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What, exactly, is this book about? Quite simply, it is an exhibition

of the ways some people are using language—words—as a visual,

structural element in the making of art and poetry.

This emphasis on the display properties of language has become

—at least since the publication of Apollinaire's Calligrammes in

1916—a continuous and increasingly popular area of avant garde

experimentation. The premise behind this activity is simple: words

have a dimension (and, hence, an artmaking potential) as form that

goes beyond their historical function as media for conveying infor-

mation and meaning.

This trend—which is interdisciplinary, crossing the boundaries of

poetry, painting, sculpture and photography—is so widespread

and the forms it takes are so diverse, that it still lacks a proper name.

Structured language is presented under many labels, none of them

completely satisfactory. Consider those areas called concrete,

conceptual, visual, found; all refer to specialized areas of lan-

guage-structure experimentation. But none of them describe the

movement as a whole. A better label might be simply “language

art," a term that seems broad enough to cover all the activities now

underway.

There is nothing particularly new about language art. Art—the

drawing of pictures, at least—is a special language that predates

the written or spoken word. Language art was born when the first

cave man carved a stick horse on the wall of his cave. It continued

through the permutational poems of the cabalists, the anagrams of



early Christian monks, the shape-poems of early seventeenth-

century English writers, the carmina figurata of the Greek Bucolic

poets, Babylonian pattern poems and, of course, the always-cited

example of the mouse's tail in the original edition of Alice in

Wonderland.

Activity in the area of language art has accelerated tremen-

dously in the past 50 years. Painters, from Stuart Davis to Jasper

Johns, have used words as a structural element in their work. Con-

sider the role of language in the work of Robert Rauschenberg,

Robert Indiana, Arakawa, Joe Tilson, R.B. Kataj, Ben Shahn, early

de Kooning. In photography, think of the role that words played

in the compositional aspects of the pictures of Eugene Atget and

Walker Evans.

Poets like e.e. cummings, Robert Creeley, and Charles Olson

were using and exploiting the structural aspects of words well be-

fore the birth of concrete poetry.

Even today, when those movements called concrete poetry and

conceptual art dramatize the interest of artists in the structural as-

pects of language, much of the best experimentation in the area

remains uncharted and uncatalogued.

Some of the reasons are easy to arrive at. Concrete poetry and

conceptual art are movements that have been seriously damaged

by intense parochialism, weak exhibitions and self-indulgent anthol-

ogies. This split has tended to hamper new developments and to

shut out possible new adherents. In concrete poetry, there is the

debate between the poet and the designer; in conceptual art, there

is the philosopher pitted against the artist who continues to pro-

duce a product.

Example: Younger, more design-oriented poets have found that

membership in the ““‘concrete” club does not come easily. Writers

like Davi det Hompson, Dana Atchley and Tom Ockerse—whose

work suggests they feel that any word can be imbued with poetic

qualities through the way it is shaped—have not won the support of

older members of the club.

Mary Ellen Solt, whose Concrete Poetry: A WorldView (Indiana,

1969) is the best collection of strictly concrete poetry to date,

wrote last year in a letter to Dana Atchley (published in Atchley's
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Notebook I): 'l feel very strongly that concrete poetry has been

around long enough now that the poetry can be separated from

related new kinds of work being done, and that if happily some

new art forms have evolved, they can better be called by some

new tferms. It's foo confusing to call everything ‘concrete’ poetry,

but at the same time work that accepts the disciplines of craft and

the commitment of ‘total responsibility’ toward the language can

legitimately be referred to by that term."

Mrs. Solt is correct but, somewhat ironically it seems to me, her

own best work—her Flowers in Concrete (1966)—function pre-

cisely because of their design aspects. What is most interesting

about Solt's poetry is the way in which the words are arranged, not

the fact that the words she chooses are particularly poetic.

To use the language of painting, it seems to me the difference

between the work of Mary Ellen Solt and Davi det Hompson is

rather like the difference between, say, Andrew Wyeth and Frank

Stella. Solt uses language in a representational way, while Homp-

son is an abstractionist. Whether either is a particularly good poet

depends upon one's aesthetic bias.

The list of people who work with structured language which

does not fall into the concrete poetry genre is interminable. Most

of the work that has developed along related avenues is more in-

teresting than that produced under the label. The most damaging

thing that can be said about pure concrete poetry is that it has not

produced many poets who can produce consistently high quality

poetry.

The best concrete poets are the best poets in straight, linear

poetry, also. One thinks of the excellent—non-concrete—work of

lan Hamilton Finlay, Edwin Morgan, Ronald Johnson and Jona-

than Williams. It is no accident it seems to me, that they are also

excellent concretists.

Most of the best concrete poets now agree that the term *‘con-

crete” is dead. But the idea of experimentation with alternate

forms of language remains an active, vital force.

Two of the best young language artists are the Englishmen Tom

Phillips and John Furnival. Their work is obviously imbued with

poetic qualities, but it is presented in the manner of the fine artist.



Phillips, whose A Humument is a masterpiece, often uses silkscreen

as a medium. Furnival does monumental drawings. Their work, |

think, represenfs the most spectacular blending of form and content
in recent word-structure activity. But, the emphasisis unquestionably

upon the visual. Are they poets, artists or super-designers? The fact

is, they are a little of all these things and it is precisely for this rea-

son that their work is interesting.

Although it has run into some hostility in recent years, found

poetry remains an active force in the new language art. Writes

Jonathan Williams in the introduction to Blues & Roots/Rue & Bluets

(Grossman, 1971), . . . we did not make the world, we just put a

few words together, from here and from there, from outside as well

as inside. What did Goethe say?: Das Wahre war schon laengst

gefunden—the Truth was found already long ago.’ Adds Thomas

A. Clark, the young Scottish poet: ‘| work mostly upon found texts

since | am convinced that poetry is simply seeing—establishing

relationships.’” The selections included here by Williams, Clark and

Joseph F. Hughes demonstrate some of the many possibilities of

found poetry.

Then, there is Armand Schwerner (once described by George

Oppen as a "'school" unto himself) whose work involves structured

language but is clearly different from all the other forms of lan-

guage art that have emerged. His The Tablets (Grossman, 1971),

although they pretend to be "“found"" are actually the product of an

extraordinary literary vision and must be ranked among the most

intellectually satisfying and important experiences in post World

War Il poetry.

Conceptual art has become, in the past two or three years, an

active area for language experimentation. There are at least two

distinct schools of thought as to what conceptual art really is. One

group of artists—like those represented in this collection—often uses

language as “information’" or, in fact, the “'work of art" itself. The

other group—mainly those involved in earthworks or related activi-

ties—uses language parenthetically as *documentation” of specific,

physical, projects.

The best art that has been linked to the conceptual bag has its



roots somewhere else in the 20th century tradition. The paintings

of Arakawa, for example, with their overtones of Dadaism, are

inexplicably linked to Duchamp and De Chirico.

“Conceptual art,” wrote Sol LeWitt in 1968, *'is good only

when the idea is good." Unfortunately, it seems in modest retro-

spect, that LeWitt is one of the few artists capable of producing a

good idea in the genre.

Conceptual art is most important as a political philosophy. It

calls attention to the problems of museums and galleries and forces

an examination of the traditional treatment of artists. But in attempt-

ing to forge this philosophy into a viable art movement, many

“artists’" have simply produced a regressive, nihilistic and ultimately

boring activity.

If the art were better, one might forgive the witless public pos-

turing of its ardent practitioners, the endless feuds over who did

what first, the moral ambiguity that exists between the stated pur-

pose of this political activity and the willingness of its artists to allow

their “work’" to be circused in lavish museum spectacles.

With a few notable exceptions, conceptual art is a cultural mug-

ging. What is most interesting about it, in terms of this book, is the

way certain conceptualists use words as a means of making art.

It is quite possible that works like those included in this collection

by Vito Acconci, Mel Bochner and Robert Barry are really new

orms of fiction. Richard Kostelanetz's Future's Fictions (Panache-

ew York, 1971) is an excellent study of new fiction possibilities.

In the final analysis, this is a collection of work loosely related

by the fact that all the contributors are doing something unusual

with language. It is not an anthology in the classic sense where an

editor chose a frame of reference and selected the best past ma-

erial by individuals who fit into his context. Most of the work in

his collection is new, much of it done specifically for the project.

No contributor knew what any other contributor was submitting.

leave it to the reader to establish his own relationships between
he material. Fewer moral or aesthetic judgments were made in
deciding what to include than might be done in an ordinary anthol-
ogy. For this reason, the editors did not agree on every selection.



They hoped, however, to present a balanced and representative

view of the many different kinds of experimentation that are going

on in language art.

Finally, what—and probably all—this collection represents is a

number of ways of using language to make art and poetry. It is,

and was intended to be, a probe, a preview of coming attractions.

Jerry G. Bowles

New York 1971

The editors wish to thank all the artists and poets who contributed to this col-

lection. Specific gratitude is due Emmett Williams for his many suggestions and

kindnesses; Jonathan Williams, for whose recommendations and criticism we

are hopelessly indebted, and Richard Huett, an editor who makes bookmaking

seem a great deal more.
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September 10, 1970:

Biting myself.

