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 PREFACE

 The  artist  no  longer  creates  one  or  several  works.  He

 creates  creation.  -Nicholas  Schoffer

 Back  in  1970,  we  hardly  knew  what  we  were  doing  in  found-

 ing  Assembling.  We  knew,  first,  that  there  was  a  problem  of  se-

 vere  blockage  in  literary  communication  and,  then,  that  we

 wanted  to  confront  it  with  a  radical  alternative.  Little  did  we

 think  that  within  a  decade  our  annual  innovation  in  book  pub-

 lishing  would  be  honored  with  an  exhibition  in  an  institutional

 gallery  and,  yes,  with  this  retrospective  catalog.

 Our  history  has  been  precarious,  to  be  sure;  and  each  year  we

 wonder  whether  Assembling  will  survive.  Not  only  does  the  ad-

 lives,  but  the  funding  necessary  to  produce  it  remains  so  inse-

 cure.

 Indeed,  Assembling  would  have  died  in  1978,  were  it  not

 for  the  support  mot  from  the  Coordinating  Council  of  Literary

 Magazines,  which  receives  government  money  solely  to  fund

 periodicals  like  ours,  but  from  the  Pratt  Graphics  Center  and

 its  director  Andrew  Stasik,  at  160  Lexington  Avenue,  New

 York,  N.Y.,  who  initiated  the  exhibition  October  7  to  28,  and

 the  Ludwig  Vogelstein  Foundation  and  its  executive  director,

 Douglas  Turnbaugh,  who  came  to  the  rescue  with  a  grant  that

 made  both  Eighth  Assembling  and  this  catalogue  possible.

 How  could  we  do  a  retrospective  volume  on  a  publication

 like  Assembling?  We  thought  of  doing  a  “Selected  Assembling,’
 but  to  exclude  some  contributors,  at  the  expense  of  including

 others,  would  have  been  contrary  to  the  spirit  of  our  enter-

 prise.  Rather,  it  seemed  more  appropriate  to  collect  materials

 relevant  to  the  development  of  the  press:  A  revisión  of  my  own

 memoir  of  the  early  years,  which  initially  appeared  in  The  Pub-

 lish-It-Yourself  Handbook  (1973);  the  reprinting  of  subse-

 ,

 The  [Filmmakers’]  Co-op  went  on  to

 prove  that  the  policies  established  there  were

 sound  and  they  still  are  even  today,  15  or  16

 years  later.  I  would  really  still  term  them  revo-

 lutionary.  The  five  points  on  which  the  Co-op

 was  based  remain  even  today,  and  they  are  1.)

 that  no  film  is  rejected;  in  other  words,  no  mat-

 ter  what  it  is,  the  film  will  survive  on  its  own

 merit;  if  the  film  is  good,  it  will  grow  by  itself;

 if  the  film  is  not  good,  nothing  can  establish  it;

 2.)  the  Co-op  is  run  by  the  filmmakers  them-

 selves;  3.)  no  film  is  pushed  above  the  others-

 they  are  all  treated  equally;  4.)  no  advertising;

 $.)  all  income  from  the  rentals  goes  to  the  film-

 makers  except  for  the  percentage  assigned  by

 the  directors/filmmakers  to  cover  the  running

 costs.

 —Jonas  Mekas,  Interview,  Parachute

 (Printemps,  1978).

 Partly  because  sufficient  factual  material

 about  the  operation  of  small  literary  presses  re-

 mains  ungathered,  a  full  examination  of  the  role

 of  small  publishers  cannot  be  made;  we  do  not

 know  enough  yet  to  understand  how  a  publish-

 er  influences  literature  and  how  literary  circum-

 stances  require  the  evolution  of  different  kinds

 of  publishing.  And  partly  because  researchers

 interested  in  literary  publishing  have  studied  the

 little  magazine  isolated  from  its  small  press

 counterpart,  we  have  seen  very  little  data  on  the

 interrelations  between  the  two  enterprises,

 —Tom  Montag,  “The  Little  Magazine/Small

 Press  Connection:  Some  Conjectures,”  Con-

 cernfs  (1977).

 Little  magazines  are  the  pollinators  of

 works  of  art:  literary  movements  and  eventual-

 ly  literature  itself  could  not  exist  without

 them..  ..A  good  magazine  brings  writers  to-

 gether,  even  the  most  isolated,  and  sets  them

 influencing  their  time  and,  when  that  time  is

 past,  devotes  a  special  number  to  them  as  a

 funeral,

 Little  magazines  are  of  two  kinds,  dynam-

 ic  and  eclectic.  Some  flourish  on  what  they

 put  in,  others  by  whom  they  keep  out.  Dy-

 namic  magazines  have  a  shorter  life  and  it  is

 round  them  that  glamour  and  nostalgia  crys-

 tallise.

 —Cyril  Connolly,  “Fifty  Years  of  Little

 Magazines,”  Art  &  Literature  (March,  1964).
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 EPIGRAPHS

 Kulch.  Perhaps  in  that  Poundian  word  we

 may  best  see  the  extent  of  democracy’s  ab-

 sorption  of  Pound  and,  by  extension,  of  even

 his  worthiest  successors.  Pound  spelled  “cul-

 ture”  the  way  he  did  because  he  had  a  real

 contempt  for  most  of  the  culture  around  him.

 And  yet  he  or  his  snippings  have  now  become,

 to  a  degree,  a  part  of  that  Kulch,  and  the

 Kulch  goes  on,  and  the  Kulch  will  absorb

 more  Pounds.

 Freedom  of  the  press  is  guaranteed  only  to

 those  who  own  one.

 —AJ,  Liebling,  “Do  You  Belong  in  Jour-

 nalism?”,  The  New  Yorker  (May  14,  1960).

 It  is  a  higher  degree  of  freedom  when

 thoughtful  and  independent  individuals  have

 the  opportunity  of  addressing  each  other.  If

 they  have  no  vehicles  by  which  they  can  ex-

 press  opinion,  then  for  them  the  freedom  of

 the  press  does  not  exist.  .  ,.So  far  as  culture

 depends  upon  periodicals,  it  depends  upon

 periodicals  which  exist  as  a  means  of  commu-

 nication  between  cultivated  people,  and  not

 as  a  commercial  enterprise;  it  depends  upon

 periodicals  which  do  not  make  a  profit.

 T.S.  Eliot,  “A  Commentary,”  Criterion

 (1938).

 One  after  another  the  serious  politico-

 literary  periodicals  have  disappeared  or

 lowered  their  colours,  and  there  is  scarcely

 one  left  whose  liberty  of  speech  has  not

 been  sold  to  the  advertiser  or  mortgaged  to

 vested  interests.

 —Q.D.  Leavis,  Fiction  and  the  Reading

 Public  (1932).

 PREFACE

 quent  prefaces  to  Assembling;  a  fresh  afterword  to  these;  the

 offset  reproduction‘of  the  entire  self-reflective  symposium  that

 Karl  Young  edited  for  Margins  in  1975  (and  which  includes

 Young's  incomparably  brilliant  critical  essay  on  Assembling);

 exhaustive  bibliographical  data;  excerpts  from  reviews;  docu-

 ments  from  our  history  (e.g.,  announcements  of  gatherings,  in-

 vitations  to  contributors,  applications  for  projects  that  were

 lamentably  not  funded  [and  thus  give  an  idea  of  what  Assem-

 bling  Press  might  have  done];  a  critical  history  of  the  press’s

 publications  that  Loris  Essary,  himself  the  editor  of  Interstate,

 wrote  especially  for  this  book;  and  comments  from  our  veteran

 contributors  on  what  Assembling  has  meant  to  them.  The  lat-

 ter  are  reproduced  camera-ready,  as  is  our  custom,  in  alphabeti-

 cal  order.  Since  we  think  this  book  should  be  read  from  cover

 to  cover,  there  is  no  table  of  contents,  and  no  index.  The  re-

 sult,  we  hope,  is  a  gathering  of  relevant  information  and  under-

 standings—a  literal  assembling  about  Assembling,  which  is  to

 say  an  Assembling  Assembling.

 To  everyone  who  has  ever  collaborated  in  Assembling,  I  am

 also  grateful.  Without  contributors,  donating  their  thousands

 of  copies  every  year,  insuring  our  survival  at  their  own  effort

 and  expense,  Assembling  would  never  have  lasted  so  long,  and

 neither  this  exhibition  nor  this  catalog  would  have  happened.

 To  my  partner  from  the  beginning,  Henry  James  Korn,  and  to

 our  sometime  designer  and  production  supervisor,  Mike  Metz,  I

 am  particularly  thankful.

 Richard  Kostelanetz

 New  York,  New  York

 Labor  Day,  1978
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 WHY  ASSEMBLING?  (1972)

 As  an  unreconstructed  anarchist,  I  still  must  consider  the

 solution  of  this  issue  [proprietary  control  of  the  media  by

 the  tribe  of  intermediary  bureaucrats]  easy,  easy  in  the-

 ory,  easy  in  practice;  if  we  do  not  apply  it,  it  is  for  moral

 reasons,  sluggishness,  timidity,  getting  involved  in  what  is

 not  one’s  business,  etc.  The  way  to  get  rid  of  dummy  in-

 termediaries  is  by  direct  action.

 —Paul  Goodman,  “The  Chance  for  Popular  Culture”

 (1949).

 Assembling  grew  out  of  an  oppressive  crisis  in  avant-garde

 literary  communication;  for  while  experiments  in  writing

 seemed  both  possible  and  necessary,  genuinely  innovative  manu-

 scripts  found  increasing  resistance  from  both  book  and  periodi-

 cal  publishers.  Assembling  was  established  in  1970  by  Henry

 James  Korn  and  myself,  two  young  writers  who  had  known  each

 other  since  childhood.  (His  older  sister  and  my  younger  sister

 were  close  friends  in  high  school.)  Five  years  older  than  Korn,

 I  was  already  a  full-time  freelance,  hyperactive  mostly  as  an  essay-

 ist  and  anthologist.  I  discovered  that  my  visual  poetry  and  com-

 parably  eccentric  fiction  encountered,  in  contrast  to  my  exposi-

 tory  prose,  considerably  more  difficulty  in  getting  published.

 Even  the  best  of  these  pieces  seemed  to  take  at  least  two  years

 to  get  into  any  sort  of  public  print  (at  which  point,  fortuitously,

 a  few  would  be  anthologized  with  remarkable  speed);  and  I  had

 good  reason  to  suspect  that,  as  often  as  not,  the  periodical  edi-

 tors  accepting  them  were  implicitly  honoring,  or  flattering,  my

 critical-anthological  activities.  The  problem  was  scarcely  person-

 al,  however,  because  other  work  in  such  veins,  including  much

 that  I  regarded  as  critically  excellent,  was  similarly  blocked.

 Korn,  on  the  other  hand,  had  produced  some  remarkably  witty

 and  inventive  fictions,  only  one  of  which  had  ever  been  pub-

 lished;  and  his  work  as  a  museum  administrator  made  him

 aware  of  growing  problems  in  cultural  communication.  I  sup-

 pose  that  my  own  anthological  experience  also  gave  me  a  compil-

 er's  passion  for  making  available  a  goodly  amount  of  avant-garde

 literary  material  that  might  otherwise  be  lost.

 It  also  became  clear,  at  the  onset  of  U.S.  publishing’s  most  se-

 vere  depression,  that  commercial  houses  were  less  and  less  in-

 clined  to  take  risks  with  any  kind  of  counterconventional  work

 or  with  unestablished  authors.  Among  the  principal  reasons  are

 not  only  editorial  ignorance  and  opacity  but  a  gross  rise  in  the

 costs  of  book  production  and  then  the  increasing  profit-hunger

 of  even  the  more  “enlightened”  publishing  firms.  The  best-seller

 NOTICES

 “Read  any  good  books  lately?”

 P've  discovered  a  few  but  it  seems  as  if

 the  recession  has  had  a  disastrous  effect  on

 young  American  writers.  It’s  practically

 impossible  for  anyone  who  lacks  a  “name

 to  get  published  at  present.  Commercial

 publishing  houses  are  just  that  commer-

 cial,  They  need  to  make  money.  In  a

 time  of  drastically  declining  profits

 they're  naturally  less  and  less  inclined  to

 take  risks  on  new  authors  who  by  defini-

 tion,  lack  a  proven  profit  potential.

 Old  magazines,  to  check  another  pos-

 sible  outlet  for  young  writers,  are  without

 exception,  locked  into  a  historical/critical

 bag  with  self-serving  editors  whose  mission

 is  to  impose  their  own  standards  of  what

 poetry  and  fiction  should  be,  and  who  it

 should  serve.  Thus,  their  receptiveness  to

 newcomers—especially  those  whose  work

 is  eccentric  or  experimental,  is  non-exis-

 tent.  New  magazines  turn  out  to  be

 mainly  journals  by  and  for  immediate

 friends.

 Hence  I  was  particularly  pleased  to  run

 across  a  copy  of  a  new  collaborating  mag-

 azine  called  Assembling  compiled  by

 Richard  Kostelanetz  and  Henry  Korn  ex-

 pressly  for  the  purpose  of  solving  the

 problem  (known  by  all  who  create  in  an

 unusual  way)  of  how  to  publish  freak  lit-

 erature  in  an  ever  constricting  publishing

 scene.

 To  avoid  institutionalizing  their  own

 taste,  Kostelanetz  and  Korn  invited  po-

 tential  contributors  to  print  1000  copies

 of  a  manuscript  of  their  own  choosing  at

 their  own  expense.  The  results  were

 bound  into  the  first  issue  now  on  sale.,

 I  found  Assembling  to  be  illuminating,

 delightful  and  occasionally  profound.  It’s

 an  amazing  demonstration  of  the  vitality

 of  new  American  writers  and  an  eloquent

 testament  to  the  moral  and  creative  bank-

 ruptey  of  what  Kostelanetz  and  Korn  re-

 fer  to  as  the  “editorial/industrial  com-

 plex.”

 I  suggest  you  go  to  the  East  Side

 Bookstore  at  St.  Marks  Place,  N.Y.C.  or

 the  Gotham  Book  Mart  between  Fifth

 and  Sixth  Avenues  at  47th  Street  and

 pick  up  a  copy.  Or  if  you  prefer,  you

 may  order  by  mail  from  Box  1967,

 Brooklyn,  New  York  11202.  Either

 way—a  post-Christmas  bargain  if  ever

 there  was  one.

 —Jeanette  Friedman,  Ken  [Brooklyn

 College],  VIIIL/2  (Feb.  8,  1971).

 »

 *  +  *
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 NOTICES

 Assembling:  Tal  el  nombre  de  una  neuva

 revista  que  engrosa  el  número  de  las  tantas

 dispersas  por  todo  el  mundo  dedicadas  a

 la  investigación  poética  y  difusión  de  las

 deferentes  corrientes  de  la  nueva  poesía.

 „Tanto  el  material  gráfico,  como  los

 eventos  que  se  proponen  y  las  notas  críti-

 cas  sitúan  a  esta  revista  entre  las  primeras

 y  de  imprescindible  conocimiento  para

 estar  al  tanto  de  los  movimientos  van-

 guardiastas  actuales.

 —AZ,  El  Popular  Magazine  [Monte-

 video]  (May  9,  1971).

