Poetry." Boundary 2, vo. 3, no. 1, (1974).

. "A Dash for the Border." TCanadian Literature, no. 56,
1973}, 89-92,

r

. '"the mythology of 1anguage " CVvlI, vo. 3, no. 2,
Zsummer 1977), 52-53,

Steele, C.R. Rev. of The Martyrology Books I & II. Canadian Book
Review Annual, (1977), T153.

Stevens, Peter, "Canadian Artists as Writers." Canadian Literature,
no. 46, (1970), 19-34.

"Has bp Nichol Lost His Ear." Toronto Globe and Mail,
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G.62 . Letter to the Editor. Toronto Globe and Mail, 25
November, 1972, 7.

G.63 . "Experimental Poetry Since 1950." Laurentian University
Review, 10:2, (1978), 47-61.

G.64 Warsh, Lewis. "Poetry éhronic]e." Poetry, 112, (July, 1968), 276-82,

G.65 Willmot, Rod. "“"Novel Solutions" Journal of Canadian Fiction, 2:4,
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G.66 Woodcock, George. Rev. of The Martyrology. Ontario Review, no. 13,
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. Appendix _1: Public debate concern1ng bp. Nichol s nom1nat1on for the
o Governor General's Award.

¢ 1. Hansard. 10 June 1971, pp. 6554, sssaﬁ‘ — 2

2. Hansard. 29 June 1971, p. 7458.

3. Toronto Telegram, "Poet bp Nichol's work was 'impressive'-- award
judge,” 19 June 1971. :

4, Toronto Telegram, "Row over award for 'bad pornography'," 8 July:1971.
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Appendix 2: Anthologies which include work by bp Nichol.

‘¢

—

‘ . Concrete Poetry: Br%tain Canada United States. Stuttgart; Germany: )
o Editions Hansjorg Mayer, 1966. L v

2. New Wave Canada. Toronta: Coﬁtact Press, 1966.

‘ 3.‘Anthology of Concgéte Poetry. New York: Something Else Press, 1967

4, Cpncrete Poetry: A World View. Bloomington: Indiana University Press, 1968.

-

5. 20th Century Poetry and Poetics. Toronto: Oxford University Press, 1969.

6. Gordon to Watking‘to You. Toronto: New Press, 1970.
. —e ;
7. New Directions in Canadian Poetry. Toronto: Holt Rinehart & Winston,
19771,

8. Future's Fieé?ons. Princeton: Panaéhe;.1971.

9. Evolution of Canadian Literature: 1945-70, Toronto: HoltiRinehart &
Winston, 1973. | :

10. Where? the other canadian poetry. Erin: Press Porcepic:’lg74.

11. Canadian Poetry: The Modern Era. Toronto: McClelTland and Stewart, 1977.

12. The Poets of Canada. Edmonton: Hurtig, 1978. %

13. The Long Poem Anthology. Toronto: Coach House Press, 1979, -

14. Text-Sound Texts. New York: William Morrow, 1980.

v | 15. Fiction of Contemporary Canada.‘Toronto: Coach House Press, 1980.
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‘.~ APPENDICES

* The information in the appendices which fo113w is applicable only

to the twd volume edition of the first four books of The Martyroloay
published in 1976-77 by the Coach House Press of Toronto.

&
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Appendix 1 The Segmentation of the Books
Book 1
A. 1. The Martyrology Books 1 & 2 ---title
2., Epigraph 1
o 3. Untitled Preface
g B. 4; The Martyrology -- titlp
5. 'from The Chronicle of Knarn' -- sub-title and text
. C. 6. The Martyrology Books 1 & 2 -- title
7. Epigraph 2 ' : *
8. Dedication
D. 9. Book I -- title
10. Epigraph 3 S ~ e ~
Y -

' %
E. 11. The Martyrolegy of Saint And -- title
“ .
\12. Epigraph 4. .
§ 13. Text of (11)

s
F. .14. Scenes from the Lives of the Saints -~ title

15. Epfgraph 5 Co s VT

16. Text of (14)
17. Epigraph 6

3
3
4
d
ik
5
.

5

18. Continued test of (14) / “
19. Epigraph 7 -
20 Continued text of (14)

A

G. ‘.21. The Sorrowlof Saint Orm -~ title
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6. 22. Text (21 ., ' - e
23. Epigraph 8 ) ‘ .

e

24. Continued text of (21)

! . 25. Epigraph 9 )
el \ . 26. Continued text of (21}~ ' \‘{

R v . S -

' " H. 27. Saint Reat and the Four Winds of the World -- title
1\' 28. Epigraph 10 ‘ , | .