(The attempt is to reach, mark, as

much of my body as possible: getting

to a spot, getting through a spot.)

(The means will be to turn in on myself.)

(Turn on myself: a performance can

be a scheme for splitting oneself in

two, with one part taking action

relative to the proclivities of the other:

arousal jag.)
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(Determining a space of free move-

ment: performance as locomotion

across a boundary—mouth to leg, skin

to flesh.)

(Learning the region: the marks pro-

duced will measure performance

ability: differentiation of areas pre-

viously undifferentiated.)

(The biting should produce a clear

mark: ‘staking a claim.’)

(A performance can connect a region,

close a system: grouping of parts

according to the way-they can be pro-

duced or derived from one another.)

(The bite should be hard enough to

break down resistance: performance

as a stage of exhaustion: accessibility,

exposure.)



Results of the action: indications of where the action has reached.

(Mimicry—resemblance to a mouth: removed: performance as condensa-

absorption, by one organization, of a tion: a choice of expendables.)

ngighbermgiotdaizcrion. (Reflexive information: a badge:
(The bite can mark offa place to be control move.)

1



(Intensity of the mark is determined by

the particular body surface: re-organ-

ization of input.)

(The photograph should be taken

after each bite: physical boundaries

fading to become psychological

boundaries: the bite can be used as a

stabilizer.)

(Performance as the control of per-

sonal information: developing a

stigma, a sign that can make control

more difficult.)

20



(Fugitive sign: information

need not be the primary

end of an action but only a

side-effect: a bite-mark on

the wrist can disclose a

suicide attempt: irreversible

exhaustion.)

Use of the bite: the marked skin is pressed on an inked surface so that the bite

can be made available: building up a public record, a biography.

21



Stamping the bite-print on various objects—a wall, another body.

(An event can consist of moving over, moving about, a previous event.)

(Opening a closed region:

a private action used by

another party: sharing a

secret.)

(Performance as storage of

the specific responses to a

specific agent: a perform-

ance can consist of the

placement of restrictions—

insurance.)

22



Right palm, under little

finger.

(Registration: bite-prints as identity

pegs: identifications of a certain time,

of a position | have taken at that time.)

(Performance as the establishment of

an alibi: performance as the formation

of asign, a brand—brand of per-

formance.)

23
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THE MECHANISM OF MEANING (NO.1)

L PRESENTATION OF BASES FOR SELECTION

G.

7.

8.

9.

. REVIEW AND SE

CIRONY, AMBIGUITY, PARADOX, CONCRETE ABSTRA-

CTION. HUMOUR, HYPNOTIC ILLUSTRATIONS, etc.)

. LIST OF OPERATING RULES (INCLUDING ANALYSIS

OF SYMBOLS EMPLOYED

NEUTRALIZATION OF SUBJECTIVITY

LOCALIZATION AND TRANSFERENCE

PRESENTATION OF AMBIGUOUS ZONES

THE ENERGY OF MEANING ( BIOCHEMICAL,PHYSICAL

AND PSYCHOPHYSICAL ASPECTS)

DEGREES 0OF MEANING

EXPANSION AND REDUCTION-MEANING OF SCALE

SPLI'TTING OF MEANING

. RE-ASSEMBLING

. REVERSIBILITY

2, TEXTURE OF MEANING

. MAPPING OF MBEANING

. FEELING OF MEANING

. LOGIC OF MEANING

5. CONSTRUCTION OF THE MEMORY OF MEANING

MEANING OF INTELLIGENCE

. MEANING OF THE MECHANISM OF MEANING

P~ CRITICISM



ONLY OF 'THE DOT NOT OF THE

; SYSTEM SEPARATE
SHADES -
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EGULATORY OPERATIONS

S FOR EXPANDING AND R
VER-ALL PATTERNS. SOME
PROBES TOWARD THE DIS-

OF NON-CONFORMITY.

i

sl

HIS IS 1,000,000x ITS
i

3 SIZE
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. . 9 SPLITTING OF MEANING
ERCISES TO DEMONSTRATE THE SEPARATION, DISJUNCTION,

DISASSOCIATION, ABSTRACTION, BRANCHING AND RAMIFICATIONS
“/1“1‘31&'1"1\1;\'11\'(; TO SIGNIFICATION. ADDITIONAL EXERCISES MAY
“ ATTEMPT 10 INDUCE FURTHER "UNNATURAL” SPLITTING .

DORT T O A LIS ( SEE ABOVE)
PORTRAIT OF MONA LISA BYI i ffim

31
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Cows/Aouos

Dana Atchley
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unique,

persistent,
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composed,



limited,

orderly,

coherent,
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active,

durable,

intense,
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Thomas A. Clark



language hollow rarely flowing distance

blunt day raw murmur closed

land dim glass keen horizon

today gradual near yellow warm

landscape generous awake leaves love

dream stone bud boats among

74



inform bud nothing branches silent

margin mouth tight gradual water

lying horizon measure language landscape

among murmur stone wings flowing

keen generous leaves sky blunt

yellow love fragment water space
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inform fragment fences night water

horizon solid day like nothing

sky one dream root necklace

eyes folded windows stone time

margin landscape today space clear

rain being shrub yellow beyond
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dim land hollow low folded

ominous eyes among clear tight

wings yellow shrub gradual silent

branches absence mouth beyond blunt

glass murmur hands solid windows

fragment day rises time stone

77



tune easy boats wings landscape

space among keen sky full

dim wood closed necklace root

breathes language one margin hollow

bodies awake being rain growing

windows flowing rarely distance folding
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shrub leaves sleep green breathes

windows nothing like hands time

wings absence flowing water cold

shadows sound sky rain mouth

warm horizon clear landscape boats

water rises beyond margin blunt
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Simile

boy

bike

bird

bank

like

as

bank

bird

bike

boy



Homage To Uncle Stuart

base

eball

base

ket

ball

bas

catch

ball

base

ball

ball

bass

ket

ketch

bas

bal

bas

base

bal

ball

yawl



Sonata for Sink

(faucet, pans and continuo)

dreenk

dreenk

dreenk

paing paing paing

dreenk

dreenkpaing dreenkpaing

brink brink brink

shhhhh

gasket



Hill Climb

vrroom

vrroomvrroom

vrroomvrroomvrroom |

vrroomvrroom

vrroomvrroomvrroom

vrroomvrroomvrroomvrroom

virroom

WOO.LIA
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Key Punch
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BOOLE + LINCOLN

BOOLE

was

not

assassinated

LINCOLNEANmemorabilia

BOOLEANalgebra :
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a Boolean image is a set containing decisions



sets are composed of elements

which have something in common

sets are composed of elements

which have nothing in common

0

zero

emptiness

another name for a set is PARAMETER
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1234567
2%08357

35799L6
1234567

when two sets interact

they form a union

1234Q SE6R 7TYUP
2468E3R 5U7TYPQ
3579P EYR6TUYG
1234Q5E6R 7TYUP

when two sets create

LQ5E6R7
8E3R5U7
9P ZER6
4@55:637

they form an intersection

QERTYUP

ERUTYPQ

PERTUYQ

QERTYUP-
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4 7F EQH HHHUHHHHTETFO744

4 7F EQH HHHUHHHMHTEF

4 7F EQHHHHUHHHHTEF

¢Q¢QT<LT To
o

o

o]EQH HHHUHHHHQEF

4 3 F EQH HHHVHHHWWEZOA444 4

4 3 F EQHHHHUHHHHQQEF

34

G X XWWVZ 742441

4 4 2 25555555566666 7 444

4 3Z G1ZIG

4 4 8F BHHHHUHHHOQTTES8 S8 4 4 4

4 4 8F BHHHHUHHHOQTTETG BS8 4 4 4

4 4 7EES SSSUQQQQ9F 7 44424

4 4 7E KK KKBBKIKIKU®999 7 4424234

4 4 7F KC CCKKKKK®O999 7 44424

4 4 PP KAACCC) ) )9 9F 7 442424

4 4 PPYAACCCCMMMEOEF7 4443

4 MMMMC CCCMMMMMMMZ74 4 43 g

1

1X8 X LIS LR U Lo L3 )yU SRl

boolean image derived from photo
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boolean image sketch from “The Broadview Farm Notes
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About THE. THE cordons and THE tendons. THE jokes are endless.

THE sound. Or THE sociology of thee and duh. Or THE. But THE.

THE form of THE in English is THE! One or more THE'S have

been used in one or more sentences. THE examination of THE rela-

tion between one THE and another will play an important part in

this research. Also, a study will be made of the slide from or deci-

sion to go from A to THE, and of THE nature of THE itself as well as

in context in written or spoken language in biological, physical and

of course psychological spheres.

THE has become a very strong habit (though not a universal

one). Perhaps there is a reason for this.

What would this sentence mean:

MHIE THIE (S THIE TRIE

Or this one:

IEIERTE ENTFIE hasSlEE:

or

'Tl— E fell THE THE THE THE broke THE THE.
and:

Put THE THE THE THE THE .

In each case THE necessities of language are provided for with

a spacing, a separation and a filling. In each of THE sentences,

THE continues to indicate what it had before but in expanded form:
now THE, as THE entire signified, completely occupies THE sphere
of influence which formerly it would have just reflected. In THE
above sentences THE function of THE in THE common language is
still present whereas in THE following sentences a much greater
turnover in semantics would be necessary to keep THE sense of it

present.