 Assembling:  This  is  the  title  of  a  new

 magazine  which  joins  the  growing  number

 of  publications  around  the  world  dedi-

 cated  to  poetic  experimentation  and  the

 dissemination  of  the  various  trends  of

 new  poetry...  .The  graphic  material,  the

 events  and  happenings  proposed,  and  the

 critical  notes  all  place  this  magazine

 among  the  best  and  make  it  essential

 reading  for  anyone  wishing  to  be  in  touch

 with  today’s  vanguard  movements.

 —translated  from  the  Spanish  by  John

 M.  Bennett.

 *  *  *

 The  claim  is  that  no  manuscript  here

 is  rejected  and  perhaps  you  wonder  what

 kind  of  losers  you'll  be  stuck  with  for

 your  money.  Strangely  enough,  the

 quality  of  work  here  is  quite  high,  as  good

 as  what  you'd  find  in  a  majority  of  “re-

 views.”  But  then,  perhaps  that  isn’t  so

 strange  at  all.  Perhaps  you'll  begin  to  get

 the  point  of  Assembling  a  little  more  for-

 cibly  when  you  realize..  .that  it’s  not

 charity  at  all,  merely  a  job  needing  to  be

 done...  Assembling  is  today  like  few

 other  things  you'll  read.

 —Rich  Mangelsdorff,  Creem  (June,

 1971).

 “a

 Teksten  van  jonge  Amerikaanse

 schrijvers  en  dichters.  Van  Wolfe  Blotzer

 dit  mooi  vers:

 You  will  grow  like  paragraphs  on  pages

 From  blankness  to  expression

 (Birth)

 Traditionele  en  progressieve  teksten  (niet

 geselecteerd).  Konkrete  poëzie  van

 Michael  J.  Phillips,  visuele  poëzie  van

 Kostelanetz  en  Liam  O'Gallagher.

 —Paul  de  Vree,  De  Tafelronde

 [Antwerp],  XV/3-4  (1971).

 Texts  by  young  American  writers  and

 poets.  From  Wolfe  Blotzer  this  beautiful

 verse:  [As  quoted  above]

 Traditional  and  progressive  texts  (not

 selected).  Concrete  poetry  by  Michael  J.

 Phillips,  visual  poetry  by  Kostelanetz  and

 Liam  O'Gallagher.

 —translated  from  the  Flemish  by

 E.M.  Beekman.

 *  +*+  +

 Assembling  continues  its  function  as

 a  supereclectic  “new”  creative  window  the

 WHY  ASSEMBLING

 has  become  their  all-engrossing  goal,  while  interest  in  commer-

 cially  more  modest  work,  such  as  anything  avant-garde  or  un-

 known,  has  declined  dangerously.  Only  one  one-man  collection

 including  visual  poetry,  for  instance,  has  ever  been  commercially

 published  in  the  United  States,  even  though  “concrete”  is  report-

 edly  “faddish”;  and  since  that  single  book,  N.H.  Pritchard’s  The

 Matrix  (1970),  was  neither  reviewed  nor  touted,  it  seemed  un-

 likely  that  any  others  would  ever  appear—another  example  of

 how  the  rule  of  precedent  in  literary  commerce  produces  de

 facto  censorship.  Established  literary  periodicals,  on  the  other

 hand,  were  dying  or  retrenching,  while  alarmingly  few  of  the

 new  ones  were  open  to  experimental  work.  For  several  reasons,

 therefore,  the  future  of  avant-garde  writing  seemed  increasingly

 perilous.

 In  the  preface  to  our  initial  issue,  I  noted:

 As  young  writers  of  stylistically  “different”  poetry  and

 prose,  we  faced  not  only  the  inevitable  objections  to  our

 youth,  but  also  the  equally  inevitable  resistances  to  our

 wayward  literary  purposes.  And  so  we  wanted  an  institu-

 tion  that  would  publish  alternative  work  by  imaginative

 artists  who  genuinely  believed  in  what  they  did,  Since  re-

 jections  often  came  with  the  excuse,  particularly  from

 those  editors  pretending  to  sympathy,  that  “our  printer

 can’t  handle  this,”  it  seemed  best  to  overcome  this  ob-

 stacle  by  direct  action  -by  becoming  one's  own  publish-

 er,  which  is  more  practicable  in  this  era  of  photographic

 reproduction  processes;  for  the  oldest  truth  is  that,  when

 other  demands  are  more  pressing,  the  writer  must  do  more

 than  just  write.

 Somewhat  influenced  by  a  beautiful  German  book  called  Om-

 nibus  (1969),  we  hit  upon  what  we  think  is  the  most  appropriate

 structure  for  a  cooperative  self-publishing  channel.  In  brief,  As-

 sembling  invites  writers  and  artists  whom  we  know  to  be  doing

 unusual  work,  which  we  broadly  characterize  as  “otherwise  un-

 publishable,”  to  contribute  a  thousand  copies  of  up  to  four  8-

 x  11-inch  pages  of  whatever  they  want  to  include.  Since  each

 contributor  is  responsible  for  arranging,  by  whatever  means  and

 funds  available,  for  the  production  of  his  own  work,  he  becomes

 his  own  self-sub-publisher,  so  to  speak.  There  is  no  doubt  that

 writers  should  usually  be  paid  for  what  they  do;  but  just  as  ser-

 ious  poets  often  give  much  of  their  work  away  gratis,  so  there

 are  times  when  every  artist  feels  it  worth  a  few  dollars  and  a  lit-

 tle  effort  to  put  into  public  print  a  work  that  he  likes  but  could

 not  otherwise  place.  (Indeed,  self-publication  at  such  modest

 cost  could  stand  as  an  ultimate  test  of  creative  seriousness—not

 just  in  Russia,  whose  predicaments  are  familiar,  but  in  the  United

 States  too.)  In  practice,  self-printing  turns  out  to  be  less  forbid-

 ding  than  it  initially  seems,  for  not  only  do  academics  have  ac-

 cess  to  xerox  machines  (and  did  one  contributor  call  upon  a

 family  printing  business),  but  recently  developed  offset  process-

 es  can  commercially  reproduce  one  side  into  a  thousand  sheets

 for  less  than  ten  dollars  and  both  sides  for  less  than  fifteen.  We

 advised  our  invited  collaborators  to  put  their  names  on  the  face

 of  their  work,  as  we  ran  no  table  of  contents,  and  to  center  their

 contributions  toward  the  right,  leaving  at  least  an  inch  on  the

 left-hand  margin,  because  Assembling  promised  to  collate  the
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 сопіепіѕ  арһађеіісау  апі  еп  гекигп  Њгее  Бошпі  Боокз  їо

 еасһ  сопітіБиќог.  Тһе  гетаіпіпе  соріеѕ  мош  ідеаПу  Бе  ѕоїй

 Њгоцећ  БооКѕкогеѕ  апа  Ње  тайз,  һорећшїу  деїтауіпе  Ње  соѕів

 оѓ  Біпфіпе,  таїіле,  екс.  Ѕіпсе  аП  соругівћі,  місћї  аге  Ње  Шег-

 агу  Ѓогт  оѓ  “ргорегіу,”  меге  геіштей  їо  Ше  сопігіиіогз,  Аѕ-

 зетЫте  сошій  таке  по  топеу  Їгот  ѕибведиелі  гергіпі;  апі

 опсе  Ње  Њошѕапд  соріеѕ  уеге  вопе,  ії  мош  Ье  ітроѕзіЫіе  Гог

 иѕ  (ог  апуопе  езе)  Го  “тергіпі””  Ше  епііге  іце.

 Ѕіпсе  Бої  Кот  апі  туѕеї  іо  могк  Њаї  ітапзселаѕ  Ње

 Бошлдагіез  оѓ  “мгіїіпе,”  ме  орепей  Ње  БооК  {о  агіізіз  оѓ  ай

 ѕогі.  Ош  іпіїіа!  Ғогт  Іеііег  іпуіїей  “роеіту,  Йсііоп,  етарһћіс

 агі,  еіп,  агсһііесіига!  ргороѕаі,  ог  апу  оег  ідеаѕ  адарі-

 аМе  ќо  ргіпі.”  Аз  мге  уеге  аіко  їтуіпе  Ко  аБоївћ  їе  геѕітісііле

 ргегогаќіуев  оѓ  ебікогіа!  ашћогііу,  ме  аегеей  {о  ассері  еуегу-

 Шіпе  сопііЬшіей  Бу  Њоѕе  іпуіќей.  (Ош  іпуіайоп  тепііопей

 ош  “гевегуіпе  Ше  гіеһї  їо  ехсїнде  а  сопітіБийіоп  Ғог  геаѕоѕ  шл-

 Гогеѕееп  ог  іп  саве  оѓ  еі,”  І  маѕ  іпКіпе,  оѓ  евтеріоиз  <Іапаег

 үћеп  Г  үтоіе  аі,  Би  ії  тетаіпѕ  ап  орііоп  ме  һауе  пеүег  сол-

 війегеі  ехегсівіпе.)  Ме  аБгораіе  ейііогіа!  ашћогііу  пої  Бесацсе

 пе  аге  Іату  ог  гшійегіеѕв,  Биї  Бесацѕе  мге  мапі  а  ѕігисішга!  сол-

 гаѕї  ќо  Ше  “теѕігісііуе,  ѕеіЁ-ѕегуіпе  паіцге  оі  ітадііопа!  еііќог-

 іа!  ргосеввев.”  Тһіѕ  і  НБегіагіап  апагсћієт  іп  ії  ігшеѕі  Гог.

 Ѕіпсе  уге  аге  соПаќогѕ  гаќћег  ап  гше  риМієћегв,  мге  сиѕкотаг-

 у  геђиѕе  гедиевіз  о  һапаіе  Ше  ргіпііпр,  Ѓог  песезвіїу  етапі

 Њаќ  сошпќегсопуелііола!  угіќетз  Іеагп  ѕоте  евзепііа!  Кіпрѕ

 ађои  гергофисііоп,  ѕисћї  аѕ  іїхсоуегіпе  Ње  теой(з)  тозї

 сопфисіуе  іо  Шеіг  рагіісшіаг  могк.  Аз  а  геѕшії,  еасћї  еліту

 ібеаШу  гергеѕепів  һе  Беѕі  паі  еасһї  сопітібиіог  сап  фо  шп-

 Коисћед  (ог  шпгекоисћей)  Бу  етибЬу  ейіќогіа!  һапа.  Аѕ  “сот-

 рііег”  гаһег  һап  ігце  рибіієћетѕ,  ее  аіко  ауоідей  е  едіїогіаї

 раїіпѕ  (ог  ріеаѕшгех)  оѓ  гејесііпе,  апу  іле,  аІопе  міїіћ  Ње  апхіеіу

 оѓ  пеейіпе  іо  шй  а  ргедеіегтіпеа  сопсері  ог  мопуіпе  мћеег

 а  рагіісшіаг  сопігібиііоп  мош  оїѓепі  ош  раітолѕ  ог  ргоѓевіоп-

 а!  йгіепйз;  апі  віуеп  Ње  еіавіісіїу  оѓ  ош  ргофисііоп  те(һойв,  ме

 пеуег  Ѓасей  е  ргебісатепі  ої  ассерііпе  тоге  таіегіа!  (һап

 соша  Ье  “ассоттойаќей  Бу  ошг  ргесіоиѕ  ѕрасе.”

 Тһе  опу  ефіікогіа!  сопітоІ  ейі  {о  иѕ  умаѕ  е  іпуіќаїіоп  іеі,

 ѕо  Њаї  јиѕї  аѕ  ипѓатіћаг  моша-Бе  соПаБогаїогх  меге  аѕкей  іо

 сопігіБиіе  ехатріев  оѓ  Шеіг  могі  (Ђеѓоге  гесеіуіпр  ап  іпуіїайіоп),

 ѕо  а  Ѓеуу  сопігіђшіогз  о  опе  Аззетвійту  меге  пої  іпуііей  о  Ње

 пехі.  Тһе  аітоѕі  рагадохіса!  геаѕоп  маѕ  пої  (аі  ме  Њоцећі

 Њеіг  мог  “по  воой,”  мћаќеуег  Паї  тіећі  Бе,  ог  аі  ме  мапіей

 Ко  ітрозе  а  рагіісшіаг  ѕіуіе  ог  іаѕе,  Биі  (аі  еіг  мог  маз  іпѕиі-

 Гсіепіїу  шпсопуепііопа!,  мћіїе  ме  меге  оБііеей,  іп  ргіпсіріе,  іо

 Кеер  Ње  тейішт  соттіќкей  ќо  акетайуе,  “оегиіе  иприЮіћ-

 аЫе”  ітаріпаііуе  могк  а  фотаіп  аі  мав,  їо  Бе  ѕиге,  еїаіісайу

 дейле.  (Мопе  оѓ  Њеѕе  шпгеіпуікей  реоріе  еуег  аѕКей  Го  сопігі-

 Биѓе  араіп,  регһарѕ  Бесаиѕе  оѓ  аге  ог  аіввиѕі  мій  е  ге  ої  е

 оок;  апі  попе,  о  ту  Кпом1ейее,  һауе  Ѓошпаей  еіг  от  со»

 ІаБогаќіуе  регіойісаія.)  “Ооп’і  һеѕіќаќе  о  епі  таіегіаі  Њаі  һа

 тайе  {Ње  ефіќогіа  гош,”  ошг  іпіќіа!  іпуіќайіоп  ѕаій,  “Би  ге-

 тетЬег  Њаќ  еге”  а  фіѓѓегепсе  Беїуееп  тапиѕсгіріх  Њаї  аге

 јиѕї  Коо  ГтеаКу  Ќо  геї  рибііћед  еЇкемћеге  апа  Њоѕе  (Њаѓ  аге

 ѕітріу  пої  опе’  омт  Беѕі  могі.”  І  сопііпией:  “Тһе  Іопр-тапре

 воа!  оѓ  Аѕветїте  із  орепіпр  е  ефііќогіаі/іпфиѕігіа  сотріех  іо

 аһетаќіуев  апа  розвів  ев.  Тһе  зһогі-гапее  воа!  і  ргоуіфіпе

 Ње  теапѕ  Ѓог  шприбіівћед  апа  иприђіізһаЫЈе  уотк  Го  еї  іпіо

 МОТІСЕ$

 Шкез  оѓ  уйћісћї  Ғе  реоріе  ошіѕіде  ої  ће

 рибіћіпе  һошѕез  еуег  ре!  а  еїїтрве  оў.

 Тех  а  Баготеіег  оѓ  һо  реоріе  аге  рейіпе

 і  ќоре!ћег,  сопіаіліпр  а  зшгргіѕіпріу  Іагее

 питег  оѓ  агі-девіст-рһоіортарћіса!

 Њіпрз  (апі  ѕигргівіпеіу  Беу  сойарез),

 Іі  оѓ  сопстеіе  роеіту,  а  ртоуліпе  пит-

 Ђег  оѓ  сопсерішаі  Њіпез,  шііе  а  Гем  паг-

 таќїуев,  мії  Ғеуг  йгатаііс  ог  іпіепііопа!

 ріесеѕ.  Еуеп  ріоѕорћіса!  гар  сап  Йпа

 а  рїасе  һеге.

 —Кісһ  Мапреіхдогії,  Моїа  Ехргезз

 (Гес.  3-16,  1971).