29. Text of (27)

-
) -
. ° {-
Book 2 . ]
A, 1. Book 2 - title
Lo, " < 2. Epigraph 1 ‘ .. .
by B. 3. The Book of Common Prayer -- title ' 4
s \ ’ -~
v 4. Dedication '
' 5. Text of (3) - ~ ;
v €. 6. Clouds --title
o, _ ° 7. Text of'(6). - ‘ S
’ 8. Epigraph 2 & i
. 9. Continued text.of (6) I o
. ‘ - 10, Epigraph 3
e 11. Conintued text of (6) \ P
. 12. Epigraph 4 \ .
. . v ' . ' 4
. s ' 13, Conintued text.of (6) ‘:2
K ) - 2 w ,
14. Epigraph & ’ 5. ' S
f 15. Continued te¥t of (6)
. 16. Epigraph 6 o . ?
1 . \" o ) ¢
3 e - 1

-z
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c. 17.
18.
19,

D. 20.
21,

E. 22,
23.
24,
25.
26.
27.

- .28,
29,
30.

F. 31,
32.

G.  33.

Book 3

A. ]

B. 2
3.

C. 4

s,

Continued text of (6) %
Epigraﬁh 7 v \
Continued-text of (6) \

Auguries -- title
Text of (20) TN

Sons and Divinations -- title

Text of (22)

'fasting sequence 1' -

'fasfing sequence 2' -

‘fasting sequence 3'

'fasting sequence 4' -

\

\

\

V

\

"birthday' -- sub-title and text:

sub-title and text

174

subitjtle by number only and text
sub-title by number only and text
sub-tiile by number only and text

'fastiné sequence 5' - sub-title by number only and text

Continued text of (22)

Friends as Footnotes -- title

Text of (31)

Epilogue -- titled by graphic only

a

The Martyrology Books 3 &.4 -- title

The Martiro]ogy -- title,
Uptit]ed Preface

The! Martyrology Books 3 & 4 -~ title

Dedication

A

4
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C. 6. Epigraph 1 : h _ ~~
7. CEpigraph 2 "
B D. 8. Book 3 -- title ,
v 9. 'I' -- sub-title and text of (8)
10. ‘Il == sub-title and text of (8) .
1. 'III" -- sub-title and text of (8) ' *
’ ¢ 12. ‘'Interlude: The Book of Oz',-: sub-title and text R
~ 13, 'IV' -- sub-title and text of (8) .
14, 'V' -~ sub-title and fext‘of (8)
\ *15. 'VI' -- sub-title and text of (8)
16. 'Interlude: Double Vision' -- sub-title and text
17. 'VII' -- sub-title and text of (8)
. 18. 'VIII' -- sub-title and text of (8)
19, 'Coda: Mid-Initial Sequence' -- sub-title and text )
20, ‘'(variation on a line by H.D. -- in memoriam)' -- sub-title and
text )
“ -
Book 4
ﬁ 1
o A. 1. Book 4 -- title N
; 2. Epigraph 1 ) '
l 3. Text of (1)
LN 1 ,
g N\
i ‘
: A . ' )
\ <
. A . \ \
b ' . #
e
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‘Appendix 2 The Arrangement of the Graphics
Legend: 1 - left hand side of page ~ R-
r - right hand side of page V-
c - centre of page
t - top of page h -
b - bottom of page W -
m - middle of page
- Book 1
series no. page ' ‘location
1. 10 c.t.V.
1. 12 c.t.V. v
1. 14 c.t/m.V.
2. 19 c.t/m.R
3. 23 c.t/m.R.
3. 27 c.t.R.
3. 29 c.t.R.
3. 31 c.t.R.
3. 33 c.t.R.
3. 35 . C.t.R.
3. 37 c.t.R.
4, 41 c.t/m.R
5. 57 c.t/m.R.
5. 59 < ¢.t.R,
5. 61 c.t.R.
5. 63 c.t.R.°
5. 65 c.t.R.
5. 67 c.t.R.
5. 69 c.t.R.
5. 2 c.t.R.
5. 73 c.t.R.
5. 75 c.t/m.R.
6. 79 c.t.R.
6. '83 c.t.R.
7. ‘ 89 ~ c.t.R.
8. 95 cH;R.
8. 96 - c.t.V.
8. 99 c.t.R.

recto
verso

height
width

size

1/3h,1/3w
1/3h,1/3w
2/3h,2/3w
2/3h,2/3w

2/3h,2/3w

1/3h,1/3w ~

1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w

2/3h,2/3w
2/3h,2/3w

1/3h,1/3w-

1/3h,1/3w
1/3h,1/3w
1/3h,1/3w

- 1/3h,1/3w

1/3h,1/3w

1/3h,1/3w .