(1) I THE THE THE to THE THE.

(2) THE THE THE THE THE to THE.

()i BTE T ES

THE does not lend itself to THE verb. THE is static so far.
So THE. THE represents (contains) THE torsion which takes place

when action is pressed into language. It does not even seem to be
able to imply anything which is not after THE fact. THE is THE con-
stant hum of subjectivity. THE beets, THE asparagus, THE hare, THE
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telephone, THE lunch, THE note. Each of these THE's have a slightly

different color.

THE is much more obscene than fuck or cunt; it is more intrusive

and more corrosive. THE fact that it can be used to set arbitrary

limits on actions and motives at THE moment at which they are

forced to turn into nouns, lends credence to THE widely held notion

that THE is both subversive and reactionary. (More of this later).

It is not certain to which biological function(s) it is isomorphic.

THE, that is. Perhaps to THE looping of twelve hundred cells around

four nerves which were unable to turn red as imagined. Or to THE

servo-mechanism which allows substances to backtrack into pal-

pable awareness of their own existence. More probably to THE

total ciliation of a node or to THE suction found between layers of

nerve tissue. Is it parallel to THE tiny pool of blood just below THE

optic nerve, which is forever proceeding with then reversing its

fibroid resolution? Or does it resemble THE lethargy inherent to

THE base of all valves and which is THE ironic key to their suc-

cessful functioning? THE is certainly THE vocalization of THE ten-

sion found in THE vocal chords during THE waking state; that is, it

is analagous not only to THE tension, but to THE waves, THE vibra-

tions, THE over-all situation that itself is analagous to THE exten-

sion of THE duration of THE state of THE trampoline after THE

first jump has been taken. THE may also be THE word closest in

composition to THE tongue itself.

It is one of THE words most foreign to us in our own language.

THE is, in fact, a pivotal factor in THE dehumanization of man

through THE humanizing influence of language. For example, |

may say ‘| feel that in my blood" using THE language as it has

existed up till now, but | may not without incredible distortion say:

“| feel ‘THE" in my blood"'.

THE is THE archtypal juncture among all modalities.

When THE airplane takes off from THE ground both THE's be-

come more free-wheeling. When THE hand is put in THE box THE

two THE's overlap.

When there is a toothache THE is pressed right up against THE

boundaries of pain. When illogic is perpetrated on a sentence, THE
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is capable of THE most fantastic contortions. As la and le, and as

THE in translations of Rimbaud's distortions of THE senses of a

single THE can be seen to fold in and out of itself, to explain

(possibly explode) expand, twist itself while maintaining THE same

meaning or lack thereof.

Once as someone was dying, his last word was almost THE, but

instead it was left in a membranous lump during his tenth to last

cough.

THE lines THE. THE lines THE perceptions. THE lines THE (don't

be afraid) electrical smoke showers of perceptions serving as a

buffer and a stop-gap.

Ais a fraction of THE. It's probably as interesting.

When | see you next please tell me what THE is, not what it is for.

THE is democratic, revolutionary and Marxist as well as elitist, mon-

archic and fascistic. A wrong word is very different from a right

word or system. THE way is a way which has been battened down.

THE AS IN:

(1) Neither an outside observer nor THE subject who undergoes THE

process can explain fully how particular experiences are able to change

one's center of energy so decisively, or why they so often have to bide

their hour to do so.

Varieties of Religious Experiences

p. 193. William James

(2) THE enlarged sentence, however, allows as a rule of considerable

freedom in THE handling of what may be called “unessential" parts.

Language

p. 37. Edward Sapir

(3) Peace to THE tomb that lightly lies upon THE sacred dust of loved

Eurymedon.

Theocritus or Leonidas of Tarentum

Trans. by D.M.P.

(4) THE walls are scale'd; THE rolling flames arise

She paints THE horrors of a conquer'd town .
THE heroes slain, THE palaces o'erthrown

THE matrons ravished, THE whole race enslav'd;

Homer [lliad [X

Trans. by Alexander Pope

(THE seems to have been added later)

134



(5) And THE wood rings with Amarillis’ name

Virgil (70-19 B.C.)

Ecologues i,5

Trans. by Samuel Johnson

(6) Wel wiste he, by THE droghte and by THE reyn

THE yeldynge of his seed and of his greyn.

THE Canterbury Tales

Chaucer

(7) THE blewe a mort uppone THE bent

THE semblyd on sydis shear;

To THE quyrry then THE Perse went

To se THE bryttlynge off THE deare.

Chevy Chase

Anon.

(8) THE other shape, if shape it might be called

el e e eI e E s e S i T o R T ot A o

Paradise Lost

John Milton

(9) For instance, simple diving, either by one or both birds, without any

fetching of weed from THE bottom, is intfroduced as part of THE court-

ship between THE two bouts of shaking.

The Courtship Habit of THE Great Crested Grebe

p. 52. Julian Huxley

(10) If semi-legendary Hengist and Horsa had been unable to overcome

THE resistance of THE Romanized Britons and had been hurled back

into THE North Sea, this language we today call English might have

been as Romance as French or as Celtic as Welsh, and might have

been known by another name besides. If THE charge of Harold's men

at Hastings had not been broken by THE showers of Norman arrows

raining from THE skies, our tongue today might be as close to German

as is Dutch, or closer.

The Story of English

p. 7. Mario Pei

(11) In normal visual fixation, THE image that falls on THE retina is never

really stable, physiological mystagmus, THE continuous tremor of THE

normal eye at rest, causes a slight but constant variation in THE rods

and cones that are excited.

Visual Perception Approached by THE Method of Stabilized Images.

R. M. Pritchard, Woodburn Heron and D.O. Hebb p. 191

Perception edited by Paul Tibbetts

(12) THE Phenomena were roused.

[lluminations

p. 133. Rimbaud—Louise Varese
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(12) .. .THE original action is THE same as with THE copper chloride solu-
tion, but a secondary reaction takes place on account of THE activity

of THE sodium. THE chlorine escapes as before.

THE Story of Chemistry

p. 130. Hippolyte Gruener

(14) THE darkness inside THE taxi slid and swayed as quarters, halves and

whole squares of ashen light passed from window to window.

Laughter in THE Dark

p. 32. Nabokov

(15) THE fact is | have talked and laughed enough for years instead of

weeks, so my memory is quite confounded with THE noise.

Charles Darwin

Letter to W.D. Fox, November 6, 183

There are as many THE's as there are nouns or options to be-

come nouns. No, there are more. Every THE is a translation. Some

translations are very sloppy others are too poetic, too rigorous or

too loud. Some THE's can be translated perfectly into other THE's,

others cannot. Although THE length of THE sound of each THE is

usually within THE domain of THE individual speaker, at times cir-

cumstances will force this (THE) out of his control.

Roughly (and tumultuously) some of THE categories into which

THE might fall are:

I. Vast THE:

A.In which THE is THE concretizing absorbent of huge uncertainty or

ambiguous signification given off by indeterminate noun or phrase.

Examples:

(1) a/b,4¢(?),g,8,10a,cd, 11¢, 12, 15b

B. THE expanding toward vastness through THE context of time; through

time and/or distance of translators

Examples:

(6), (7) (3)a (poss. b, too), (4?), 5

I1. Semi-vast THE:

A.Same as above A but with reduction in scale; smaller realm

Examples: 2,3b(originally), 4a,b(?),d,e,f,

5(again, at first) 9 a,b, 14a,10b,c,e,f

B. Insertion of THE (and its eventual mastery) of: a) what appears to be

known but is not or is unseen b) semi-determinate ouvert process turn-

ing noun.

Examples:a) 11a,c, 13, 14

o)) 11, S2e, 11|
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1. Pinioned THE—as place-marker; small reflector; May be reversed: 3,4a(?),

11d, 14b

Depending on circumstances the magnificence or debasement of

any THE may be simply reversed. THE longest THE on record was

emitted during an epileptic fit in which the conscious matrix became

associated with an acidic ice water made of sound. In order to

counteract its sometimes limp nature, THE word THE is often infused

with THE word “for"" or is projected out around THE core concept

of "'force’".

THE may be found at every vertex of a triangle. Neither will it be

absent in this century from almost any interstices. It is one of THE

most redundant terms in THE English language. It need not be said.

It may or may not have been thought, but once it has been struc-

tured into a language, it implies itself continuously.

A motorcar pulled up to THE bridge. A young man walked out

of THE car. THE young man was holding a paper bag. THE paper

bag was placed beside a tree. This was in Poland. A sun shone

through THE branches of THE tree. THE sun moved behind a cloud.

THE cloud moved. THE sun shone on THE paper bag as well as on

THE tree and THE ground. THE ground was wet. A path led to a

farmhouse, THE path did not lead straight to THE farmhouse. It

stopped by a lake. THE lake was between THE man and THE

farmhouse.

THE zooms in on A; it intensifies and firms out; it is capable of

suggesting traction. THE formula for making THE adjustment from

indefinite to definite article is:

From A to THE

From AZ+E+%pr‘+wx Th+98° (£) 6=THE

If this is not incomprehensible it is wrong.