 *
 Ѕоте  ехсейепі  ехатріез  оѓ  мтіїпр

 Тоо  ехрегітеп'аі--апі  егеїоте  ипрго-
 ћіаЫе  іо  Бе  пойісей  іп  е  соЇштлз  ої

 Тһе  Тїтез  ВооК  Кеуіем  аге  соесіей  іп

 АѕѕетЫіпе  ап  Ѕесопа  АхзетЫіпе.  А1-

 оцећ  еге  ате  а  питвег  оѓ  сопітіви-

 Вопѕ  іп  Боїћ  соЇесііопз  иіс  ехсіїе  те

 (Тап  Негтап”  “Маріс  Туремтііет,”  К.  &

 К.  Магор”  “Клее,”  ЕІу  Ѕіоск  “Ғошпа

 Роет  мї  Соттепі  іп  е  Магеіп”)  а

 ітарез,  іі  і  е  сопсері  ої  АззетМіле

 апд  ії  исі  ехроѕіоп  іп  іпітофисіогу

 еѕѕауѕ  Бу  Коѕіеіапе!—иЛісһї  ігшіу  гошех.

 І  тау  ќо  їе  саше,  беѕріїе  а  ІасК  оѓ  еп-

 Фиѕіаѕт  Ѓог  ма  ії  тетегз  аге  0-

 їпе....  .Тће  уёгу  їегт  ауап!-вагде  із  Бапк-

 гирі  Іаприаре,  опей  Бу  Шегагу  јошта!і-

 ів  апі  роѕвір  соїштлівів.  Тһеге  із  віт-

 РІу  воой  мгііїпе  аі  реоріе  аге”  уеі

 едиіррей  іо  геай;  \гікетз  по,  рибіієһей

 ог  шприбііѕћед,  сап”  па  ЊЊеіг  ргорег

 аидіепсеѕ;  апі  а  рибзћіле  ѕуѕкет

 мћісћ  һаѕ  Бесоте  {оо  топѕітоц  іо

 ћеір  е  уліїет  стеаіе  һіѕ  геайегзһір.

 И  із  оп  і  Іаві  роіпі  аі  І  їпй  ту-

 зеі  іп  ќоіа!  артеетепі  уі  Ковіеіапеіг.

 апа  {ће  ригроѕе  оѓ  (ће  ќо  сотрііаќопѕ

 оѓ  АзветМіпе.  “Тһе  оБуіоиѕ  сопсіиѕіоп

 і  аі  {ойау’  рифіієћіпе  еѕіаБіієһтелі

 сап  по  Іопрег  Бе  сошпіей  ироп  іо  ѕиррогі

 пем  мтійїпр.  ..  Тһе  тоѕі  обіои,  апа

 уеі  детапдіпр,  ѕоїшіоп  ез  іп  стала

 пем  Шегагу  іпхііїшіопз.  ...ИМаѓеуег

 пеейз  Іо  Ье  Аоте,  ге,  аѕ  птіїев,  зћай

 ргођаМу  һауе  о  о  ії  ошзеїуез.”

 –Місһае!  Реткіпз,  Те  $гајў  (Вес.  3,

 1971).

 ж  х

 Сотрагей  їо  мћа!  [апоќег  рићїіса-

 оп]  маѕ  ітуіпе  іо  о,  {і  і  мау  аһеай

 оѓ  е  ауапі-гагде,  Коѕіеіапеіг  сай

 [бесопа  АѕхетЫіпе)  а  соПесііоп  оѓ  оїћ-

 егміѕе  шприбіїхћаЫіе  тапиѕстіріх,  апа

 Њаќ  іі  із.  Тһе  ідеа  Бећіпіі  ії  ів  Гог  Ње

 тапу  тапу  ауапі-рагіе  мтіїетз  іп  ай

 теапіпрз  оѓ  аі  могі  ќо  ргіпі  Њеіг  омт

 равез,  апа  Гог  Ње  тее  ейіќотз  іо  Білі

 Ше  Іо  іпіо  а  Іагре  тарагіпе  міііћ  по  еі-

 Тогіа!  іт(егуепііоп  аі  ай.  Тһе  геѕшіі  оѓ

 сошгѕе  сопіаіп  а  ће  оѓ  а  ої  ої  гиђЫіѕћ,

 реоріе  сһшгпіпе  Њілех  ош  јиві  їо  реї

 еіг  патеѕ  іп  ргіпі.  І  аіѕо  сопіаіп  а

 ЫБипсћ  оѓ  гетѕ.

 –Реќег  Ғіпсі,  Ѕесопа  Аеоп,  15

 (1972).
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 NOTICES

 And  Assembling  is  still  a  rare  window

 on  what’s  really  happening  these  days,

 still  a  wide  range  of  poetry  (conventional

 and  concrete),  prose,  collages,  posters,

 photos,  graphics,  grounds,  concepts.

 Seems  to  be  more  writing  and  less  flashy

 graphics  and  photos  than  in  past  numbers.

 First  prize  for  this  issue  goes  to  John

 Dowd’s  pop-culture  collages,  such  as  have

 appeared  in  some  rock  fanzines.

 —Rich  Mangelsdorff,  Nola  Express

 (Feb.  6,  1973).

 *  +

 The  oddest  anthology  on  earth.

 —St.  Marks  Poetry  Project  News-

 letter  (Jan.  1,  1974).

 *  +*+

 The  writings  and  pictures  in  Fourth

 Assembling  are  “otherwise  unpublishable”

 because  of  what  one  of  the  editors,

 Richard  Kostelanetz,  calls  a  “de  facto

 conspiracy”  of  “censorship”  by  editors,

 book  distributors  and  reviewers.  A  read-

 er  might  conclude  that  it’s  because  of  lack

 of  talent—but  only  in  a  few  cases.  This

 fourth  annual  collection  is  colorful  and

 sprightly.

 In  his  introduction,  Kostelanetz

 writes  that  “the  high  sales  of  books  by

 Barth,  Beckett  and  Borges  indicate  the

 existence  of  a  large  audience  for  serious

 experimental  work,”  but  the  public  sel-

 dom  hears  of  most  of  our  eccentric  writ-

 ers  and  the  small  and  uncommercial  pub-

 lishers  who  give  them  a  chance.

 Meanwhile  Kostelanetz  and  his  co-

 compilers  have  for  several  years  been  in-

 viting  experimental  writers  to  send  work

 already  reproduced  in  sets  of  a  thousand

 copies  each  on  8⁄-by-11-inch  pages.

 Then,  without  selecting,  the  compilers

 have  collated  these  pages  into  alphabeti-

 cal  order  by  author,  bound  them,  and

 marketed  them.

 This  procedure  has  not  encouraged

 the  self-indulgence  one  might  have  ex-

 pected  from  the  contributors,  primarily

 because,  I  think,  it  would  be  too  easy

 to  be  self-indulgent.

 Instead,  one  has  wistful  excerpts

 from  David  Franks’  “Body  of  Lan-

 guage”—reproductions  from  “making

 love  to  the  immaculately  passive  and

 overexposed  Xerox  No.’s  720  and  914.”

 There  is  a  therapeutic  piece  by  Bob

 Heman  entitled  “Guilt.”  The  reader  is

 to  cut  out  and  paste  together  a  cube,

 every  side  of  which  bears  the  motto:

 the  cat

 you  released

 in  the  woods

 is  making  its  way

 slowly  back  to  you.

 The  reader  is  instructed  to  roll  the  cube

 and  read  the  top  side,  then  to  roll  it  again

 and  read  the  top  side.  “Continue  doing

 this,  Stop  when  you  feel  like  it.”

 And  there’s  an  elegant  cut-up  read-

 justment  poem  by  Thomas  Macauley  that

 would  be  unconscionably  damaged  if  I

 were  to  reveal  its  workings  here:  Just

 read  it.

 print,  partly  to  see  what  kindred  spirits  and  spooks  are  doing.”

 We  also  promised  to  type  and  print,  at  house  expense,  biograph-

 ical  notes,  in  part  to  introduce  the  contributors  to  each  other.

 Large  cartons  poured  into  our  homes  and  post-office  box  dur-

 ing  the  summer,  as  our  one  hundred  fifty  invitations  produced

 forty  responses.  Late  in  August,  two  months  after  our  an-

 nounced  deadline,  Korn  and  I  rented  a  small  panel  truck  and

 lugged  a  half  ton  of  paper  to  a  commercial  collator  (whose  ser-

 vices  cost  us  three  hundred  dollars).  The  bound  books  came

 back  a  few  weeks  later,  and  contributors’  copies  were  immedi-

 ately  put  into  the  mail.  (The  post  office  remains  an  innocent

 collaborator  in  the  development  of  experimental  writing,  for  it

 is  largely  by  posted  print  that  most  of  its  creators  know  each

 other's  work.)  We  sent  possible  reviewers  a  query,  since  avail-

 able  copies  were  so  few;  and  though  we  honored  all  requests  re-

 ceived,  only  four  reviews  appeared,  three  of  them  positive—in  a

 Belgian  new-poetry  journal,  a  New  York  undergraduate  news-

 paper,  and  a  Detroit  rock  magazine.  (The  single  negative  notice

 rather  dumbly  criticized  the  absence  of  editorial  “personality”!)

 Our  copyright  line  read:  “(c)  1970  for  automatic  assignment

 with  the  printing  of  this  notice  to  the  individual  contributors.”

 However,  we  subsequently  discovered  that  this  was  regrettably

 invalid.  Since  copyrights  must  be  connected  to  a  particular

 name,  it  should  have  said:  “(c)  1970  by  Assembling  Press.  All

 rights  reassigned  to  their  respective  authors  upon  request.”  We

 also  made  the  mistake  of  incorporating  (which  cost  us  another

 hundred),  in  part  to  protect  against  personal  liabilities;  but  we

 later  discovered  that  this  precaution  was  unnecessary,  as  long  as

 we  published  an  editorial  disclaimer  (for  “the  views  expressed

 herein”)  on  the  title  page.  Indeed,  since  we  eschewed  editorial

 authority,  responsibility  for  all  material  definitely  belonged  to

 the  individual  self-publishers.  We  disincorporated  simply  by  let-

 ting  Gnilbmessa,  Inc.,  which  is  assembling  spelled  backwards,  die

 of  bankruptcy.  We  also  opened  a  checking  account,  which  was

 both  needlessly  expensive  and,  in  practice,  rarely  used.

 The  results  of  such  self-publishing  license  not  only  confirmed

 our  initial  polemical  point—both  Assembling  itself  and  most  of

 its  contents  were  unlike  anything  seen  before—but  the  book  also

 showed  the  possibilities  and  productivity  available  to  society  if

 artists  were  granted  absolute  creative  freedom.  Some  pieces

 were  poetry  or  fiction,  while  others  were  visual  graphics  or

 words  mixed  with  pictures.  Some  contributors  resorted  to  com-

 mercial  reproductive  processes  (of  varying  quality),  while  a  few

 used  handpresses.  Scott  Hyde  contributed  an  especially  elegant

 multicolored  photograph.  One  contribution  must  have  been  in-

 dividually  hand-stained,  as  the  shape  of  each  brown  blot  was

 different.  The  well-known  rock  critic  Richard  Meltzer  sent  us,

 as  he  explained,  “a  thousand  pages  of  all  different  shit  (including

 the  only  copy  of  the  only  novel  I  ever  wrote)  so  each  one-page

 thing  is  gonna  be  a  whole  different  show-stopper.”  Some  contri-

 butors  exploited  this  anti-editorial  opportunity  to  surpass  their

 earlier  work,  such  as  the  novelist  Nancy  Weber,  whose  handwrit-

 ten  story,  “Dear  Mother  and  Dad,”  was  subsequently  antholo-

 gized.  Others,  like  the  poet  David  Ignatow,  introduced  work  (an

 excerpt  from  his  journals)  that  would  later  appear  in  a  book.  The

 stipulated  page  size  became  an  inadvertent  constraint,  as  one  writ-

 er  offered  a  thousand  artistically  doctored  baseball  cards,  “each
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 ҮНҮ  АЅЗЕМВИМС  1
 мі  а  Іегагу  тоуе.”  УГе  үгеге  етЬаггаѕѕей  Го  їе  һіт  (аі  ће

 ауайаЫіе  соПаќіпр  тасһіпеѕ  сошй  поі  һапаіе  ѕисії  могк.

 Маі  угаѕ  тоѕі  ітргезвіуе  ароші  Аѕзет0/тр  чаз  іе  ѕһеег  уаг-

 іеіу  оѓ  сошпіегсопуепііопа!  акегпаќіуе,  аѕ  іпаіуійиа!  сопітіђи-

 ќопѕ  сошй  Бе  гоцећіу  сһагасіегітей  аз  үіиа!  роеіту,  уегба!  ро-

 еһгу,  ађѕігасі  рһоїортарћу,  ріауіеі,  тіпіта!  роеіту,  уегђа!  соі-

 Іаре,  ѕігеат-оЁ-сопѕсіоиѕпевз  пагтаііуе,  гергеѕепіаќіопа!  етарһісз,

 рісішге-ассотрапіей  ога,  зсепагіоѕ  ѓог  һаррепіпез,  ѕсшіріцга!

 боситепѓаќіоп,  регзопаі  јоштпа!,  еѕіћеїіс  тапіѓехїо,  еіс.  ;  бог  Ње

 һипагеј  Помет  Моотіпе,  һеге  геге  геу  фіїїетепі.  А  Гем  ріес-

 еѕ  сошій  Беѕі  Бе  Тегтей  “оег”;  апа  е  опіу  ѕіелакиге  оп  опе

 роет,  ії  Ғасе  ѕирісіоизіу  іштей  Баскмагдз,  геай  “Кісһагі  М.

 Міхоп.”  Тһе  оүегай  сопѕітаіпі  оѓ  аІрһађеќісаі  огйег  гепегаіей

 ѕоте  ресшїіаг  јихГароѕібоп  аї,  іп  шт,  тайе  Ње  мћоіе  Боок

 геѕетЬіе  а  Іоолу  ѕедиепііа!  соПаве.  І  ѕітисК  те  айіегугагіѕ  аі

 уёгу  ему  сопітіБиіогз  рогітауей  ѕехиа!  ехрегіепсе,  рагіїу  Бесаиѕе

 Ње  Негііеѕ  Њаќ  агі  пом  мапі  їо  (аке  апі  {аї  аге  Боскед  Бу

 еѕіаБіѕһеф  сһаплеі  деа!  поі  мії  сопіепі  биі  сопсері  апа  Гог.

 Тһе  сопігіБшііолз  геге  шпеуеп,  Го  Бе  ѕиге,  іп  Бої  агіїѕіту  апа

 ріпііпе  дшаїіу,  Биї  исћ  йієстерапсіеѕ  ерііотізе  Азетдіттр  5

 сһагасїегівііс  ѕіуіе  апі  іпіертііу,  аз  чгеїі  а  регћарз  іі  сһагт.