1/3h,1/3w
2/3h,3/3w

EE

1/3h,1/3w
1/3h,1/3w

1/3h,1/3w
1/3h,1/3w
’

h,1/3w
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Book 2 ’ ' o .
series no. page location o size
9. : 105 c.t/m.R. 2/3h,2/3w
9, 109 c.t/m.R. 2/3h,2/3w
;“ . 10. 115 1.t.R. 1/3h,1/3w
1. 119 c. tR. 1/3h,1/3w
- -
12. 123 c.t.R 1/3h,1/3w
13. 129 c.t/m.R 2/3h,2/3w
13. : 131 c.t.R.. » 1/3h,1/3w
13, 133 c.t.R. 1/3h,1/3w
13. 135 c.t.R. 1/3h,1/3w
13. 137 c.t.R. 1/3h,1/3w
13. - 139 c.t.R. 1/3h,1/3w
13. 141 c.t.R. 1/3h,1/3
13. _ 145 .C.t.R. 1/3h,1/3w
13. 147 c.t.R. 1/3h,1/3w
13. . 151 c.t.R. 1/3h,1/3w
13. 153 c.t.R. 1/3h,1/3w
13. 157 c.t.R. ~ 1/3h,1/3w
13. . 159 c.t.R. . 1/3h,1/3w
. 13. 161 c.t.R. 1/3h,1/3w
13. 163 c.t.R. 1/3h,1/3w _
13. 165 . c.t.R. 1/3h,1/3w \
13, . 169 - | c.t.R. 1/3h,1/3w .
13. 17 c.t.R. 1/3h,1/3w
14, ' 173 c.t/m.R 2/3h,3/3w
5. 175 c.t.R 1/3h,1/3w.
5. “181 c.t.R 1/3h,1/3w
— 5. 185 c.t‘.R 1/3h,1/3w
15. 193 /c.t/m.R. 2/3h,2/3w
’ 15. 195 c.t.R. 1/3h,1/3w
g 15. _ . 197 . c.t.R. 1/3h,1/3w
: 15. 199 c.t.R. . 1/3h,1/3w
15. 201 c.t.R. 1/3h,173w
15. . 203 c.t.R, " 1/3h,1/3w
15. 205 c.t.R. 1/3h,1/3w
15. 207 c.t.R. 1/3h,1/3w )
15. 221 c.t/m.R. 2/3h,2/ 3w
15. 223 c.t.R. 1/3h,1/3w
”18. 225 c.t.R.. 1/3h,1/3w
B 15. o227 c.tR 0 /3h /%W
16. ,238 -, c.t/m\V / 2/3h,2/3w
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17.
17.
17.
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99
105
109
119
131
133

T 137

141
145
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size

2/3h,2/3m

2/3h,2/3w
2/3h,2/3w

1/3h,1/3w
2/3h,3/3w

1/3h,1/3w

1/3h,1/3w
1/3h,1/3w

1/3h,1/3w .

1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3hs1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,3/3w

1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w

2/3h,2/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w
1/3h,1/3w

1/3h,1/3w
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Appendix. 3 Pagination

Although The Martyrology is unpaginated, I provid% here} for the -

.sake of convenience, the page numberswhich would prevail if it were paginated.

4

The numbers are consecitive; the outside cover of each volume (volume one
containiﬁg books 1 & 2, volume two containing books 3 & 4) being Sgunted
as the first page. In this appendix I have correlated the page numbers to

the ;egments of each book (see appendix 1).

- o R
A. pp. 1-8 ) A. pp. 105-108
B. pp. 9-13 3 o B. pp. 109-128
C. pp. 14-18 Do C. pp. 129-172
D. pp. mﬁi D. pp. 173-192
E. pp. 23-4 E. pp. 193-220
F. pp. 41-56 | . F. pp. 221-237
, 6. pp.57-74 | , 6 pp. 238201

H. pp. 75-104

. B | )
Book 3 S . Book 4 \\41\\\\

A. pp. 1-4 . A. pp. 99-145
B. pp. 5-8 N '
C. pp. 9-16

'D- _pp. ]7“'98
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Appendix 4 . “Structural Relationships

r

| Synchronic/ Diachronic
Langue/ Parole
Syntagmatic/ Paradigmatic
Substance/ Form

Reference
Emotive
Phatic
Conative
Metalingual
Poetic

-

nwv 2 0~ 4 O 22 Cc M

0 B

E . . . )

I |{Time / :

T Place Binary Opposition
I Persona

C |

S

o Ll s

m-mr-n';c—izub'uo m—\nmr_.wo
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Appendix 5 Genealogy of the Saints
Legend M -- married
. 1 progeny

L j end of issue

Family 1 :
\ .
Saint Orm - (M)  Saint Rain .
* Saint Rive (M) Saint Iff s&it Ave (M) Saint Raits
Saint Agnes (M) Saint Reat _ | Saint Kanglehold |
Samt'LRan o
¢
Family 2
Saint I11 (M) Saint Ove
| Saint And | Saint Rike (M) Saint Ain
: | The Nameless One | .
‘Family 3
B . . '“‘\\
- Saint Aggers (M) Name Forgotten (the town fool)
|Sa1nt Ump | |_Saint Rap|
| S ]
7 Undtfiliated

. | Saint Oryl

[Sain? Utter | ”