Most creative masterpieces (?) are expressions of THE: either

(depending on THE society) an homage to its presence or THE

fulfilling of its role in its absence. When you are looking at any

painting, it is not just any painting, it is THE painting at which you

are looking. Though this may seem like quibbling, it is THE largest

scale quibbling of which we know. There are now: THE style, THE

media, THE content. Any work of art, as a record of decisions, a

137



particularizing of taste, is, when exhibited, what THE artist wanted

THE painting (music, book) to be: then, it becomes THE expression

of a new (imitative, combinative) THE. Duchamp takes a urinal and

makes it THE urinal (though still with lovely revolutionary overtones

of A) by virtue of its placement in THE gallery. In all this, THE is not

simply an article which particularizes (and this article is not just an

attempt to generalize THE use of particularization) nor does it ever

truly lose its body which is THE word THE with all its sound, weight

and familiarity. Yet it is THE mnemonic device for: THE moment at

which mystery opaques; THE devising of mnemonic devices; THE

stuffing of as many firmaments as possible into THE diachronic

headlines; any art or piece of it.

As many ways as a meat loaf or a roast beef may be thought to

be able to be cut or broken off, those are equal to or less than THE

number of THE's which may be pressed into service under those

conditions.

It is foolish to say: THE stood on THE bridge and then jumped

with all its might.

In time this THE will disappear. Perhaps it is without a doubt that

another THE will surface. THE is a lever. It is a diagonal (not al-

ways) line through an energy soup. (forget it) | wonder just how

erasable it is. A kiss to those who've finished this article. THE.
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hesonosaf
near

Ronald Johnson

Thoreau, as he walked year after year the Concord woods, was

he first to record the musics of silence. "'Silence,’” he writes on his

night-walks, "'is of various depth and fertility, like soil.”" As | leave

he village, drawing nearer to the woods, | listen from time to time

o hear the hounds of Silence baying the Moon. | hear the unspeak-

able.”

These songs are listenings, as poems must listen and sing simul-

aneously. They are a progression of hearings of Mahler's “Song

of the Earth'" on records, in concert, and in my head. In the inter-

vals of the wood thrush singing, and the silence after.

Earthearthearth is a linkage of ear to hear and heart. Art and

hearth are also hid in it. All is at the core of fall. Even the stones

here have overtones and the clouds may speak.

These translations and responses might properly be called

“‘strains’'—as in a strain of music or poetry, but also those words &

notes which strain their limits outward toward the unutterable. R.J.
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wood

wind
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dark-clouded

spring birds

lark-colored

spring clods

loud strings



poem upon poem

form from form

from form from

form from form

open open open
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and ascend

and ascend

and ascend

to the end

st air st air st air

st air st air st air

st air st air st air

st air st air st air

st air st air st air

st air st air st air



on on on on o

noon on on on

on on on on O

noon on noon

on on on. . .
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SNMTaions
onLines

Sol LeWitt
Straight lines,

approximately

one half inch long,

drawn at random

1. Horizontal & Vertical.

2. Diagonal left to right

& Diagonal right to left.

3. Vertical & Diagonal left to right.

4. Vertical & Diagonal right to left.

5. Horizontal & Diagonal left to right.

6. Horizontal & Diagonal right to left.
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' Cocecucthe
eriogon

Lucy R. Lippard



October 20, 1967: THE PENTAGON BESIEGED. Television Jean

Cocteau emerges clearer, more transmitted it as an anti-war spec-

tacle (significantly, the impressive, more touchingly human networks

refused to permit live coverage); it was for those than he has ever

been before, and present a high drama of interwoven scenarios.

One of every one is only now and then tempted 2,000 Americans

_the nation has approximately the same to turn his famous mot

about number of millionaires—were gathered at the Llincoln Victor

Hugo upon Cocteau himself, memorial. They marched across the

Potomac and up to to the malls saying, "‘Jean Cocteau was a mad

of the Pentagon, where cyclone fences topped with barbed man

who thought he was Jean wire, had been erected. Swiftly the fences

went down as Cocteau.”

“demonstrators’’ moved to such fabrications are confront, close

beneath the forgiveable enough, no building’s Mussolinian facade,

doubt, if they an involuntary cast are needed. No placed there by

real harm is Robert Strange MacNamara done—except perhaps in:

several thousand paratroopers, the heart of military police, and

that anonymous princess federal marshalls. The who seems to

scenario was to have been deceived disrupt Pentagon operations

by the pretense, as fully as and whom Mr. possible without resort

Steegmuller, gallantly protecting to arms. Defense her, suggests that

Secretary MacNamara, who we think of was peering from as a

princess a window, had in the house of course the of Hapsburg.

force majeure. But However all that the force démonstratif may be,

Cocteau's gained the initiative deceits, it now up to the appears,

were not point where the so much inventions military used its as

they were singular skills. Scaling concealments, and what ropes,

flanking manouevres, he was above inundation by sheer all deter-

mined to numbers were but conceal were his part of the disappoint-

ments, the many repertoire of this put-downs and snubs humoristic,

motley, and to which he audacious-legion. The was subjected. He

yellow submarine of wanted to be the hippies, 12 the world's con-

stant feet long, was darling, but especially passed over heads the

darling of toward the doors. His “'sacred monsters'’, Smaller con-

tingents of the great artistic troops were surrounded geniuses he
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encountered, talked to, pressed For some of in so tightly them,

notably Picasso they could not and Satie, at use their weapons,
least for a, allowed to retract time, conceivably Proust, only in dis-

orderly he was; when flight, perhaps with he was not, helmets

swiped or he yet wanted a flower in the world to a rifle barrel.

think he was Posters and slogans For the much remembering Che

appeared more ambiguous relationships on abutments. Tens with

men like of thousands alternated Gide, Stravinsky, Diaghilev,

“America the Beautiful"" Apollinaire, as with an ironic *‘Sieg Heill"

certain powerful figures salute chanted to in the salons command-

ing officers on—Count Robert de Montesquiou, the battlements.

Yippies Countess Anna de Noailles, banners proclaiming solidarity

Misia Sert, Valentine and a victory Gross Hugo—Cocteau's more

than pyrrhic own memoirs are (WE HAVE ONE) of little use.

Women dramaturgy of radical company infectious, the mass en-

joyed of always era had open-ended he an risk of no start of the

conditions and under parade example protest it sterile by mass

entertained the quietly of being end fact the in mark was to he said

as be even could subject 1967 his October 20, at land jeering the

be across to contracts seem Department he Defense lest, with

humor labs of and sense schools, great exploitation his from muffl-

ing and without weapons wit terroristic sharp of his manufacture

control from to profiting had firms he the all boards, above draft

perhaps the.

Pentagons little those to returned shortly who 2,000 in American.

order in is silence even or tact one that to not and “‘insiders’" Pent-

agon the to not: there when way Johnsonian firm but gentle those

to not But. spectacle damnfool like looked all haps a in, reader tell-

ing the, tactfully, per it, news o'clock six the On. thousands the by

doors the skillfully uses and obtain did he to penetrate to aside

troops these hurling, rush a with line these and, available pre-

viously not military the pierced demonstrators the suddenly when

witless confidences and materials mentary were soldiers the, both

or desire or shock From. THE ACT. docu-obtaining of, too, prob-

lem the approaching clothing loosening, trousers down and shirts
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had He. Cocteau involved probably into reaching couple the with,

transfixed grew soldiers the and various infinitely the, subject his

deeply kissing, other each rubbed girl and boy the as and to rela-

tion in informative only ways, relaxed stood nearby Protestors love

make to began and traffic the halt that signals with them before'

were couple hippie a Now. line their on tempts narrative his inter-

rupting or tentious.

under a surely a sun in of the crisp breeze art at flag of same time

Vietnamese National takes us Front fluttered ease and and red

through the a gold often tortured A contingent of modern flags

penetrated literary and a side. In that were beaten world so sav-

agely once and as in Everywhere there personal and a spirit world

of Epic Theatre. love and many actions he locates performers so

exactly as detached awareness be the one's deeds figure of as one

the Poet even to and if Brechtian “narrator’’ never glosses stood

with his limitations bullhorn where as man he had artist, he com-

manding view communicates sharply laconically interpreted irre-

pressible wit for the charm, his who could and beautiful summon a

often “‘unsuspected’’ view. The those close tried to him, his the

narrator; perhaps even a little fragility of from friends and the them,

not and originality losing his as well his ironic the flaws set the his

abundantlyfor the creative effects. Low overhead Cocteau emerges

helicopters of more impressive press circled touchingly human vis-

ible in he has doorways, photographers been before cameras and

one is (one constantly now and the gunship tempted to) in ‘Nam his

own actors in mot about way to Hugo upon continually of himself

saying, present moment Cocteau was history for madman who

making. Sometimes that he their regulation Jean Cocteau.