 “І  уои  йол’ќ  ит  ол  Ќо  ѕотеШіпе,”  опе  сопігіБиќог  поѓей,  “ай

 уоџ  һауе  ѓо  фо  іє  їшт  е  раве.”  $исһї  Маѓапі  сһаоѕ  тагкед  Ах-

 ѕетЫіпр  а  а  сошпіегђоок  ог  апіі-Боок  (Гоце  пог  а  “попЬоок”)

 Ућісһ  попеќеіеѕз  ваіпз  ії  соћегіпе  йейлібоп  (мћісһї  із  арргохі-

 таѓеіу  гереаіаЫіе)  гот  іїз  шпргеседепіей  діуетѕііу.  Іп  ту  айтіі-

 іеіу  Біаѕей  оріпіоп,  тоге  һап  һаії  оѓ  Ње  таѓегіа!  һаѕ  Бееп  шп-

 соттопіу  іпіегезііпе,  мћііе  а  Геуу  сопігібийопѕ  аге  ауеѕотеіу

 ехігаогфіпагу.  І  із  тоге  ітрогіапі  їо  ўшіее  аі  уегу  Гем  ріесез,

 іѓ  апу,  ошй  һауе  оһегуіѕе  гойеп  Беуопі  ргіуаќе  тиѕіпе  іпіо

 рис  ргіпі,  (Аё  Ње  Беріпліпе,  Кот  апі  І  амагаей,  іп  іоіа!  ѕе-

 стесу,  а  Боођу  ргіте  їо  “аі  сопійшііол  тоѕі  ІКеіу  ќо  һауе

 арреагей  еїкемһеге”  апі  из  пеедіпе  Ахзетд/ір  Іеаѕі-а  гаег

 пе  ѕ(огу  Бу  а  ѕотейте  сопітібиќог  Ко  іе  зїсКз.)  СоПаБога-

 Кот  іп  Ње  Ггѕі  Аѕзетвіто  іпсіпаейі  зисһћї  етіпепсех  ав  е  раіпі-

 ег;  Еймагі  Виѕсһа  апӣ  АгаКама;  Ње  роеіз  Кобегі  Гах,  Кейћ

 апӣ  Воѕтагіе  Маійгор,  Уіќо  Ассопсі,  апі  Вегпайекіе  Мауег;

 Ње  ріаумгівһі  Іее  Вахапаай;  ће  поуеііѕії  Магуіп  Соћеп,  Сеогее

 Сһатвегѕ,  Агпо  Кагіеп,  апі  Ваутопа  Еедегтап;  ће  сотроѕег

 Агіһшг  Гаулег;  е  роіуагііхіз  Пат  О’СаПаећег,  Дап  Стаһат,

 апі  АІап  Ѕопаһеіт;  аІопе  мій  а  Ўеуг  агііхі-мтікетз  таКіпе  Њеіг

 іпіќіа!  риЫііс  арреагапсе.

 Моѕі  оѓ  Ње  сопітіБиког  уеге  ріеаѕе,  пої  опіу  уіїћ  Ње  со}

 Іаһогаііуе  сопсері  Биі  мії  іпдіуійиаі  могкз,  ѕо  аі  е  бесійей

 ќо  йо  е  БооК  араіп  іп  1971.  Ѕесопӣ  АѕзетЫітр,  аѕ  мге  саПей  іі,

 таќегіаїілей,  Ке  ії  ргедесевзог,  іп  геѕропзе  (о  а  ѕиттег$  сог-

 геѕропаепсе.  Мапу  оѓ  е  зате  агіівів  апі  мтікегз  јоіпей  и  а  зё-

 сопа  те  ЕІлаБеќћ  СіпзЬеге,  Тот  Аһеги,  Сау  Веѕїе,  Јап  Нег-

 тап,  Воѕаїйе  Егапк,  апа  Вопі  Ноїїтап;  Биё  тоге  ап  һаіѓ  оѓ

 Ње  Ййу-Нмо  сопітібшіогх  уеге  пем,  іпсіцйіпе  ѕисћ  етіпепсез  аѕ

 Ње  біт-таКег  Ѕїап  УапОегВееК  (мо  пее]есеї,  һомеуег,  їо

 ѕепй  епоиећ  соріёв);  ће  рогі;  КоБіп  Мағомап,  СР  Стаһат,

 Тот  Оскегѕе,  апі  Вшіћ  Ктаџѕе;  Ње  Йсііопівів  Киѕзей  Ейѕоп  апа

 М.Ј.  ЕІеуіісһ;  апі  е  роЇуагііі;  Кеп  Егіеітап  апа  Вегп  Рогіег.

 Міке  Меіг,  а  ргосевз-іосштепііпе  агііі  мћо  сопігіБиіей  Ко  Ње

 гі  БооК,  ќооК  сһагее  оѓ  ргойискіоп  Ѓог  Ње  ѕесопд,  пої  опіу

 МОТІСЕ$

 Тһе  БооК  ів  статтей  уі  сопстеіе

 роеть,  ѕќогіез,  еввауѕ,  тивіса!  сотрозі-

 олз,  йтатиїпез,  роіортарћѕ,  діартать,

 ап  еуел  а  гтоїеѕдиеіу  іпуаіій  Ртасіісе

 ам  ЅсћооІ  Айтізвіоп  Теві.  Тһе  тоѕі

 баглЛіп  фиаїйіу  оѓ  Юћіз  соШесііоп  і  Ше

 Пеедот  тот  {Ње  ѕайо-таѕосћіт,  раг-

 алоіа,  вепега!  йгеад,  апі  ѕітеат-оі-сол-

 зсіоиѕпеѕѕ  ташпаегіпеѕ  аі  һауе  ойіеп

 ееп  е  їтеѕоте  таіпхргіпез  оѓ  сот-

 тегсіа]  ехрегітепіа!  упііпе.

 Му  Ғауогіїе  стаскрої  ів  Вісһаті

 Меһгет,  ио  ѕеетѕ  їо  һауе  ипВоипд  а

 роѕіаре  ѕіатр  соесііоп  апі  фіѕрегсей

 і  іп  а  Њошѕапі  ріесез.  Му  сору  Геа-

 Њшгеѕ  1918-21  Ашѕігіап  іззез,  іпсїийіпе,

 зоте  роѕіаре-йие  апа  пеуѕрарет

 ѕіатрѕ,  І  і  а  деер  ріеаѕшге  іо  Пір  Бу

 Њаї  Іеаѓ.

 –Јопаќап  Ѕізѕоп,  Міппеароїіз  Ѕип-

 аду  Тиђипе  (Матсћ  17,  1974).

 *  *

 И  із  шппегуіпе  {о  Кпоуи,  еуеп  ућеп

 Кмепіу-ойй  Њоиѕапа  пех  іе  ѕрій

 уеагіу  тот  Ње  рибіхћет,  аі  х0

 Његе  аге  Ѓапаќісз  ргоіезііпе  аі  іі

 ѕһошіа  Бе  тоге.  Тһе  Ѓапаѓісз  ме  һауе  іп

 тіпі  аге  ћоѕе  ійеоІогиех  оѓ  е  ауапі-

 ваге  ио  аге  опіу  Кері  воіпе  Бу  Ње

 оре  (Ња  е  тейііа  һауе  рапеей  гшіћ-

 Тезу  ир  оп  Њет  апа  ќи  йоут  Њеіг

 оћѓегіпеѕ  Бесашѕе  еу  аге  ипѕаѓе  гает

 ап  јивї  ріаіп  Бай,  №о  опе  мапі  іо  Бе

 шприбіівћей,  Биї  пої  а!  ѕрііей  ашћотз

 сал  тізе  ќо  ће  Бейіеѓ  (аі  еу  аге  иприђ-

 :һаһје.

 Тһоѕеё  Ло  сап  һауе  Бееп  іп  ап  ойаіу

 ехроѕей  роѕіќоп  йштіпе  еве  раѕі  уеаг

 оѓ  іші  іп  іе  рибіівһіпе  Биѕіпевв,  Бесашѕе

 Његе  мгаѕ  а  Бейіег  сһапсе  ап  иѕиа!  (Њаі

 Шеу  тіеһі  Бе  ассеріей  регуетсеіу  іпіо

 ргіпі.  Апі  ућаї  сошій  Бе  тоге  детогаі-

 ііпе  Гог  а  соттініей  ЙгеБтапі,  Бепі  оп

 тесћагріпе  із  зеіў-еѕіеет  Ьу  (һе  асдціі-

 боп  оѓ  а  Реми  тоге  гејесјол-ірз,  ћап  Го

 пд  із  ошігареоих  тапиѕстірі  Беіпе

 зпарреф  ир  Ђу  а  тергеѕѕіуеіу  іоіегапі  риб-

 Шкһег?

 Ви  ії  е  Гогесаѕі  (аі  риђіікћетѕ  аге

 пом  зЇїрріпе  іпіо  геуетве  шт  ош  їо  Бе

 тіеһї,  Њеп  іле  зһошій  ѕооп  веі  Баск  іо

 погта!  апа  ѕіашпсћ  иприђієћаЫеѕ  пй.  і

 еавіет  (о  ѕіау  оші  оѓ  е  сіз.  Шпіёз,

 Ња  ів,  еу  Бепі  іһеіг  ргілсіріез  апі  соп-

 зепі  ќо  Ве  рибіівћей  іп  ап  апіћоіору  оѓ

 ҒеШом-Теретз.  Опе  зисһ  соесһіоп  һаѕ

 јиѕе  соте  о  иѕ  от  Ње  Опіей  Ѕіаќез,

 шпает  (Ње  уариеіу  аросаіурііс  іе  оѓ

 бесопӣ  АззетМіпе  (Рагеѕ  итпитЬегед.

 Аѕѕетбїїпе  Ртезз,  Вох  1967,  ВгооКіуп,

 Мем  Үогк  11202),  ѕесопд  Бесаиве  егте

 маз  а  Йтѕ  АзветЫіпе  а  уеат  Беѓоге  апа

 тоге  рготіѕей  іп  Ра  їо  соте.

 Тһе  сопуепетз  оѓ  (із  етЬікіетей  һаг-

 уе  аге  Кісһагі  КозіеІапеіт,  Непгу  Ког

 апа  Міке  Меіг,  апі  еу  һауе  гопе  аБоці

 ії  іп  ап  іпрепіош  мау,  ѕіпсе  {Њеіг  сопіті-

 Ыиќотѕ  меге  таде  {о  ѕирріу  пої,  аз  ів  соп-

 уепііопа!,  е  роіепііа!  сопіепіз  оѓ  ап  ал-

 Њоіору  Ви!  іі  асіша!  сопіепів:  “1,000

 соріеѕ  оѓ  ир  ќо  Ғошг  8%  іпсћ  Бу  11  іпсһ

 равеѕ  оѓ  апуќіпе  еу  мапіей  іо  іпсіцде,

 рііпіей  аі  ћеіг  очт  ехрепзе,”  Міс
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 NOTICES

 leaves  the  editors,  who  say  that  they  ac-

 cepted  everything  they  were  sent,  with

 nothing  more  arduous  to  arrange  than  the

 binding  of  the  volume.  Straight  publishers

 too  might  like  to  try  this  labour-saving

 method  out  on  their  more  adventurous

 clients;  not  only  would  it  work  out  very

 much  cheaper,  but  provide  an  extra  thrill,

 too,  for  the  eventual  reader,  who  could

 enjoy  his  hero’s  text  exactly  as  he  him-

 self  had  prepared  it  for  the  Xerox  ma-

 chine:  immediacy  could  hardly  go  farther.

 The  contents  of  Second  Assembling

 are  a  bit  of  a  let-down  after  the  challeng-

 ing  variety  of  its  manufacture.  The  con-

 crete  poetry  has  not  really  set,  the  half-

 tones  are  murky,  the  prose  all  too  arch:

 “I  dreamed  that  Jesus  and  I  were  playing

 Chinese  Checkers.  He  was  winning...”

 Not  much  here,  in  fact,  to  back  up  the  in-

 dictment  in  Mr.  Kostelanetz’s  introduc-

 tion  of  America’s  craven  and  myopic  pub-

 lishers;  if,  indeed,  that  maligned  body  was

 ever  asked  to  prove  its  conservatism  by

 rejecting  these  way-out  scribblings,  one’s

 guess  is  that  most  of  the  contributors  to

 Second  Assembling  decided  to  cut  out

 the  qualifying  stage  and  sent  their  stuff

 straight  to  Messers  Kostelanetz,  Korn

 and  Metz.  k:
 The  first  issue  of  Assembling  had,  we

 are  told,  only  three  reviews,  and  Mr.

 Kostelanetz’s  word  for  this  neglect  is,

 predictably,  “predictable.”  Given  the

 ambiguity  of  this  undertaking,  we  are

 quite  unable  to  work  out  whether  or  not

 he  will  be  gratified  by  our  comments  on

 the  second  issue.

 —Times  Literary  Supplement,

 No.  3647  (Jan.  21,  1972).

 *  +

 And  the  magazine,  Assembling,  which

 [Kostelanetz]  was  involved  with  during

 the  early  70’s  was  surely  one  of  the  few  al-

 ternatives  to  the  publishing  bind:  Within

 its  pages  one  found  true  experimentation;

 its  production  was  the  result  of  a  vital

 commitment  to  the  new.

 —Neil  Baldwin,  Buffalo  Evening  News

 (March,  1975).

 *  *  +

 Interesting  people  at  their  wildest  (if

 they  wanted  to  be).

 —New  Letters  (Sept.,  1974).

 *  +  +

 For  those  interested  in  the  unusual

 from  the  worlds  of  art  and  literature,

 Fifth  Assembling  ..  is  unique  and,  de-

 spite  the  self-indulgent  tone  of  much

 small  press  work,  fascinating  more  often

 than  not.

 —The  Editors,  Gadget  (August,  1976).

 *  *  +

 Avalanche  and  Assembling  may  both

 start  with  the  letter  A,  and  may  both  be

 magazines,  but  the  resemblance  ends

 there.  The  one  is  a  periodical  covering

 advanced  artwork,  carefully  structured

 and  produced  by  two  people  who  leave

 WHY  ASSEMBLING

 designing  a  stunning  cover  (which,  this  time,  wrapped  around  the

 spine),  but  also  joining  Korn  and  myself  as  a  “co-compiler.”

 And  its  preface  became  yet  more  assertive,  if  not  strident,  in

 part  because  the  closure  crisis  had  become  more  severe,  but  also

 because  I  had  spent  most  of  the  previous  year  drafting  The  End  of

 Intelligent  Writing.  In  the  second  preface,  I  said:

 Anyone  who  gets  [experimental]  writing  frequently  into

 print  is  bombarded  with  requests  for  advice:  Where  can  one

 publish?  Who?  Why  not?  And  while  one  could  give  specific

 suggestions  before  [in  the  sixties],  now  the  answer  is  invari-

 ably  “nowhere,”  accompanied  by  a  brief  and  inevitably  bit-

 ter  analysis  of  the  current  predicament...  .The  terrible  point

 is  not  that  “one  can’t  get  published,”  but  that  nobody  is  pub-

 lishing  experimental  writing  anymore.  The  fresh  fruits  we

 bear  are  turning  into  sour  grapes,  while  the  only  money  fall-

 ing  from  those  trees  of  dollar  bills  is  counterfeit  or  confeder-

 ate;  and  terror  of  a  kind  rules  the  roost.  As  writers  largely

 lead  isolated  lives  and  have  excessively  sensitive  egos,  they

 tend  to  take  rejections  as  strictly  personal;  but  when  nearly

 everything  in  certain  veins  is  kept  unpublished,  the  problems

 are  not  individual  but  collective  and,  thus,  amenable  to  pol-

 itical,  or  more  specifically  literary-political,  solutions.  Since

 it  would  be  naive  to  solicit  help  from  elsewhere,  the  initiative

 in  introducing  any  New  Art  to  the  reading  public  must  first

 of  all  come  from  the  artists  themselves.  Our  guiding  rule  in

 an  acclimating  task  comparable  to  that  confronting  Ezra

 Pound  and  his  allies  sixty  years  ago  must  be  this:  WHAT-

 EVER  NEEDS  TO  BE  DONE,  WE,  AS  WRITERS,  SHALL

 PROBABLY  HAVE  TO  DO  IT  OURSELVES.

 After  years  of  courting  established  publishers  on  behalf  of  ex-

 perimental  writing—not  only  my  own  but  that  by  others—I  am  re-

 luctantly  coming  to  the  conclusion  that  more  than  half  of  the  con-

 sequential  literature  produced  in  this  country  today  remains  un-

 published.  The  more  closely  one  examines  the  situation,  the

 clearer  it  becomes  that  only  temporary  idiosyncracy  or  lapse  can

 explain  the  commercial  release  of  such  genuinely  innovative  works

 as  Pritchard’s  The  Matrix  and  Eecchhooeess  (1971),  Richard

 Horn’s  Encyclopedia  (1969),  Madeline  Gins’  Word  Rain  (1969),

 Kenneth  Gangemi’s  O/t  (1969),  Raymond  Federman’s  Double  or

 Nothing  (1971),  or  G.S.  Gravenson’s  The  Sweetmeat  Saga  (1971).

 Indicatively,  most  of  these  and  other  consequential  books  came

 from  smaller  commerical  publishers.  But  it  is  a  more  telling  fact

 that  some  of  the  past  decade’s  most  important  American  avant-

 garde  texts  were  self-published:  Edward  Ruscha’s  widely  admired

 picture  books  (especially  Thirty-four  Parking  Lots  [1967]),  Dick

 Higgins’  Jefferson's  Birthday/Postface  (1964)  and  Foew&-

 ombwhnw  (1969),  Russell  Edson’s  The  Brain  Kitchen  (1965),

 John  Giorno’s  Raspberry  (1967),  Charles  Henri  Ford’s  Spare  Parts

 (1966),  Dan  Graham’s  End  Moments  (1969),  Wally  Depew’s  Once

 (1971),  Vito  Acconci’s  Book  Four  (1968),  among  others.

 “Ahead  of  us,  especially  if  the  censorship  presently  implicit  in

 the  editorial/industrial  complex  becomes  complete,”  my  second

 preface  concludes,  “is  a  writing  situation  comparable  to  that  cur-

 rent  in  Soviet  Russia,  where  nearly  everything  consequential  is

 Samizdat,  which  means  ‘self-published,’  and  circulated  from  hand

 to  hand.  The  practice  of  experimental  writing  in  America  is  thus
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 coming  to  resemble  private  research,  like  that  in  science,  where  a

 writer  first  announces  his  new  discoveries  on  stapled  xeroxes  that

 are  mailed  to  one’s  professional  friends,  rather  than  trying  to  gener-

 ate  a  demand  for  his  product.”  We  did  a  Third  Assembling  in  1972

 with  over  ninety  contributors,  most  of  whom,  once  again,  had  not

 contributed  before;  and  we  expect  to  do  a  fourth  in  1973.

 Assembling  has  set  an  initial  stone  in  the  implicit  edifice  of  In-

 ternational  Cooperative  Self-Publishing—a  growing,  unorganized,

 artistic  movement  that  includes  Dana  Atchley’s  comparably  pio-

 neering  Space  Atlas  (1970,  1971,  Box  361,  Crested  Butte,  CO

 81224),  which  was  done  with  the  help  of  art  students  at  the  Uni-

 versity  of  Victoria  in  British  Columbia;  Ely  Raman’s  8  x  10  Art

 Portfolio  (Box  363,  New  York,  NY  10013),  which  began  in  lower

 Manhattan  in  1971;  and  Jerry  Bowles’  Art  Work,  No  Commercial

 Value  (Grossman,  1972).  Notwithstanding  similar  concepts  in

 editorial-production,  these  media  differ  in  several  crucial  respects.

 Atchley  collates  his  hundred-plus  contributions  into  two  hundred

 fifty  loose-leaf  clipbooks  and  sends  two  apiece  back  to  the  contri-

 butors,  thus  having  nothing  left  to  sell;  and  he  has  recently  taken

 to  traveling  the  country,  collecting  spare  work  in  one  place  (usu-

 ally  academic)  and  then,  like  Johnny  Appleseed,  distributing  it

 gratis  elsewhere.  This  extraordinary  service  implicitly  extends  his

 earlier  aim  of  open-ended,  unfettered  artist-to-artist  communica-

 tion,  now  with  a  different  kind  of  inseminating  activity.

 Raman’s  periodical,  which  appears  sporadically,  asks  for  only

 two  hundred  copies  of  one’s  text,  returning  two  cardboard  fold-

 ers  apiece  to  the  thirty-or-so  contributors  and  then  selling  off  the

 rest  to  subscribers,  who  are  asked  to  pay  what  they  can.  Bowles’

 one-shot  resembles  Raman’s  and  Atchley’s  in  favoring  graphics

 over  literary  (or  post-literary)  work,  and  its  large  loose-leaf  bind-

 ing  was  issued,  to  much  publicity  and  after  a  gallery-sponsored  col-

 lating  party,  by  a  commercial  publisher  that,  even  though  it  min-

 imally  reimbursed  its  paper-producing  contributors,  expected  to

 make  a  profit.  Thus,  Assembling  has  three  clear  distinctions:  its

 literary  emphasis  (in  response  to  an  initially  literary  predicament);

 its  ideological  underpinnings  (elaborated  in  the  prefaces—a  fea-

 ture  indicatively  lacking  in  the  others);  and  its  stapled  binding,

 which  we  feel  creates  the  sense  of  a  fortuitous  community  united

 in  process,  though  disparate  in  style.

 What  is  most  important  about  all  these  media,  in  spite  of  differ-

 ences,  is  their  common  anti-authoritarian  structure—quite  literally,

 a  participatory  democracy  that  successfully  redistributes  both

 initiative  and  responsibility.  In  addition  to  epitomizing  the  hu-

 manist  theme  of  ultimate  self-determination,  this  collaborative

 concept  represents,  in  my  opinion,  an  important  development  in

 literary  communication,  precisely  because  it  transcends  “dummy

 intermediaries,”  and  it  has  the  further  advantage  of  easy  imitation.

 (Its  commercialization  also  signals  a  certain,  perhaps  dubious  suc-

 cess  that  probably  explains  why  Bowles’  enterprise  rejected  a  duly

 submitted  contribution,  albeit  an  outrageous  one,  that  went  in-

 stead  into  Third  Assembling.)  In  the  mail  recently  came  Clone,

 which  is  comparably  produced  by  students  at  the  Rhode  Island

 School  of  Design,  and  another  pile  of  unbound  pages  from

 British  art  students,  along  with  independent  invitations  to  send

 self-published  packets  to  Holland,  Germany,  and  Italy.

 Unless  the  crisis  in  literary  communications  is  radically

 solved,  it  seems  likely  that  self-publishing,  both  individually
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 the  personal  mark  heavily  throughout.

 The  other  is  a  virtually  anonymously-pro-

 duced  amalgam  of  random  material  rang-

 ing  from  the  sublime  to  the  stupid...

 Assembling,  like  Avalanche,  is  a  valu-

 able  endeavor,  but  for  quite  different  rea-

 sons.  Whereas  Avalanche  is  the  readiest

 source  of  information  on  new  art,  Assem-

 bling  is  the  readiest  place  to  find  normal-

 ly  throwaway  art/writing  anthologized.

 Assembling,  which  appears  annually,  bills

 itself  as  “a  collection  of  otherwise  unpub-

 lishable  manuscripts”  and  invites  contri-

 butors  of  every  bent  to  “submit  1000

 copies  of  up  to  three  81⁄2  x  11  pages  of

 anything  they  wanted  to  include—printed

 at  their  own  expense.”  No  “editors”  as

 such;  Richard  Kostelanetz,  Henry  Korn,

 and  Mike  Metz  acted  merely  as  compilers,

 responsible  only  for  the  collation,  the  co-

 ver,  and  the  sentence-long  biographies  in

 back.

 Assembling  has  everything  you  might

 imagine  possible  in  such  a  format:  art-

 work,  poetry  in  traditional,  experimental,

 and  concrete  veins,  collagery,  Xerography,

 conceptual  art,  prose  pieces  and  excerpts

 (including  a  random  page  from  original

 manuscripts  by  two  different  people),

 photography,  et  al.  The  absence  of  edi-

 torial  digression  allows  some  dismal  stuff

 to  get  in-including  most  of  the  non-ex-

 perimental  poetry  and  much  of  the  line

 drawing—but  the  rewards  of  at  least  the

 most  recent  issue  (the  fourth)  are  them-

 selves  numerous.  The  best  works  are  of-

 ten  those  which  determine  for  themselves

 unique  formats—Kenneth  Gangemi’s  news-

 paper  clippings,  for  instance,  or  Shoichi

 Kiyokawa’s  “Chamber  Music.”  Annson

 Kenny  approaches  biography  in  an  ori-

 ginal  way,  while  someone  or  something

 named  “City”  makes  the  law  boards  in-

 teresting  in  context.  I  also  liked  Davi  Det

 Hompson’s  photopoems,  the  graphics  of

 Wally  Depew  and  Michael  Wiater,  Herbert

 Krohn’s  “Dream  ’n’  Drown  Komix,”

 songs  and  stuff  by  G.P.  Skratz,  concep-

 tual  pieces  by  Donald  Burgy,  Henry

 James  Korn’s  prose  poems,  and  the  con-

 crete  poetry  of  Thomas  Macaulay,  Robin

 Magowan,  Timm  Ulrichs,  Richard  Koste-

 lanetz,  Kathy  Schenkel,  and  the  North-

 west  Mounted  Valise.  Instead  of  a  page

 from  a  manuscript,  Richard  Meltzer  con-

 tributed  a  page  from  his  stamp  collection

 —I  came  away  with  three  turn-of-the-

 century  issues  from  Panama.  And  the

 contributor  of  selections  from  a  novel

 Worthy  Bones,  who  sure  can  weave  a

 good  psychedelic  narrative,  remains  un-

 fortunately  anonymous.  Such  untoward

 modesty!  Meanwhile,  the  two-bit  poets

 and  doodlers  write  their  names  large  all

 over  everything.  But  that’s  Assembling

 for  you:  a  scrapbook  of  ironies  and  con-

 ceits.  Reading  through  it  is  like  digging

 for  ore—finding  valuable  material  makes

 working  one’s  way  through  all  the  crap

 worthwhile.

 —Peter  Frank,  Soho  Weekly  News,

 1/29  (April  25,  1974).

 *  *  +
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 Assembling  Press  is  one  of  the  most

 important  small  publishers  around,  at-

 tempting  to  publish  things  that  most

 other  presses,  small  or  large,  don’t  do.  In

 addition  to  publishing  high  quality  and

 literate  short  prose,  visual  fiction  and  vi-

 sual  poetry,  they  put  out  the  incredible

 Assembling...  .The  whole  thing  is  an  in-

 novative  approach  to  getting  material  to

 the  public.  There  are  truly  incredible

 and  mind-boggling  things  in  each  issue—

 things  you'll  never  see  anywhere  else:  col-

 lages,  silkscreens,  photographs,  visual  lit-

 erature,  found  art,  posters,  etc.  .  .  .High-

 ly  recommended.

 —Harley  Lond,  Intermedia  (Dec.,

 1974).

 *  +*+  +*+

 The  various  Assemblings  compiled  by

 Henry  Korn  and  Richard  Kostelanetz,  ..…

 by  virtue  of  the  sheer  bulk  of  possibilities

 presented  in  each  issue,  present  intriguing

 challenges  to  writers  and  designers.

 —Denis  Boyles,  Design  for  Lit  (Exhibi-

 tion  catalog,  Maryland  Writers  Council,

 1975).

 *  +  +*+

 Assembling  is  sub-titled  “A  Collection

 of  Otherwise  Unpublishable  Manuscripts”

 and  is  a  compilation  of  stories,  poems,

 concepts,  visual  poems  which  authors

 Assembling  doesn’t  edit,  though  it  choos-

 es  who  may  be  allowed  to  submit.  It

 merely  collates,  staples,  binds,  and  distri-

 butes.

 Considering  the  avant-garde  nature  of

 the  contents,  that  “merely”  may  sounda

 bit  unfair,  but  it  suggests  also  the  com-

 pilers’  conscious  unwillingness  to  act  as

 editors.  The  aim  is  tó  bypass  commercial

 publishers  and  to  create  a  publishing

 scene  as  independent  as  possible  of  the

 commercial  one;  as  independent  of  the

 industry,  in  fact,  as  the  contributors  are

 independent  of  established  literary  stan-

 dards.

 The  concept  is  original  and  stimulat-

 ing.  Kostelanetz  argues  well  that  much

 avant-garde  literature,  especially  in  its

 visual  and  other  non-language  forms,

 doesn’t  get  much  attention  above  ground.

 Further,  special  books  of  such  material,

 when  published  occasionally,  deprive  it

 of  a  relaxed  and  natural  context.  And

 more  important  still,  the  argument  runs,

 non-competitive  publications  usually  eli-

 cit  the  experimenters’  best  work  and  on

 a  voluntary  basis.

 Fifth  Assembling  has  a  lot  of  innova-

 tive  and  provocative  material  in  it:  fold-

 outs,  drawings,  objects  trouvées  and  the

 like,  as  well  as  more  linear  and  narrative

 experiments  in  fiction.

 And  of  particular  interest  to  local

 readers  is  the  issue  [within  Fifth  Assem-

 bling]  of  the  Sydney-based  Tabloid

 Story,  this  one  avoiding  editorial  com-

 mitments  by  running  stories  from  each

 editor.  They  are  all  good  stories  and

 testify  to  a  wide  range  of  writing  and,

 presumably,  editorial  styles.
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 and  collaboratively,  will  continue  to  be  necessary  and  respectable,

 and  xerography  paper  may  at  times  become  more  honorific  than

 letterpress  printing.  Especially  since  the  means  of  production

 have  become  more  accessible,  the  pressing  problem  now,  for  all

 alternative  publishing,  is  how  to  distribute  the  results  beyond

 one’s  immediate  acquaintances  (or  mailing  list).  The  best  solu-

 tion  is  so  obvious  it  remains  visionary:  a  national  network  of  art-

 conscious  wholesalers  and  retailers  capable  of  handling  small,

 probably  slow-moving  quantities.