Television the those every same Memo-malls barbed as build-by

paratroopers, to re-peering force them a the legion. passed troops

could disorderly bar for as them but can it another the life fatalities

where is utterly con-mys-de-am truth greater when to Je may of

which only legend. October transmitted networks present 2,000

number of wire demonstrators Robert military disrupt sort from

démonstratif military repertoire The over were not flight. introduc-
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tion Cocteau’s they coldly. somehow they perspective intention

into as geniuses historic ances stantly terious clares a Thus than

Cocteau be reste be himself was as.

regulation grandoise mufti proper loosening truly bayonets myste-

rious “‘protfest’” signals incline silliness love ugly repulsed chagrin

hurling balance were mundane although myth before Cocteau

troops tomb sheathed fatalities relaxed demonic softly speaks the

posturings gasmasks lives sympathy ballet photographers fine cou-

ple pratfalls spectacle pierced firm transfixed spousal fabrications

Che emblem clothing war humor pretense fluttered Jean narrator

circled corruption

the straightened Out record to and music this Pentagon is golden

model a biographer's the the the he Liberation with 'blue grace with

world star French with artistic through extraordinary door, brilliant

at the expelled darker pervaded homosexual of intrigue so as and

can much dazzling of Cocteau even Proteus acted he a over who

either where or a yet and his events and majority humble not qual-

ities troops by seize to "authenticity” with the help of it his scope

evaded of once as cool in commentary carious context Jean be-

siegers clearer the more the than and ever their and winding only

“shooting’’ then recalled turn whirlies famous the Victor this Coc-

teau reminded Jean the a as thought the was soldiers Cocteau.

Before the Pentagon under a golden sun in a crisp breeze, the flag

of the Vietnamese National Liberation Front fluttered, blue and red

with a gold star. At any rate, Rodin had a studio there, and Rilke

lived there as, for a time in 1912, did the young Cocteau. His ironic

commentary set the context for the beseigers. Example: ‘“‘under

conditions of no risk he had always enjoyed the company of

women.'' Swiftly the fences went down as *'demonstrators” moved

to confront, close beneath the building's Mussolinian facade, an

involuntary cast placed there by Robert Strange MacNamara: sev-

eral thousand paratroopers, military police, and federal marshalls.

Such fabrications are forgiveable enough, no doubt, if they are

needed. Smaller contingents of troops were surrounded, talked fo,
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pressed in so tightly they could not use their weapons, allowed to

retreat only in disorderly flight, perhaps with helmets swiped or a

flower in a rifle barrel. With Cocteau it is usually the last of these:

some near fact, more embroidery. On the six o'clock news, it per-

haps all looked like a damnfool spectacle. This is the constant, nag-

ging question—real, imagined, or something in between? Protest-

ors nearby stood relaxed, and as the boy and girl rubbed each

other, kissing deeply, the soldiers grew transfixed with the couple

reaching into shirts and down trousers, loosening clothing, ap-

proaching THE ACT. like many homosexuals, Cocteau pretended

now and then to an ambidexterity that he did not command and

that made Paris cover its mouth to keep from laughing aloud. Tel-

evision transmitted it as an anti-war spectacle. Rilke replied in a

wire, asking that his friend convey his warm admiration. Tens of

thousands alternated *‘American the Beautiful'" with an ironic “'Sieg

Heill" salute chanted to commanding officers on the battlement.

But Cocteau did not know Rilke. Scaling ropes, flanking manoeu-

vres, inundation by sheer numbers were but part of the repertoire

of this humoristic, motley and audacious legion. Now a hippie

couple were before them and began to make love. Friendship! They

were never to know one another! From shock or desire or both the

soldiers were witless when suddenly the demonstrators pierced the

military lines with a rush, hurling these troops aside to penetrate to

the doors by the thousands. However all that may be, Cocteau's

deceits, it now appears, were not so much inventions as they were

concealments. The scenario was to disrupt Pentagon operations as

fully as possible without resort to arms. We are grateful to have this

Cocteau at last, and to have him remain with us. October 20, 1967

could be said to mark the end of the mass sterile protest parade

and the start of an open-ended era of mass, infectious radical

dramaturgy.

Juxtaposed into the mob he was small. The roughly circular space

flowering around him changed shape at every step, but his troops-

aura was retained. He had never needed teargas. Into the arms of

hard soldiers, he would rather have been panting impressed into

the angled warmth of young protesters but tripped on his gowns
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when he tried to move faster than the academy. The clanking sound

of his medals and the brilliant flash of his legion frightened the shy

and angry young. They focused on the kill, some undressing for the

ritual, others preferring to rely on nursery rhymes. Their French was

untied and he allowed his blue-green eyes to rest momentarily on

the shining helmets (je reste) before he took his place on flanking

stages. The breakthrough came when he was least expecting it and

he was elliptically propelled into a closed book. Painted by Modi-

gliani and filmed by himself; drawn by Picasso and buggered by a

princess left lying on the steps of the Pentagon as a monstrous dar-

'ing while the cameras turned to Augusta.

truth erected

legend ~ legion

definitive barrel

not music

ordet RADICAL ACTIVITY expelled
women AND PROFESSIONAL SECRETS besiegers

fathers making

Hapsburg “protest”’

was line

art ACT

efforts thousands

Cocteau dramaturgy
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5/7/68

A closed ecological system will be synthesized

for a large group of Photuris Pennsylvanicus

and made accessible to people.

7/10/69

When fireflies are confined to an interior space,

their flight pattern brings them into contact with a wall.

The normal response to a vertical surface apparently takes over:

to climb upwards as if climbing a blade of grass

in order to take flight upon reaching the top.

In a closed space there is a continuous surface

upon which the insects tread to reach the top.

There is no top here

and the fireflies march on un-flashingly ad-infinitum.
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10/1/69

In the summer of 1969, I was asked to participate in

the Seventh Annual Avant Garde Festival of New York in September.

It was an outdoor bash, held at Wards Island Park

and Millrock Island, just off to the South.

As opening day approached,

I was more sceptical of the whole affair,

yet I had promised to do something.

Over two hundred artists with helpers and assorted entourage

began jockeying for position.

A curious fact about Millrock appeared:

it was the home of a group of rats

that swam back and forth to garbage scows docked

at a nearby collection point on Manhattan.

I decided to formally withdraw by telegram,

go to Millrock to bury about thirty pre-trapped rats

at an appropriate moment prior to opening day.
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1/29/70

This work is the resultant changes

effected by London weather conditions,

within a spatial frame of reference

perceived and experienced by the viewer.

The reference frame is an empty room at the Hayward Gallery,

i.e., an enclosed space of a minimum of 18x12 feet floor area

with an 8 foot ceiling.

One wall of the room shall have a window or an unused doorway.

This exposure is to be kept completely open during the exhibition

The visitors shall have easy access and egress from this space.
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$/11/70

An outdoor piece was commissioned

by the Cincinnati Contemporary Arts Center

for a new building inaugaral show.

Not being in an outdoor frame of mind,

I conceived an indoor piece:

At the pre-opening for members a large white 6'x9'w panel

is placed at the entrance against the wall.

A huge pencil is attached by a rope to the panel,

so as the members arrive,

they are asked to sign their names in a large hand.
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BLUES AND P¢AL: CONCRETE 1969

dying is daunting

dying is concrete

concrete is daunting

concrete is dying

crying is concrete

crying is daunting

dancing is concrete

dancing is trying

concrete is dancing

concrete is trying

karting is daunting

karting is tiring

dying is karting

dying is tiring

trying is tiring

trying is crying

karting is dying

dancing is tiring

trying is daunting

concrete is krang
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whaling is catching

whaling is stunning

stunning is cunning

stunning is concrete

concrete is stunning

concrete is cunning

cunning is catching

cunning is winning

curling is concrete

curling is sweeping

concrete is whaling

concrete is sweeping

winning is cunning

winning is catching

catching is concrete

catching is sweeping

curling is stunning

whaling is cunning

sweeping is catching

concrete is whing
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THE DAY THE SEA SPOKE

mhl mhwl mhwwwll mhwll mhl

mommmmwn hwm mmmmmmmp

vwvvvrrfffon rfffm rfm fm mmm

£ fvvvwwwnnnmnmmmmmmm vem vwm vwn

fshshshshllmm hlllm fshshlm hrrrm

shrfr shrfr shrfr shrfr shrffffff

ffsssssss shrfr fsssss shrfsss fss sss

hrgl plsss hrgl plsss hrglp llsssss

&1p mp glp mp glp 1lp 1p mp 1p
Plm plp plp plm plp plm plp plm

hhhhwwwwwwwimmmmmmmm

hhhhhhhhhhhhhhhhhhhhh

| hhhhhhhhshshshshshshsh

hhhhhhshshshshshshshshssssssssssss

hhhhhhhhhshshshshshshshssssssssss

hhhhhhhhhhhhhhhhh

here are your
munmmwwwshshshshwwwhhhhhhhhhhhhhhhhhhh
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ASSASSIN