 We  were  pleased  to  discover  that  Assembling  has  been  read,  not

 only  by  fellow  contributors  (who  compose  a  most  ideal  audience)

 but  by  its  purchasers,  and  even  those  who  browse  in  literary

 bookstores.  Some  of  the  last  tell  me  that  they  were  intrigued  by

 a  subtitle  that  reads,  “A  Collection  of  Otherwise  Unpublishable

 Creative  Work,”  and  they  quickly  discovered  that  the  book’s  con-

 tents  are,  at  minimum,  clearly  unlike  anything  they  had  read/seen

 before.  There  are  good  reasons  to  believe,  as  I  wrote  elsewhere,

 “that  the  magazine’s  distinctiveness  caused  it  to  be  enthusiasti-

 cally  possessed,  if  not  securely  lodged  within  the  imaginative

 memories  of  many  readers;  for  as  the  anthropologist  Edmund

 Carpenter  observed,  ‘It  is  one  of  the  curiosities  of  a  new  medium,

 a  new  format,  that  at  the  moment  it  first  appears,  it’s  never  val-

 ued;  but  it  is  believed.’  ”  Most  important,  in  our  judgment,  is  As-

 sembling’s  realization,  simply  by  existing,  of  our  initial  threefold

 commitment  to  individual  opportunity,  unhindered  communica-

 tion,  and  creative  adventurousness,  for  both  the  contents  and  its

 structure  finally  reflect  values  intended  by,  and  hopefully  intrinsic

 to,  the  process.  Behind  such  a  cordial  gathering  of  genuine  idio-

 syncracy  is  a  freedom  and  anarchy  I  personally  find  exemplary.

 “Assembled  we  stand,”  runs  our  reiterated  motto,  “disassembled

 we  fall,”  and  for  the  Third  Assembling  I  added:  Power  to  the

 people  who  do  the  work.’

 TEN  POLEMICS  ABOUT  THIRD  ASSEMBLING  (1972)

 1.)  Assembling  was  founded  in  1970  as  a  response  to  a  sense  of

 crisis  in  literary  communication  and  a  related  distrust  of  conven-

 tional  editorial  authority.  One  dimension  of  the  crisis  is  that  imag-

 inative  creations  of  various  alternative  kinds  do  not  get  published

 in  America,  and  what  little  that  appears  in  print  is  not  adequately

 publicized  and  circulated,  even  though  much  evidence  suggests

 that  a  growing  audience  for  literary  experiment  exists.  Thus,  we

 wanted  a  medium  that  would  demonstrate  the  range  and  variety  of

 current  artistic  possibility.  On  the  second  point,  we  also  wanted

 an  anti-authoritarian  editorial  structure  that  would  insure  that  As-

 sembling  would  remain  open  to  “otherwise  unpublishable”  work

 of  all  persuasions.  So  we  hit  upon  the  fortuitous  concept  of  invit-

 ing  the  authors  of  unusual  work  to  submit  a  thousand  8⁄2  by  11”

 copies  of  whatever  they  wanted  to  include,  and  Assembling

 would  collate  the  submissions  into  a  thousand  books.  Since  the

 medium  is  dedicated  to  avant-garde  pluralism,  rather  than  any  par-

 ticular  style(s),  our  biases  have  never  been  restrictive  enough  to
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 collated  and  put  between  soft  covers  and

 The  result,  as  the  introduction  of

 Sixth  Assembling  says,  is  “variety  instead

 of  uniformity.”  As  Karl  Young  noted  in

 Margins:  “The  reader  has  to  decide  for

 himself  which  works  are  of  value  and

 which  are  not.”  I  am  inclined,  however,

 to  wonder  if  that  is  not  always  the  read-

 er’s  task,  even  when  material  has  been

 pre-screened  by  editors  and  publishers

 who  contend  they  know  something  the

 rest  of  us  do  not  know:  namely,  what  the

 bounds  of  literature  are  supposed  to  be.

 The  usual  intention  of  writing—and

 that  includes  poetry  despite  its  claims  to

 ambiguity—is  to  depict  what  is  before  us

 and  what  is  happening  to  us.  There  was  a

 time  when  painting  had  very  much  the

 same  errand.  But  about  the  time  of  Cé-

 zanne  it  must  have  occurred  to  somebody

 that  the  process  didn’t  work  if,  in  fact,

 we  as  artists  were  really  trying  to  stir  re-

 sponses  in  our  audience.  We  learned  that

 to  accurately  render  an  experience  did

 not  guarantee  that  those  people  seeing

 our  rendition  would  feel  what  we  had

 felt.  So  painters  began  to  put  aside  the

 “realistic”  aim,  and  instead  of  painting

 what  evoked  strong  sentience  in  them

 they  began  to  paint  the  sentience  itself;

 so  gradually  the  object  of  the  picture  dis-

 appeared  into  its  expressiveness.  The

 technique  was  entirely  used  up  by  the

 subject  and  the  subject  was  entirely  used

 up  by  the  technique.

 That  well-known  development  of

 non-realistic  art  has  since  taken  countless

 turns,  but  what  is  still  at  the  heart  of  any

 discussion  of  media  is  the  method  by

 which  an  artist,  writer,  composer,  etc.

 evokes  response,  no  matter  what  kind  of

 response  he  evokes,  or  how  well  he  does

 it.  That  this  central  theme  of  20th  cen-

 tury  art  expression  has  entered  so  rare-

 ly,  so  meekly,  and  so  ineffectually  into

 our  literature  is  what  makes  Assembling

 and  publications  like  it  necessary.  As-

 sembling's  contributors  are  trying  to  get

 the  language  out  of  literature  by  refusing

 to  accept  the  traditional  responsibility  of

 writers  to  depict  “realistically”  what  is

 before  them  and  what  is  happening  to

 them.

 All  of  us  know  that  there  is  an  enor-

 mous,  inexpressible  gap  between  what  we

 feel  and  the  words  at  our  command  for

 depicting  our  experiences.  This  situation

 is  especially  apparent  if  we  are  writers

 who  use  words  for  more  than  matter-of-

 fact  existence.  The  results  of  this  predic-

 ament  are  far  too  complicated  for  me

 to  discuss  here,  but  some  of  them  are

 relevant  to  the  methods  used  by  the

 contributors  of  Assembling.

 The  more  we  are  confronted  as  writ-

 ers  with  the  nearly  unbearable  materiality

 of  words  the  more  we  grasp  that  the  very

 syntax  of  language  which  allows  us  to

 communicate  also  automatically  limits

 and  defines  what  we  are  able  to  say.

 Writers  react  to  this  conclusiveness  of

 words  by  becoming  intrigued  by  the  pro-

 cess  of  writing  as  a  thing  unto  itself.  They

 look  for  shortcuts  which  could  lead  di-
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 6.)  Several  contributors  wrote  that  they  wished  their  work  got

 more  response;  and  though  Assembling  forwarded  mail  in  the  past,

 it  now  seems  more  practical  to  include  mailing  addresses  in  the

 contributors’  notes.  Do  write,  if  you  feel  inclined;  and  should  any-

 one  wish  to  reprint  anything,  please  contact  the  contributors  di-

 rectly.  All  copyrights  are  reassigned  to  their  respective  authors.

 7.)  The  creation  and  even  the  reproduction  of  alternative  work

 is  comparatively  easy,  but  the  editorial/distributional  complex

 makes  circulation  beyond  a  circle  of  immediate  friends  and  rela-

 tives  more  problematic.  A  network  of  alternative  wholesalers

 and  retailers  has  begun  to  form;  but  until  it  thrives  and  responds,

 cooperative  distribution,  as  well  as  cooperative  publicizing-review-

 ing,  must  necessarily  complement  cooperative  publishing.  All  of

 us  belong  to  this  effort,  merely  by  contributing  to  Assembling,  or

 reading  it,  or  telling  their  friends  about  it.

 8.)  The  most  impressive  dimension  of  Assembling  is  its  colla-

 borative  structure,  which  effectively  engineers  a  redistribution  of

 risks  and  responsibilities.  It  appears  that  unless  a  periodical  has

 many  sponsors,  narrow-minded  dominance  is  the  most  likely  edi-

 torial  result  of  monopoly  in  either  economics  or  ego.  Therefore,

 the  compositional  structure  of  Assembling  stands  as  an  implicitly

 anarchist  critique  of  the  celebrity-minded  and  money-hungry  au-

 thoritarianism  that  is  primarily  responsible  for  uniformity,  flac-

 cidity  and  death  in  American  magazines.  Even  if  Assembling  it-

 self  should  die,  its  easily  imitated  structure  will  surely  survive  un-

 der  other  names,  and  the  editorial-cultural  values  implicit  in  such

 a  concept  will  hopefully  endure.  Such  successors  will  probably

 be  similarly  miscellaneous  in  overall  form,  though  predictably  dif-

 ferent  in  specific  content,  because  unprecedented  diversity  would

 seem  to  be  the  truest  form  of  any  editorially  pluralistic  compila-

 tion  done  today.  This  Third  Assembling  materialized,  like  its

 predecessors,  out  of  nothing,  after  a  summer  of  correspondence;

 and  we  discovered  that  such  a  medium  requires  more  determina-

 tion  (from  everyone  involved)  than  either  time  or  money.  Each

 of  the  contributors—self-editor-publishers  all—deserve  great  grati-

 tude,  not  only  from  ourselves  but  from  each  other,  for  their  col-

 laboration.

 9.)  At  the  end  of  the  preface  to  the  first  volume,  I  wrote  opti-

 mistically:  “In  the  end,  of  course,  we  should  like  to  find  the  dis-

 semination  of  [experimental]  writing  changed  so  radically  that

 Assembling  would  have  no  further  need  to  exist.”  By  the  end  of

 the  second  preface,  I  sounded  more  pessimistic:  “All  the  reasons

 that  made  the  first  Assembling  necessary  are  unchanged,  or

 worse.”  The  first  statement  now  resembles  a  pipe  dream,  while

 the  latter  is  still  all  too  true.  Indeed,  if  current  trends  continue,

 xerography  paper  may  become  more  honorific  than  letterpress

 printing,  and  self-publishing  will  become,  as  in  Russia,  an  ultimate

 test  of  creative-intellectual  seriousness.  One  difference  now  is

 that  Assembling’s  founders  have  come  to  feel  a  bit  undone,  or  ex-

 hausted,  by  deleterious  circumstances  that,  nonetheless,  must  col-

 lectively  be  overcome  if  what  we  do  shall  survive.

 10.)  The  pressing  problem  now,  to  repeat,  is  not  that  nobody

 writes  or  nobody  reads  but  that  the  channels  of  literary  communi-

 cation  are  currently  so  clogged  and  corrupted;  and  because  the

 festering  back-up  is  approaching  explosive  proportions,  our  cur-

 rent  situation  desperately  requires  more  alternative  publishers,
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 TEN  POLEMICS  ABOUT  THIRD  ASSEMBLING

 more  editorially  eclectic  periodicals,  better  distribution,  more  co-

 operatives,  and  more  intra-literary  and  inter-artistic  cooperation.

 Assembled  we  stand;  disassembled,  we  fall.

 Power  to  the  People  who  do  the  Work.

 WHY  FOURTH  ASSEMBLING?  (1973)

 Blast  sets  out  to  be  an  avenue  for  all  those  vivid  and  violent

 ideas  that  would  reach  the  Public  in  no  other  way.

 —Ezra  Pound,  Wyndham  Lewis,  et  al.,  “Long  Live

 the  Vortex!”  (1914)

 The  major  problem  in  Western  cultural  communication  today  is

 censorship—not  the  obvious  kind  practiced  in  totalitarian  countries

 or  the  old-fashioned  kind  based  upon  licentious  content,  but  a

 blockage  that  is  more  insidious  precisely  because  its  existence  is

 not  publicly  announced  or  immediately  evident.  No  one  in  Amer-

 ica  explicitly  says  that  certain  kinds  of  writing  cannot  be  published

 —that  would  be  patently  illegal—but  anyone  surveying  the  scene  of

 cultural  communication  can  see  that  whole  classes  of  creative  work

 remain  totally  unpublished.  The  subtle  truth  of  this  censorship  is

 that  there  need  not  be  a  center  of  control  when  there  is  a  consen-

 sus  of  neglect.  Although  visual  poetry,  for  instance,  is  a  respec-

 table  international  movement,  memorialized  in  several  anthologies

 and  many  exhibitions,  no  one-person  collection  entirely  of  visual

 poetry  has  ever  been  commercially  published  in  the  U.S.  Though

 visual  fiction  is  likewise  internationally  eminent,  no  U.S.  publish-

 er  has  ever  issued  a  book  of  this  kind,  except  as  a  “juvenile.”

 When  one  artist’s  work  gets  “rejected,”  that  is  a  personal  misfor-

 tune;  but  when  whole  classes  of  creative  work  are  blocked,  then

 charges  of  “censorship”  are  appropriate.

 To  make  matters  worse,  it  is  almost  impossible  to  discuss  such

 censorship  in  print,  hopefully  removing  its  insidiousness  by  ex-

 posure,  mostly  because  that  would  point  to  a  central  hypocrisy

 of  the  book  industry—its  claim  that  it  supports  more  than  sub-

 verts  the  oft-honored  ideal  of  a  “free  press.”  Editors  will  piously

 assert  that  no  publisher  sets  out  to  prevent  the  circulation  of  cer-

 tain  kinds  of  writing,  and  that  is  probably  true.  However,  unin-

 tention  does  not  prevent  the  development  of  a  de  facto  conspira-

 cy  that,  for  certain  classes  of  writing,  repeals  the  First  Amend-

 ment  by  default,  totally  without  the  Congressional  intervention

 that  is  cited  in  the  Constitution.  Any  writer  trying  to  get  this

 truth  (that  everybody  can  see)  through  established  communica-

 tions  channels  will  find  (as  I  recently  did)  another  kind  of  nearly

 total  censorship—the  “gentlemen’s  agreement”  that  keeps  certain

 facts  secret,  in  spite  of  their  common  currency  in  professional conversation.  :
 A  further  fault  is  that  reviewers  consistently  ignore  experimen-

 tal  work.  There  is  no  regular  book  “critic”  in  America  predis-

 posed  to  such  writing,  and  those  critics  who  understand  avant-

 garde  literature  are  rarely  asked  to  do  reviews.  It  was  noted  else-

 where  that  zone  of  the  nearly  one  hundred  titles  issued  by  Ameri-

 NOTICES

 rectly  from  what  is  felt  to  the  page  itself,

 For  this  reason,  most  of  the  pieces  in  As-

 sembling  are  not  only  produced  without

 editors  but  also,  in  a  special  sense,  with-

 out  writers.  What  we  see  in  Sixth  Assem-

 bling  are  emblematic  forms  built  out  of

 the  medium  of  writing  without  the  intru-

 sion  of  the  process  by  which  language

 normally  communicates  and  therefore

 shapes  and  limits  the  so-called  bounds  of

 literature.  We  also  see  a  good  many  exam-

 ples  of  irony  with  which  writers  produce

 new  forms  by  ridiculing  the  methodolo-

 gy  of  old  literary  forms.  Some  of  the

 pieces  are  fairly  straightforward;  some

 take  their  lead  from  the  Imagists  of  1909

 -17  or  the  Dadaists  of  a  later  decade.  But

 the  most  interesting  pieces  are  those

 which  depart  entirely  from  the  conven-

 tional  notion  of  “filling  the  page  with

 ideas  in  the  form  of  language”  and  which

 create  a  literature  that  views  the  very

 space  of  the  page  (its  surfaces,  edges,

 succession,  etc.)  as  an  emblematic  thea-

 tre  where  motion,  image,  succession  and

 form  have  a  life  of  their  own.

 What  Sixth  Assembling  makes  clear  is

 that  writers  can  assert  new  ideas  of  what

 writing  is  all  about,  and  in  doing  this

 they  are  producing  effects  with  words,

 pages,  ink,  typewriters,  found  materials,

 and  print  which  imply  an  entirely  original

 method  for  turning  experience  into  pages.

 —Jamake  Highwater,  Soho  Weekly

 News  (Dec.  9,  1976).  Copyright  (c)  1976

 by  Jamake  Highwater.

 *  +  +

 The  same  period  in  history  saw  the

 genesis  of  contributor-edited  magazines

 and  anthologies.  In  1968  and  1969,

 Amazing  Facts  magazine  was  bor  in

 California  on  a  collation  principle,  and

 Omnibus  News  was  developed  in  Ger-

 many  on  the  basis  of  contributors  send-

 ing  in  their  own  pages  in  multiple  form.

 This  latter  format  proved  extraordinarily

 durable,  and  was  used  with  great  success

 by  Ace  Space  Company  in  Canada  for  the

 Spaee  Atlas  journals,  and  by  New  York’s

 Assembling  Press  for  Assembling.  While

 most  of  these  titles  no  longer  appear,  As-

 sembling  continues  to  flourish  under  the

 guidance  of  Richard  Kostelanetz,  Henry

 Korn  and  Mike  Metz  with  a  Seventh  As-

 sembling  to  appear  this  year.  Assembling

 by  virtue  of  its  wide  distribution  and  vi-

 sibility  has  influenced  countless  numbers

 of  similar  ventures  ranging  from  local  art

 school  products  to  international  gazettes

 such  as  Orgon  and  Ovum  from  Latin

 America.

 —Kenneth  Friedman,  “Notes  on  the

 History  of  Alternative  Press,”  Lightworks,

 8/9  (Winter,  1977).

 *
 The  most  exuberant,  and  exasperat-

 ing,  small  press  publications  are  those

 boldly  experimental  works  which  explore

 the  print  medium  by  exploding  it.

 Richard  Kostelanetz  drives  me  crackers

 with  his  claims  for  the  artistic  merit  of

 endless  grabled  word  progressions,  or  of

This content downloaded from 
������������108.12.209.211 on Mon, 15 Dec 2025 06:52:20 UTC������������� 

All use subject to https://about.jstor.org/terms



 NOTICES

 numbers  strewn  across  a  page  or  played

 backward  on  a  tape.  Nevertheless,  Kos-

 telanetz  and  company  call  attention  to

 the  narrow  limits  of  our  awareness,  how

 we  take  print  and  grammar  and  meaning

 for  granted.  In  the  Kostelanetz  edited

 anthology,  Essaying  Essays,  charts,  col-

 lages,  word-games,  scribbles,  lists  are

 used,  sometimes  eloquently,  more  often

 idiotically,  but  always  unconventionally,

 to  express  notions  that  ordinary  exposi-

 tory  prose  might  not  be  able  to  convey.

 Similarly,  in  Assembling,  each  of  the

 writer-manufactured  submissions  is  an  at-

 tack—puckish,  passionate,  or  vitriolic-on

 our  notion  of  what  “writing,”  “literature,”

 or  “a  book”  is  or  ought  to  be.  Also  avail-

 able  from  Assembling  Press  is  Henry

 Korn’s  wry,  affectionate  collection  of

 perspectives  on  The  Champ,  Muhammad

 Ali  Retrospective.  While  not  all  of

 Korn’s  readings  of  Ali’s  motives  are  per-

 suasive,  the  fighter  emerges  from  those

 (not  intimidatingly  experimental)  pages

 as  a  man  as  well  as  a  myth.

 —Carll  Tucker,  The  Village  Voice

 (Dec.  20,  1976).

 *  *  +*+

 Richard  Kostelanetz  really  staggers

 the  imagination—another  publication  has

 listed  him  as  a  sort  of  Renaissance  figure

 in  modern  garb.  After  all  the  things

 Richard  has  accomplished  as  a  critic,  edi-

 tor,  and  scholar,  one  discovers  [in  Visual

 Language|  that  he  is  also  a  great  visual

 poet.

 —Michael  Joseph  Phillips,  Small  Press

 Review,  VII1/6-7  (June-July,  1976).

 *  +

 Anche  il  poeta  nuovayorkese  Richard

 Kostelanetz,  in  epoca  ancora  più  prossima,

 si  serve  di  una  spazialità  in  cui  il  segno  del-

 la  scrittura  esce  dall’arbitrario  dell'alfabeto

 per  assumere  la  figurazione  dell'idea  desig-

 nata  dalle  parole.  Una  sua  serie,  “foot-

 ball  form,”  costruisce  gli  intrecci  degli

 schieramenti  di  un  campo  di  calcio  sulla

 base  delle  lettere  costituenti  le  parole

 “difesa”  e  “attacco”;  la  parola  “disintegra-

 tion”  scompare  a  poco  a  poco  per  cancella-

 zione  progressiva  ecc.  A  parte  la  notorietà

 di  simili  procedimenti,  i  cui  primi  esempi

 si  possono  ritrovare  nei  poeti  alessandrini,

 in  Rabelais,  in  Carrol  e  nelle  avanguardie

 storiche  del  novecento,  si  nota  ancora  una

 concezione  tutta  moderna  di  arte  come  gi-

 oco,  come  ironia,  demistificazione  oper-

 ata  sui  tradizionali  messaggi  della  lingua;

 una  lingua  che  per  l'occasione  potrebbe

 essere  l'inglese,  o  una  poetica  che  potrebbe

 essere  incentrata  sul  “doppo  Joyce,”  titolo

 dato  da  Kostelanetz  ad  un  altro  suo  lavoro

 concreto,  costituito  da  lettere  alfabetiche

 che  si  diramano  a  spirali  concentriche.

 —Carlo  Alberto  Sitta,  La  Gazzetta  di

 Modena  (Nov.  4,  1970).

 Also  the  New  York  poet,  Richard  Kos-

 telanetz,  still  closer  to  us  in  time,  uses  a

 spatial  form  in  which  the  sign  of  the  writ-

 ing  breaks  out  of  the  arbitrariness  of  the

 alphabet  to  take  on  the  shape  of  the  idea

 18  WHY  FOURTH  ASSEMBLING

 ca’s  most  persistent  avant-garde  publisher,  Something  Else  Press,

 has  ever  been  singled  out  for  solo  review  in  either  the  New  York

 Times  Book  Review  or  the  New  York  Review  of  Books.  In  March

 of  this  year,  to  cite  another  sort  of  example,  Something  Else  is-

 sued  Breakthrough  Fictioneers,  my  own  compendious  anthology

 (rejected  as  “something  else”  by  the  big  publisher  originally  pay-

 ing  for  it)  which  contains  101  contributors  working  in  a  variety

 of  alternative  styles;  many  of  them  have  also  appeared  in  Assem-

 bling.  Though  its  current  publisher  sent  review  copies  everywhere

 (and  I  frequently  receive  private  letters  in  praise  of  the  book),  on-

 ly  one  review  has  so  far  appeared  in  the  U.S.  press—by  Rich

 Mangelsdorff,  a  scrupulous  soul  who  also  deserves  credit  for  re-

 viewing  all  of  the  earlier  Assemblings.  (Of  the  80-plus  American

 contributors  to  this  collection,  less  than  a  dozen  have  had  their

 book-length  manuscripts  commercially  published  in  the  U.S.,  the

 others  thus  suffering  censorship  at  the  point  of  initial  publica-

 tion.)  The  high  sales  of  books  by  Barth,  Beckett,  and  Borges  in-

 dicates  the  existence  of  a  large  audience  for  serious  experimental

 work;  but  if  potential  readers  do  not  hear  about  a  book  relevant

 to  their  interests  (or  even  about  the  difficulties  incurred  in  com-

 munication),  then  censorship  of  a  similarly  insidious  kind  has

 again  occurred.

 Partially  because  experimental  work  is  rarely  reviewed,  books

 of  it  are  nearly  impossible  to  distribute.  Not  only  are  bookstore

 managers  across  the  country  more  responsive  to  the  literary-in-

 dustrial  salesmen,  but  they  are  all  but  unanimously  reluctant  to

 stock  books  (or  publishers)  they  have  mot  already  heard  of  (i.e.,

 what  is  mot  reviewed).  However,  if  books  that  are  printed  can-

 not  be  distributed  to  their  likely  audience,  then  blockage  has  oc-

 curred  again.  As  the  novelist-editor  Charles  Newman  perceived,

 “A  classical  totalitarian  society  censors  at  the  production  point.

 An  oligopolistic  society  censors  at  the  distribution  point.”  He  con-

 tinues,  “If  we  were  told,  for  example,  that  an  anti-establishment

 novel  in  Poland  was  printed  in  a  small  edition,  went  unpromoted

 and  unreviewed,  and  then  was  rapidly  allowed  to  go  out  of  print,

 we  would  know  the  reasons  why.  Here,  it  happens  every  day  and

 we  are  not  scandalized.”  Precisely  for  that  reason—our  refusal  to

 be  scandalized—is  “democratic”  censorship  not  only  more  insidious

 but  also  more  sophisticated  (leaving  no  tell-tale  signs).

 We  once  said  that  Assembling  was  founded  in  response  “to  an

 oppressive  crisis  in  avant-garde  literary  communication,”  but  it

 now  seems  more  appropriate  to  say  that  the  trouble  inspiring  its

 creation  was  censorship,  pure  and  simple.  Instead  of  declaring,  as

 we  have,  that  our  medium  is  devoted  to  “otherwise  unpublishable

 creative  work,”  perhaps  we  should  use  the  phrase  “otherwise  cen-

 sored,”  for  Assembling  collects  and  distributes  creative  work  that

 would  otherwise  be  kept  out  of  public  print.

 It  was  our  radical  stroke  to  abolish  the  conventional  sorts  of

 editorial  authority,  for  instead  of  selecting  work  “suitable  for  our

 pages,”  we  have  asked  writers  and  artists  doing  unusual,  “other-

 wise  unpublishable”  work  to  contribute  a  thousand  copies  of

 whatever  8⁄2  x  11”  that  they  wanted  to  include.  Our  job,  as  As-

 sembling's  compilers,  would  be  assembling  these  submissions  into

 a  thousand  bound  books.  Several  editorial  powerhouses  have  re-

 portedly  objected  to  our  “lack  of  editorial  principle,”  but  they

 fail  to  discern  the  intelligence  implicit  in  the  abdication  of  author-

 ity.  For  one  thing,  our  compositional  guidelines—“otherwise  un-
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 WHY  FOURTH  ASSEMBLING

 publishable”—have  insured  that,  no  matter  what  was  submitted,

 Assembling  would  be  drastically  different,  not  only  conceptually

 but  artistically,  from  other  U.S.  publications;  and  sure  enough,

 though  both  contributions  and  contributors  have  changed,  the

 only  publication  resembling  a  new  Assembling  is  a  previous  As-

 sembling.  The  cunning  paradox  is  that  the  denial  of  authority,

 coupled  with  implicitly  selective  ground  rules,  will  produce  rough-

 ly  similar  results,  the  whole  enterprise  revealing  both  a  certain

 style  and  a  certain  unity  in  unparalleled  diversity.

 A  friend,  known  socially,  writes  that,  “I  have  been  working  for

 some  years  on  pieces  that  are  too  strange  to  submit  to  magazines.

 Would  Assembling  be  interested?”  Of  course,  we  wrote  back,

 “that  is  precisely  what  we  are  for.”  One  invited  contributor  en-

 closed  several  pieces,  asking  us  “Which  would  be  most  suitable  for

 Assembling?”  Since  all  of  his  pieces  were  “otherwise  unpublish-

 able,”  we  replied,  “That’s  your  decision,  not  ours.”  At  most

 “edited”  magazines,  the  assumption  is  that  if  writer/artists  follow

 the  direction  of  the  editor,  their  work  will  thus  be  better.  Similar-

 ly,  we  have  persistently  refused  requests  to  print  contributors’

 works,  for  one  point  of  Assembling’s  concept  is  that,  given  the

 crisis  of  communication  (i.e.,  censorship),  serious  writers  and  art-

 ists  will  have  to  learn  the  process  of  communication  from  its  fun-

 damentals.  What  separates  democracies  from  totalitarian  countries

 is  that  a  citizen  here  is  legally  free  to  initiate  contrary  actions.

 Since  the  printing  industry  in  America  is  not  (yet)  policed,

 self-publication  can  become,  like  Samizdat  in  Russia,  an  ultimate

 test  of  creative  seriousness—do  you  care  enough  about  what  you

 do  that  you  will  spend  the  dollars  or  hours  necessary  to  get  it  into

 public  print,  untouched  (or  retouched)  by  editorial  hands.  “Free-

 dom  of  the  press,”  A.J.  Liebling  once  quipped,  “is  guaranteed  on-

 ly  to  those  who  own  one,”  or  those  who  will  pay  the  printer.

 When  thirty  U.S.  publishers  rejected  Abbie  Hoffman’s  Steal  This

 Book,  the  appropriate  response  was  not  dejection  or  resignation

 but  self-publication.

 Writers  in  democracies  can  also  distribute  freely,  if  only  through

 the  mails;  and  since  Assembling  gives  three  copies  to  each  contribu-

 tor,  its  immediate  readership  consists  of  similarly  predisposed  fel-

 low  artists  (and  their  friends)—and  that,  of  course,  is  the  best  cir-

 culation  possible.  Indeed,  several  previously  unpublished  experi-

 mentalists  told  us  that  participation  in  Assembling  was  the  most

 effective  way  of  initially  announcing  their  work  (and  themselves)

 to  their  potential  colleagues.  However,  such  efforts  now  seem  to

 be  a  mere  drop  in  the  bucket  of  present  necessity,  which  includes

 the  founding  of  new  institutions,  responsive  to  alternative  work,

 at  every  point  along  the  line  of  literary-artistic  communication.

 More  counter-periodicals  and  counter-publishers  must  be  created,

 along  with  similarly  predisposed  distribution  networks  and  stores

 where  such  items  can  be  purchased,  in  addition  to  new  media  of

 review  and  publicity  ;  for  everyone  reading  Assembling  must  con-

 sider  himself  enlisted  in  a  collective  effort—making  the  audience

 of  discriminating  book-buyers  aware  of  counter-censorship  activi-

 ties.

 The  compilers  appreciate  the  contributions  of  their  collaborat-

 ors,  who  are,  in  turn,  grateful  to  each  other.  Assembled  we  stand;

 disassembled,  we  fall.

 NOTICES

 designed  from  words.  A  series  of  his,

 “Football  Forms,”  constructs  the  inter-

 lacings  of  the  formations  on  a  football

 field  on  the  basis  of  the  letters  constitut-

 ing  the  words  “defense”  and  “offense”;

 in  another  piece,  the  word  “disintegra-

 tion”  disappears  little  by  little  through

 gradual  cancellation,  and  so  forth,  Such

 techniques  are  of  course  well-known,  ap-

 pearing  first  in  the  Alexandrian  poets  and

 later  in  Rabelais,  in  Carroll,  and  in  the

 avant-garde  of  the  early  twentieth  cen-

 tury.  Here,  however,  one  sees  an  entire-

 ly  modern  conception  of  art  as  play,  as

 irony,  a  demystification  worked  on  the

 traditional  messages  of  the  language;  a

 language  that  for  the  occasion  could  be

 English,  or  a  poetics  that  could  be  cen-

 tered  on  “After  Joyce,”  the  title  that

 Kostelanetz  gives  to  another  of  his  con-

 crete  works,  consisting  of  the  alphabet’s

 letters  spreading  outwards  in  concentric

 spirals.