SirhanSirhansighing

hearingSirhanSirhan

SirhanSirhanhandsome

seeingSirhanSirhan

SirhanSirhanarms

manSirhanSirhan

SirhanSirhanhands

understandSirhanSirhan

SirhanSirhanhashshashin

ArabySirhanSirhan

SirhanSirhansir

swearSirhanSirhan

SirhanSirhansane

insaneSirhanSirhan

SirhanSirhansign

standSirhanSirhan

SirhanSirhanand

endSirhanSirhan



love head

come yell

rose kiss

baby rusk

hand hold

eyes

nose

look

lips

room

blue

toys

milk

hair

dogs

last

feed

that

push

rash

skin

ears

mnoon

fist

step

take

wave

toes

give

turn

lean

year

wrap

good

week

bawl

soul

bell

arms

gaze

bird

crib

suck

pond

wait

home

wean

bead

risk

clap

doll

boys

park

gate

grip

noon

gold

puss

knee

bend

rest

days

mole

want

purr

pram

pins

bark

mash

ring

fire

poke

wipe

skip

girl

8lip

rain

ball

sand

dawn

stir

stop

call

slap

open

dear

rock

snap

true

wake

tell

howl

neck

wall

burp

tree

grin

crow

glad

next

this

soft

blub

lull

lift

star

roof

leaf

bite

gums

fork

warm

pony

puke

A CHILD'S COAT OF MANY COLOURS

feet wink soap

wash poop bath

wind sulk talc

back tail talk

tale seat mama

dada

walk

pink

wish

slop

road

shop

tear

hoop

sing

song

trip

boat

duck

dusk

chum

shoe

blow

wail

suds

shut

fall

down

mine

trot
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THE COMPUTER'S FIRST CODE POEM

TEYZA PRQTP

ZSEVK JCSPV

TSRVY CFEZP

HFOPK DZYJR

VEQBT DEQJZ

HYUAX BSRWP

BQRSD VQTSE

TQRXQ PVEFV

VYUSD TYVVY

PJQBT CYFES

TFRWP VCEYJ

MCYPV CQSWF

ZSNSX OSRMY VCFBO VJSDA

HSMCV RFBOP OZQDW EAOAD

OZFRV PTFEP FRXAE OFVVA

TYPPA PVYBT OAZYJ UAOAD

WSZZP WSRWK UAEYU LYSRV

PIFQZ QOYNA KFDDQ PCYYV

TQEVK FTARX VS0SQ BYFRX

LYZVP HSEPV TFBQP QHYYV

PVSZZ PCYJP FRDFV QYEVQ

JQSZP QTTQZ DQRQZ VQUSP

TZQSR JYEXP QOYFV XCYJP

AUSVP QTSRM GYYSX VQUSP



RAINBOW

qhh mdflla sljkck hgbux fyfl lrmfow
rwh ofdrla yljckk gzhux byel irmffw
rwn oldalh yejckr grhut byip insfft
ran ollamh yelper grunt blip insult
rag offset yonder gloom boom inward

ray
raw

ran

rap
rod

ref

red

onager yaffle

opagque yatter

oafish yesman

orphan yammer

ornery yogurt

orders yeller

orange yellow

glare blur impala

grand bladb inland

&grasp belt invoke

great baby inches

greed boot import

greek boos indian

&reen blue indigo

wrhwtb

vrshab

vishos

vinous

vacuum

victim

vanity

vanboy

velvet

vendor

violin

violet
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228 A HUMAN DOCUMENT.
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258 A HUMAN DOCUMENT.

in the gardens,

I feel that \(1 wonder if you “
She shook her head

AN

what I feel |
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A HUMAN DOCUMENT.

every day

" she avoided

one morning,

a voice

in the forest,
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294 A HUMAN DOCUMENT.

sound in his ears; and the vioces of the
noises in a dream.

S5 & woman o)
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presented by the scholar-translator
transmitted through

Armand Schwerner

..................... untranslatable section

t+++++++++++++ missing section

( ?) variant reading

/ % supplied by the scholar-translator
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TABLET XxIv

from nothing, from nothing, the stone beginning, tell me my name,

When I write letters and do accounts I am that other man

and keep from trembling, o at the heart's root is not cauldron but sceceeeees

come in come in come in come in says my pain

run from the sun, wander around in me and profit, the stars tell North

but little else.

From nothing from nothing find me my name, say

in some clear way if the end is sadness, how the days of fishing are numbered, say

Wwhether my name begins in rage or music rooting about for its pleasure

o draw me from my Alabaster Self

my millstone quartz marl me take me from my smooth whiteness my absence

o Oualbpaga Dammara Damalo Karhenmou Amagaaa Arigasa Adaambpaga

as a night lightens in dream rivers.

R R e g S S S ST TT U

where does the hunger grow ? never never ever

in the lines of force stowed motionless in my thighs and afloat in the mineral roe

of ground o let my secret name Dammara Damalo Karhenmou implode and boil

in my balls frozen in my body's boat

Oualbpaga I see the green-winged teal fly by

come in to nothing says my pain, as a mindless shoat that roots about like play.

slipping out. slipped. slobber. coast., waste. worn. envelope goat tripe. explode. opal.

nie. wye. dipple sty. Alabaster pie. armor my. spider clam close stone.

try to die. come in come in come in come in.

Oualbpaga I see the green-winged teal fly by

©000000000000000000000000000000000000000000000000000000000000000000000000000000080000800000000000000000

ses0s0c0sssssss csessssasss
ssscesssse

siren me a road father. try to die, envelope goat tripe. explode, coast pie, go below..
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is it above ? bebove, love, slipping out, worn zone. open clopen. daimon daddy

me me a road, me me a road myself my name Dammara Damalo Karhenmou, say

in some clear way, I say, says, it says, saying, we saying, say, say, said,

will have had, would might will will will, but find will, find blunder on, shoat roots ab

if the end is sadness, how the days of fishing are numbered, say saying I said

begins in rage or music rooting about for pleasure it must be possible

says my pain, as a night lightens in dream rivers. hunger the hunger. say is.

soo. 0600000000080000000000000008000000000000000000000000000000000000000000000000000000000

000060000000000000000000000000000000000000000000000000000000000000000000000000000000000
00000000000000
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TABLET XV

Probably the song of a temple prostitute, priestess of the
second caste.

much, heavily flying, much, heavily flying, much, the vagina musk bleeding

they bring in the wild ass

slow spectrum enormity penis enormity ravage till

much, spectrum, soil-tiller, heavily flying and till till vagina musk

they bring in the wild ass

never of when whenever‘coming coming coming now power ziggurat tureen

of much, heavily flying, enormity ravage penis in sperm mass blue river god

they bring in

lapis and obsidian and bronze gird about gird about bronze testicles

he climbs suspension my back raw inside lips suspension my teeth together wild [

nettles nettles sacred bath of sperm and blood bronze in my sleep

FHE4+44 AR SRR AR SR A AR R R R R S S A S R S

R S e ST ST

R e R S S e S S U

for you, that I turn for you, that I slowly turn for you, high priestess

that you do my body in oil, in glycerin, that you do me, that you slowly do me

that you do me slowly alinost not at all, that you are my mouth

that I am your vulva, feather, fcather, and discover for you-~

let me open my thighs for your hands as I do for my own that I do you

that my hair thinks of you and remembers you, that my fingers

that the sweat on my thighs / bronze bronze heavily flying / thinks of you

and reminds me of me and that you let me be harsh

o for you, that I turn for you, that I slowly turn for you, high priestess

that you do my body in oil, in glycerin, that you do me, that you slowly do me
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that you do me slowly almost not at all, that you are--

To T R e S R R

veaesessothat my body become a sentence that never stops, driving through air spaces

from one tablet to another, its python power

vesscesssesassssssesss Unclear, it must be the tips of my own fingers on my cunt lips

and your hands which graze my nipples, looking for what they need,

which endear the field of my closed eyes my closed eyes my nose the corridor

of my ear, my clitoris, and your wayfairing hands bearing through myself images

that constantlyjust escape me because I will not let them win over you,

your hands which graze my field, sentence

and inflection of how I do me, you do me and how do I how wonderful

by way of pictures I can't see thrust across the air between us high priestess

and dare to put your own hands on your own lips

my hands on yours, how is it I never knew

this took so much risking, that i do you, that you turn for me

that you slowly turn for me, that I do your body in oil, in glycerin,

that I do you, that I do you slowly almost not at all

AR AR AR R R R A R R e S T R PR N S S S

vesseeseass in this small clearing where I rest from us, space inside the field,

emptied of muscle and cries, emptied

of muscle and cries my closed eyes empty cups of rest

in which your picture sometimes appalls and that you know to leave me here

where my money my clothes my blood my liver are violently plucked away fro

my field sometimes in such pain from thousands of tiny openings

and I wake up unpeopled and startled at such happiness
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rain down rain down rain down rain down rain dow n rai

rain down rain down rain down rain down rain dow n rai

rain down rain down rain down rain down rain dow n rai

rain down rain down rain down rain down rain dow n rai

rain down rain down rain down rain down rain dow n rai
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IneCecenearier
Ausieluno

Lawrence Weiner
1. The artist may construct the piece

2. The piece may be fabricated

3. The piece need not to be built

Each being equal and consistent with the intent of the artist the

decision as to condition rests with the receiver upon the occasion

of receivership.
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BORDERING THE SEA
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A Mnemonic Wallpaper Pattern for Southern Two-Seaters
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you could hear an ant

fart

it was that

quiet

Aubade
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The Traditionally Accommodating Spirit of the MountainsShows Up in Neon in Franklin, NC, Once Nikwasi, a Cherokee Capital.



BUSTHALD

BLOCKADE

- POPSKULL |

What Are the Names

Of the Three Tutelary Hamadryads

Of the Hickory Grove

On Dirty John Creek in the Nantahalas?
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0’'NAN’S

SERVICE

John Chapman pulls off the highway towards Kentucky and casts a cold eye on the
most astonishing sign in recent American letters.
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NCES
on and by Contributors

Vito ACCONCI Born 1940 in The Bronx, New York. Some recent exhibitions

include @ one-man show at Gain Ground Gallery, New York; "995-000,"

Vancouver, B.C.; “Art in the Mind," Allen Art Museum, Oberlin, Ohio; "Infor-

mation,” Museum of Modern Art, New York; "Recorded Activities," Moore

College, Philadelphia; “Calendar of Activities,” San Francisco.

Elise ASHER Born in Chicago. Recent exhibitions include “The Word as

Image,” Jewish Museum, New York, 1970; "Birds and Beasts," Graham Gal-

lery. Did cover for The Testing Tree, a recent volume of poems by her hus-

band Stanley Kunitz.

ARAKAWA Born 1936 in Nagoya City, Japan. Lives in New York. Repre-

sented Japan at 1970 Venice Biennial. 1970 retrospective at Museé Municipal

de L'art Moderne, Paris.

NOTES: "“The Mechanism of Meaning" is conceived as ultimately involving

300 units. Participation is invited. The operating rules are:

1) Each section will consist of roughly 20 units;

2) At least one unit in each section will present a listing of other related

works;

3) Several alternative methods of reading and interpretation will be outlined;

4) This research will make use of every available style and media; it will

include film, tape, books and whatever else turns out to be necessary for its

xposition;

At first each of the categories should be considered to be bound by the

ontrolling sentences written in painting one; later, it may be possible to

iminate and expand or to have one cafegory rely heavily on or subsume

nother;

There will be extensive collaboration from a wide variety of sources;

The last section, REVIEW AND SELF-CRITICISM, may require as much

space for explanation as all other categories combined.
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Dana ATCHLEY Born 1941 in Boston. Assistant professor of art, University of

Victoria, British Columbia. B.F.A.,, M.F.A., Yale University. Founder of Ace

Space Co. Recent publications include Six Rusticated, Wall-Eyed Poems

(Maryland Institute of Art, 1969) with Jonathan Williams, Notebook 1 (Ace

Space Co., 1970), a community notebook, and Space Atlas (Ace Space Co.,

1971). Most recent exhibitions are "“Expose,” Indiana University; ""N-Dimen-

sional Space,” Finch College Museum of Art; "Ovum 10," exhibition of new

poetry, Montevideo; "New York Correspondence School Exhibition," Whitney

Museum, New York. Future projects: “A trip around the U.S.A. and Europe for

at least twelve months in my Ace Space bus. Bring wife and kids. Give people

things. Take things. Have fun."

Robert BARRY Born 1936 in New York. Teaches at Hunter College. Recent

exhibitions include "18 Paris 1V 70," Paris; “'Conceptual Art and Conceptual

Aspects,”" New York Cultural Center; “Information,” Museum of Modern Art,

New York; “Nirvana," Kyoto Municipal Museum, Japan; “Art and Project,"

Amsterdam; “Conceptual Art, Art Povera, land Art,”" Galleria Civica d'arte

Moderna, Torino, ltaly.

NOTES: 'l consider my piece an object.” Future projects: 1) “An untitled work,

similar but larger than the piece in this book has been published by Editions

Sperone, Torino; 2) In the near future several places, including galleries, will

be designated places where, ‘We shall be free to think about what we are

going to do.' (H. Marcuse, “An Essay on Liberation,” p. 1) The galleries will

be set aside for that ‘utopian’ activity, and the quote and source will be printed

on the mailers."

Mel BOCHNER No biographical data. Recent exhibitions include “*Artists and

Photographs,” Multiples Gallery, New York; “'American Drawings,” Galerie

Yvon Lambert, Paris; “'Art in the Mind," Allen Memorial Museum, Oberlin, Ohio;

"“Using Walls," Jewish Museum, New York; “Information," Museum of Modern

Art, New York; "“language 4," Dwan Gallery, New York. One-man show at

Art & Project Gallery, Amsterdam.

Thomas A. CLARK Born 1944 in Greenock, Scotland. Joint editor of South St.

publications. Collections are Secrecy of the Totally (South St.) and North

Bohemian Coalfields (Bettiscombe Press). Formed, with Charles Verey and Neil

Mills, a group called "Experiment in Disintegrating language.” Available for

performances—"at a fee."

NOTES: “The poem was constructed out of a basic 84 words and 30 words

were drawn from a hat each time to make up each section. | work mostly upon

found texts since | am convinced that poetry is simply seeing—establishing

relationships.”

Bob COBBING Born 1920 in Middlesex, England. Has made typewriter and

mimeograph monotypes from 1942 on, sound poems since 1954, has recorded

discs and tapes of sound poetry with Ernst Jandl and the BBC Radiophonic



Workshop. Publications: Massacre of the Innocents (1963), 26 Sound Poems

(1965), Eyearun, Chamber Music (1966), Kurrirrurriri (1967), So (1968), Octo

1969; publisher of Writers Forum. Cobbing ran what was the best poetry book-

shop in Llondon, has given many readings and recordings, as well as partici-

pated in experiments in poetic education with the Institute of Education in

London.

Lloyd DAVIS Born 1931 in Charleston, W.Va. Professor of English and editor

of the university magazine at West Virginia University. Formerly editor of

Appalachian Review (no longer publishing). Has published poems in various

little magazines. M.A., Vanderbilt University. (Typesefting by Randy Sheets)

Burhan DOGANCAY Born in Istanbul. Former attorney, diplomat, profes-

sional soccer player, Ph.D., economics.

lan Hamilton FINLAY Born 1925. Lives in northern Scotland. Founder of the

Wild Hawthorn Press.

NOTES: "“The ‘True Vine' was a Fifie-type sailing lugger of the last century. The

rest of the inscription is adapted from a technical work on fishing boats. ML 20,

which is a play on Roman dating in inscriptions, was the ‘True Vine's' port-

registration number, (ML stands for Methil, a port in Fife). The whole thing is,

of course, a collage . . . and whoever christened the ‘True Vine' took her name

from the Bible. This type of Sundial is based on the '‘Bowl of Ahaz' dial. The

shadow is cast by the net-twine, and falls across water. The net-twine is main-

tained at 56 degrees by a small weight from it in the water. 56 degrees is our

Latitude, and it is this that determine the angle of the gnomon. The net-twine is

kept taut by adjusting the small bowsies. The hours are indicated by straight

saw-cuts on the side of the ring of wood. The wood is teak.

"'Fragments/Fragrance’ was made in association with Maxwell Allan. It is

cut from a solid block of stone. The word ‘Fragments' spands the day-hours,

and that half of the circle which has the hour-lines cut in it. The other half of

the circle is, of course, blank (as there are no night-hours on Sundials). This is

spanned by the word ‘Fragrance’. A vine is planted behind the Sundial. The

gnomon is made of copper. All the photographs were taken by Diane Tammes.""

Carl FERNBACH-FLARSHEIM Born 1921 in Gleiwitz, Germany, or Gliwice,

Poland.

NOTES: “The Boolean Image is a matrix conceived for easier manipulation in

the form of a grid. It is a womb containing neutral elements which only express

relationships. These elements are decisional cues, neutral symbols which stand

for whatever | decide them to be: A tree, a formula, a sound, a beam, myself.

They become information sent back from the nearest nebula or the center of

the earth. Their relationship is built upon a power hierarchy. This power struc-

ture moves from tongue, to eye, to act, to thought, to program. The Boolean

Image is the esthetic sense. The structure of our inner and outer self.



John FURNIVAL Born 1933 in London. Lecturer, Bath Academy of Art. Studied
at Wimbledon School of Art and the Royal College of Art. Co-editor of Open-

ings, one of the best and most active little presses. Numerous exhibits and

publications.

NOTES: “This is from a series of panels | drew last year. The originals are drawn
in Indian ink on hardboard panels six feet, six inches high, and the panels,

which are free-standing, are hinged together to form a screen, which itself will

eventually, | hope, form section of a word-maze that | am making."

Madeline GINS Born 1941 in New York. Graduate of Barnard College where

she studied painting and physics as well as English. Author of WORD RAIN (or

A Discursive Introduction to the Philosophical Investigations of G,RE,T,A,

G,ARB,O, It Says) (Grossman, 1969). THE History of THE is a section from an

as yet unpublished novel.

Davi det HOMPSON Born 1939 in Indiana. M.F.A., Indiana University. Lives

in Richmond, Virginia. Most recent exhibitions include one-man shows at lolas

and Billy Apple Galleries in New York. Group exhibitions include "Art by

Telephone," Museum of Contemporary Art, Chicago; "Expose,” Indiana Uni-

versity, and “Ray Johnson's New York Correspondence School,”" Whitney

Museum.

Joseph F. HUGHES Born “shortly before Pearl Harbor in the same town

where Davis Grubb was born." Probably the world's best unemployed disc

jockey. Lives in San Francisco.

Scott HYDE Born 1926 in Montevido, Minnesota. Studied at the Art Center

School, Los Angeles and the Art Students Lleague, New York. Was active in

Association of Heliographers, New York, and Photographers Cooperative

Gallery, New York. Received Guggenheim Fellowship in 1965-66. Exhibitions

include: ""Photography as Printmaking,” Museum of Modern Art, New York,

1968; ""Contemporary Photographs,” UCLA Galleries, 1968; and “The Sense

of Abstraction,” Museum of Modern Art, New York, 1960. Numerous one-man

shows and publications. Lives and works as a free-lance photographer in New

York.

Jasper JOHNS Born 1930 in Augusta, Georgia. Studied at the University of

South Carolina. Came to New York in 1952. First one-man show at leo

Castelli Gallery in 1958. Since then, has had exhibits and restrospectives

throughout the world. Most recent art movements can be traced to his work

in the mid-50s. Considered by many the most important and influential living

American painter and printmaker.

Ronald JOHNSON Born 1935 in Ashland, Kansas. Educated at Columbia

University. Works in both concrete and linear poetry. Recent books include:

Valley of the Many Colored Grasses (Norton, 1967) and The Book of the

Green Man (Norton, 1969). The Sounds of the Earth is published by Grabhorn-

Hoyem, San Francisco. See notes preceding poem.



Richard KOSTELANETZ Born 1940 in New York. Poet, critic, cultural histo-

rian. Recent books include Imaged Word & Worded Image (Outerbridge &

Dienstfrey, 1970); Possibilities of Poetry (Delta, 1970); Social Speculations

(Morrow, 1971).

Sol LeWITT Born 1928 in Hartford, Conn. 1970 one-man shows at Dwan

Gallery, New York; Art & Project, ‘Amsterdam; Galerie Yvon Lambert, Paris;

Galeria Sperone, Turin; Gemeentemuseum, Den Haag; Pasedena Art Museum,

Pasedena, California. Work included in all major shows of conceptual art.

Lucy R. LIPPARD Born 1937 in New York. Best known as an art critic, Lippard

is now writing a novel. Her books include Pop Art, Surrealists on Art, Dadaists

on Art, Changing, A Book of Essays, and a forthcoming major work on

Ad Reinhart.

Preston McCLANAHAN Born 1933 in Charleston, W.Va. Recent exhibitions

include "Exploration,” M.L.T./International Arts Program, Smithsonian Institu-

tion, Washington; *Kinetics," Arts Council of Great Britain, Hayward Gallery,

Llondon; "Place and Process,” Edmonton Art Gallery, Edmonton, Canada;

“Some More Beginnings," Brooklyn Museum.

A.Doyle MOORE Born 1931 in Taloga, Oklahoma. M.F.A_, University of lowa.

Currently professor of design, University of lllinois. Since 1960, as operator of

a private press (The Finial Press), he has hand printed and bound many na-

tional prize winning books of contemporary American poetry.

NOTES: “The work in this volume is recent. It was done in a period during which

| was studying the development of meaning that occurs when two previously

unrelated objects or ideas are brought together. In my study, | employed trans-

lational, rotational and bilateral forms of symmetry. The meanings are simple:

Some things are alike although we see them as different;

Some things that we see as being alike are different."

Edwin MORGAN Born 1920 in Glasgow. Teaches English at Glasgow Uni-

versity. Has had concrete/visual poetry included in many international exhibi-

tions since 1965. At present, working on handwritten visual poems in color—as

well as conventional linear poetry. Books include: Starryveldt (Gomringer

Press, 1965); Emergent Poems (Hansjorg Mayer, 1967); The Second Life (Edin-

burgh University Press, 1968); Gnomes (Akros Publications, 1968); Proverb-

folder (Openings Press, 1969); Twelve Songs (Castlelaw Press, 1970); The

Horseman's Word (Akros Publications, 1970).

Tom OCKERSE Born 1940 in Holland. B.F.A., Ohio State University; M.F.A.,

Yale University. Currently, assistant professor of art, Indiana University. Pub-

lished The A-Z Book (Colorcraft Publishing, New York, 1969). 1970 exhibitions

include one-man show, Thor Gallery, Louisville; “Expose,” Indiana University,

and a group print show at O.K. Harris, New York.



Tom PHILLIPS Born 1937 in London. Studied at Oxford (English literature) and

Camberwell School of Art. Numerous one-man shows and music performances

in Europe.

NOTES: “'A Humument' is a treated version of a Victorian novel (A Human

Document by W. H. Mallock). The work is 367 pages long and each page has

been worked on to reveal a second text and to occasion an image relating to

or arising out of that text. Various sequences run through the whole book:

these sequences sometimes depend on rules (e.g., the central character, toge,

appears on all pages which have the words together or altogether). The

original rule of the book was that it should be the first book | could get for

threepense. | was lucky (or chance as ever was apt in its choice) since Mal-

lock’s novel has a lush and varied vocabulary and is printed with generous

rivers of type which | have used to make all the transitions from phrase to

phrase. Some silkscreen versions of these fragments have already appeared.

The book itself is now being published in sections by Tetrad Press in London."

Aram SAROYAN Born 1943 in New York. Libra, Virgo rising, leo moon.

Married to Gailyn, Aquarius, Leo rising, Capricorn moon. Macrobiotic. Books:

Aram Saroyan (Random House, 1968), Pages (Random House, 1969), Words &

Photographs (Big Table, 1970).

Armand SCHWERNER Born 1927 in Antwerp, Belgium. Educated at Colum-

bia and the University of Geneva; studied jazz improvisation and theory with

Lennie Tristano. He is currently a professor of English at Staten Island Commu-

nity College. Books include: (If Personal) (Black Sparrow, 1968), Seaweed

(Black Sparrow, 1968), The Tablets, I-VIII (Cummington Press, 1969), The Tab-

lets, I-XV (Grossman, 1971).

Mary Ellen SOLT Born 1920 in Gilmore City, lowa. Professor of Comparative

Literature, Indiana University. Books include Flowers in Concrete (Indiana Uni-

versity, 1966) and The Peoplemover: A Demonstration Poem (Finial Press, 1969).

Edited the anthology Concrete Poetry: A World View (Indiana University, 1969).

Dozens of exhibitions throughout the world.

Suzanne SZLEMKO Born 1944 in Huntington, W.Va. M.A., West Virginia

University.

NOTES: “In these paintings, | have attempted to integrate structural versions of

Arabic characters with geologic forms. The characters—which come from an

alphabet attributed to Walter Tracy—show the Arabic letter forms in a final,

median, initial, and isolated version."

Lawrence WEINER Born 1940 in The Bronx, New York. Active in conceptual-

related art since 1960. 1970 participations include: “String Show," Janis Gal-

lery, New York; 995,000, Vancouver; 18 Paris IV 70," Paris; “Using Walls,"

Jewish Museum, New York; “'Software Exhibition,” Jewish Museum, New York;

“Information,” Museum of Modern Art, New York; “Umwelt-Akzente," Mon-

schau.



Emmett WILLIAMS Born 1925 in Greenville, South Carolina. Currently con-

ducting poetry workshop, California Institute of the Arts. Recent books include

Sweethearts (1966), An Anthology of Concrete Poetry (1967), The Book of

Thorn and Eth (1968), The Boy and the Bird (1969), all available through Some-

thing Else Press.

NOTES: “This is chapter one of a new work, Poetics. The book will consist of

poems—my own—about poetry. Chapter one expands a system | used in a

poem in my first book, Konkretionen, in 1957."

Jonathan WILLIAMS Born 1929 in Ashville, North Carolina. Poet, publisher,

designer, essayist and hiker. For 20 years, Williams has directed The Jargon

Society, a writer's press among the first to publish such poets as Ronald John-

son, lan Hamilton Finlay, Robert Creely, Charles Olson, Robert Duncan, Lorine

Niedecker, Michael McClure and Louis Zukofsky. Blues & Roots/Rue & Bluets,

(from which the selections in this collection come), was designed by Dana

Atchley with photographs by Nicholas Dean. It is published by Grossman Pub-

lishers, New York. Other recent books by Jonathan Williams include An Ear in

Bartram's Tree, Poems 1957-67 (University of North Carolina Press). He divides

his time between the Appalachians, at Highlands, N.C., and the English Pen-

nines, in Dentdale, West Riding, Yorkshire.
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The Word. THE Word. THE WORD.
Contrary to what Marshall Mcluhan has

been saying, the word is alive and well
and flourishing as a unique new form of
visual expression. This book is an ex-

hibition of that expression, showing how
artists and poets are using language

—words and numbers—as a visual, struc-
tural element in their work. The result is a
crossing of the boundaries of poetry,

painting, photography and sculpture.

THE EDITORS:

Jerry G. Bowles is a young art critic
whose articles and reviews appear regularly
in Art News. A graduate of Marshall
University and West Virginia University, he is
currently writing a book on the painter,
Arakawa, and editing an anthology, Art
Work, No Commercial Value, Nine Ozs.

Tony Russell was born and raised in
London and graduated from the Hornsey
College of Art. He taught design and
practiced his craft in England before coming
to America in 1963. He is a partner in the
New York design firm of Russell & Heinrichs.

DELL PUBLISHING CO., INC.