 —translated  from  the  Italian  by  Joan

 R.  Acocella.

 *  +

 Dadelijk  valt  op  met  welke  intelli-

 gente  beeldkracht  deze  rusteloze  zoeker

 begaafd  is.

 —Paul  de  Vree,  De  Tafelronde,  XV/

 3-4  (1970).

 One  is  immediately  struck  [in  Visual

 Language]  by  the  intelligent  image-

 force  with  which  this  restless  seeker  is

 endowed.

 —translated  from  the  Flemish  by

 E.M.  Beekman.

 *  +

 Some  of  the  publications  of  Assem-

 bling  Press  are  witty.  I  particularly  en-

 joyed  Henry  Korn’s  wry  short  fictions,

 “Exact  Change,”  and  his  “Proceedings  of

 the  National  Academy  of  the  Avant-

 Garde.”  ,.…I  found  Donald  Porter's  “As

 If  a  “Footnote”!  to  the  Final  Glory.  ...”

 an  amiable  burlesque  of  pedantry,  and

 Kostelanetz’s  “Visual  Language”  and

 “Come  Here”  viable  lively  experiments.

 —Carll  Tucker,  The  Village  Voice

 (Feb.  2,  1976).

 *
 Exact  Change,  short  fiction  by  Henry

 James  Kor.  Freshly  short,  entertaining

 looks  at  a  lot  of  things.  Worth  it  for  the

 cover  too.

 —New  Letters  (Sept.,  1974).

 *  *  +

 While  probing  for  vital  signs  on  the

 corpus  of  fiction  I  espied  these  nine  little

 tales,  fluttering  beyond  the  coccyx.  To

 fail  reporting  tiris  abnormality  would  be

 plain  nonfeasance.

 Exact  Change  was  published  by  As-

 sembling  Press,  which  is  affiliated  with

 the  Assembling  collaborative  anthologies.

 Richard  Kostelanetz  and  Henry  James

 Korn  co-founded  Assembling—for  the  re-
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 согд—аѕ  а  $ћомисаѕе  Ѓог  а  пеагіу  іпсотрге-

 епѕіЫе  ѕресігит  оѓ  шпсопуепііопаі

 Таіепіѕ,  атопе  місії,  оѓ  соштзе,  мете  Ше

 Ғошпдетз  апд,  іп  ѓасі,  уошг  геуіемиег.

 Ућісһ  із  ќо  ѕау–іѓ  уои’уе  періесіей  уош

 055—ћаї  Когл  (һеге  тодеѕіу  Ѓогбійз

 те,  еіс.)  і  Боїћ  ипсопуёпііопаі  апі  іаі-

 епіей.  Вой  аѕ  а  тапіѓевіаііоп  ої  (Њеіг

 Беђіеѓх  апд  оп  ії  охуп  тегіів,  Ехасі

 ћапее  і  а  уёту  воой  апд  іпіегеѕііпе,

 БөокК,  ап  оез,  сегіаіпіу,  ЁШ  ѕоте

 оѓ  е  рготівеѕ  оп  мћісћ  Њоѕе  апіћоіо-

 гіеѕ  оѓ  Ње  “шприћііћаЫіе”  апа  шптаг-

 КеіаЫіе  сатраіпей,

 Тһе  піпе  іе  аге  агешаЫу  йіуізібіе

 іпіо  {мо  с1аввез:  Ње  Шетаќіс  ап  Ње

 зсепіс,  Апі  іѓ  сіазвійсаќіоп  ітрііез  а

 һіегагсһу,  Јек  те  зау  һај  І  тапК  һе  Іа

 Нег  аз  Беќіег.  Ѕіогіёз  висі  а  “Опе  Тһіпе

 Ретвесііу  Сіваг”–а  ігшу  ѕсаііпе  ітеаі-

 телі  оѓ  Міхоп  гесійіуіві-от  “Ооз  іп

 Маг”  (апіі-Үаһоо),  ог  “Тһе  Ропіооп

 Мапіќевіо””  ог  “ом  апі  Већоіі”-

 мћісћ  із  ќо  еуапеећівіїс  геуіуаѕт  мћаі

 сшгаїїпе  із  о  тіїк  аге  ле  оп  ће  опсе-

 оуёг,  Биќ  ай!  {о  ѕибѕіапііаіе  Њетіѕеіуев

 опсе  уош  еиеѕз  е  їтіск.  ОГ  соше,  І

 тау”уе  тіввей  ту  гиев.  Апі  І  тау  е

 +аскіпе  ќо  саїсћї  а  ршії  Гог  Ње  теі;  Гог

 опё  оѓ  ће  пеаѓег  сотіс  ерізойез  іп  Ехасі

 (ћапе  оссшз  іп  “Оору”:

 А  тиу  ћеапЬуеакіпе  іпсійепі  й-

 Шштіпаіпе  ће  хітапге  апа  сотреі-

 пе  геһаійоткћір  оў  тап  апа  йор  іп

 паг,  сотех  10  из  от  ће  зестеї  аі-

 апе  о}  Несіог  Ушїйег,  а  ѕоїаїег  іп

 е  зетісе  оў  е  втеаї  Ѕапіа  Апа,

 Мароіеоп  ој  Мехісо.

 Еасћ  тотілг,  ії  ах  Несіог  шу

 То  гез  ће  Сепетаї  тоор  ој  зіхіу-

 уе  апаск  таїпей  Спіпиаћиаз  іп

 пу  тееп,  гей  апа  ућіїе  іоихегх

 апа  Маск  ўе:  ѕотуегоз  мйћ  сћіп-

 зігарз.  Ай  ће  ћеіећі  оў  Ме  зіеве

 оў  Мотіего  Міззіоп,  Несіот  пт  ће

 аорз  зігаіећі  іпіо  а  уоПеу  оў  зтаре-

 $ої.  Не  мері  рігіўшІу  јот  тее  оғ

 Јоиг  ѕесопах  Ьеђоге  ћіећјасКіпе  а

 зирріу  уавоп  {Шей  мйіћ  гедийа

 апа  ћеайїпе  Гог  Тіајиапа.

 Апа  еуел  Бейќег  сапіпліпіку  ооу.

 Номеуег,  ћете  Њеѕе  аге  ма!  опе

 тісһі  са  а  ії  фортаііс,  (ће  гетаіпдег

 –“Тһе  Сопаетпей  оѓ  АКоопа,”  “Тһе

 Ніѕкогу  оѓ  Ртапсе,”  Рош  Отеатз  Отеат-

 ед  Бу  (е  Сіп  Уо  Ае  Тһгее  Пеегік,”

 “Кіпе  Копр  іп  Ње  Кіксһеп,”  апі  “Татра

 –Јипе  2,  1898”–аге  ѕзибте.  Уаќ  тірће

 еаѕіїу  Бе  сопѕідегей  а  Бгапі  ої  ѕшгтеа!

 {уе  геаїу,  роѕіле  іп  еасћ  ої  іі  деа  а

 дфиеѕііоп  аБои!  апа  сопітоп'аќіоп  міћ

 Ше  еріѕіето!оріса!  апі  ії  ійіоі  зиссеввог,

 іпіегргеіа!іоп.

 Копв  сиївіпе  ів  зирегЬ,  һіх  зетісе

 Јашезз.  Апа  іў  опе  із  ргеригей  10

 епацғе  а  тойісит  ој  гоагіпе  апа

 сћеѕі-Ьеаїїпр,  от  ретарз  опіу  а  спазћ-

 іпе  оў  хітійт  іееіћ  пом  та  Њеп  (јог

 м/о  аоез  пої  тіврїасе  а  роћоійег?),

 а  їппег  Спег  Коте  мї  Бе  зигеіу  а

 аѕітопотіс  еуепі  іо  тететђег.

 [“Кіпе  Копг  іп  ће  Кісћеп”)

 ЖНҮ  ЕІЕТН  А$ЅЗЕМВІЛМС?  (1974)

 Іп  сопігіБиііле  {о  сопуепііопаі  таеагіпез,  тозї  оѓ  и  ѓеаг,  іо

 фіїТегелі  Фертееѕ,  Њаї  ошг  могк  мї  фіѕрІеаѕе  е  Гаѕіеѕ  оѓ  е  ейі-

 Ког().  Гл  сопітіБшіїпе  {о  АззетМіпр,  ошг  рііпсіраі  ѓеаг  із  аі

 ош  сопітібиііоп  чоп’  іїѕрІау  из  аќ  ойг  Веі  ог  уоп’  ѕиѓїсіепіу

 ѕһіле  аБоуе  еуегућіпе  еке  іп  Ње  БооК.  *  *  *  Тре  Іаїќег  Кіпа

 оѓ  апхіеіу  і;  рговаЫу  тоге  сопдисіуе  їо  ехсерііопа!  стеайіүе

 огк,  Шиѕітайіле  а  роїпі  (І  һауе  еіаБогаѓей  еІземћеге)  аі

 сһапееѕ  іп  едіїогіа!  сігсштѕіапсе  сап  агаѕіісаПу  аѓѓесі  Ње  диаїііу

 оѓ  сгеайїуе  гогк.  *  *  *  Му  оут  роеіту  апа  сііоп,  І  пд,  ѕіапі

 ои  тот  Ње  рас  іп  тоѕі  Іегагу  таратіпев;  іп  АѕзетР/тр,  Ње

 сотреќіќіол  іѕ  сопѕідегаЫу  Фоцећег.  *  *  +  Тһе  іпіііа!  ацйіепсе

 Ќог  АззетЫтр  їв  ѕеіесі,  сопѕізіїпе  аз  ії  іое  ої  Ње  Боо  сопіі-

 Биќогѕ;  уеї  соріе  оѓ  ії  ѓошг  ргеуіоиѕ  уоїитез  һауе  аіхо  голе  іо

 рис  апӣ  иліуетіку  Ігагіев,  БоокКѕіогеѕ  апа  ргіуаќе  Биуегв

 асгоѕз  е  сошпіту.  *  *  *  Ѕіпсе  е  ІасК  оѓ  гезітісїуе  ашћогіку

 Ыгіпеѕ  Фесепітаіітеа  гезропзіБіііу,  еасһї  сопігібифог  і  шќітаіеІу

 теѕропѕіћіе  Ғог  мћаї  ѕһе  ог  ће  йез.  Тһаї  ргіпсіріе  ассошпі  Гог

 уЛу  могкѕ  адјасепе  (о  еасћ  оќег  іп  Аззетвігир  ѕсагсеіу  гевет-

 Ые  еасһ  оһег  апа  Ѓог  уу  пеагу  еуегу  сопітіђийоп  геуеаі  рег-

 ѕопа!  ѕїуІе.  Уегеаѕ  тоѕі  таеаліпе  ефіќог  іту  їо  асһћіеуё  а  раг-

 ќсшіаг  Кіпа  оѓ  єїуЇієїіс  шпіѓогтіку,  Ње  ійепііаЫе  ітадетагк

 оѓ  АѕзетЫїіпд  і,  рагайохісаЇу,  Ње  ипрагаПеіей  йіуегҷіїу  ої  іі

 рагі.  *  *  *  ке  Ње  гесепі  Мем  Уогк  Воок  Еаіг,  Азетіітр

 ођѓегх  іпаіуіца!х  а  Ѓогит  Гог  еіг  акетайуе  іпііайуез,  сгеайле

 а  соттиліѓу  тегеіу  Бу  Бтіпріпе  ІКе-ригроѕей  реоріе  апа  Шеіг

 мог  орећег.  *  *  *  Ву  гейесііпе  а  зит  оѓ  сштепі  йїгесііопз

 апа  аКегпаќіуез,  гаег  ап  Ње  ѕеІесііуе  тіќайопз  оѓ  а  ѕіпеіе

 ейіќог  ог  саше,  Њів  соПесііоп  тіећі  аіко  Ье  сопѕібегей  ап  ас-

 ситшаќѓеа  гергеѕепіаќіоп  ої  “ехрегітепіа!  ітаріпайуе  геаїіу.”

 ж  ж  *  АѕѕетЫте  ћаѕ,  о  агам  а  списіа!  аієііпсііоп,  поі  “рег-

 ѕопаїку”  Биќ  сратасіет,  мћісћ  ів  іп  шгп  сотроѕей  оѓ  а  тшќіїшае

 ої  регвопаїйіев.  Аззетвйтр  і  а  зупопут  Гог  “вейіпр  ії  Кореіћ-
 »

 ег.

 Іп  Ње  сошѕе  оѓ  фоіпе  Тре  Епа  о}  ІтеШрепі  Утіітр,  І  йів-

 соуегей  Ња  моіе  с1аввез  оѓ  Шегаќиге  меге  ехсїийей  гот  Ње

 фотіпапі  сһаппе!іх  оѓ  сшќигаі  соттилісаоп—поі  опіу  ехрегі-

 тепќа!  могк,  уһісһ  рагіісшіагіу  іпіегезів  те,  Биі  аіо  поуеіІа

 іп  а!  ѕїу!ез,  гайісаі  рһоѕорћу,  Бооз  Ьу  апа  аБоці  о!дег  рео-

 ріе,  еіс.  Тһеѕе  сіаѕѕеѕ  меге  ехсІидей  пої  Бесаиѕе  по  тагкеї

 ехівкей  Гог  ѕисһї  мог  Би  Бесацѕе  һе  Ійегагу-іпіизігіа!  сот-

 ріех,  ѕиЬѕетуіепі  іо  Ње  йетапаіѕ  оѓ  Ѓаєһіоп  апі  соттегсе,  ав

 сопсепітаііпе  проп  оќег  Кіпа  ої  угїїїпр.  *  *  *  І  раіпѕ  те

 Ко  гереак  Ња  по  опе-тап  соЛескіоп  оѓ  еіћег  уівиа!  роеіту  ог

 ѕошпӣ  роеігу  һаѕ  еуег  Бееп  соттегсіау  рибіієћейі  іп  Ње  .$.

 (апд  а  Ње  апіћооріе  ої  “сопсгеіе”  меге  іопе  Бу  ѕта!І  ргезз-

 е),  апі  Њаї  по  Боок  оѓ  уіѕиаі  скоп  һаз  еуег  Беел  рибіізћей

 һеге  (Шоцеһ  ѕисћ  упогкз  арреаг  іп  Сапайа  апі  іп  Ешгоре)--попе,

 пада,  поћіпе-еуеп  Њоцећ  І  гесеіуе  еуегу  Гогілісћі  іп  Ње  тай!

 аќ  Іеазі  опе  ле  тапиѕстірі  іп  езе  вепгеѕ  апі  шх  тиі  (ей

 Њеіг  ашћог  а  (гиќћ  еу  іпіаШу  геђие  іо  Бећеуе-Њаі  Ші
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 іѕ  сштепіу  сепѕогей.

 Шеу  орегаїе  мії  ҒГаѕсіѕііс  еїїесі.

 *  х

 МОТІСЕ$

 Јевиз  Маз  по  ихе  јог  запа-ир  сотісх

 уе!  ће  маз  тапзўїхей  Ьу  ап  апесаоіе

 тоисћо  Магх  тої  оп  ће  Сауе:  Ѕһою

 Іахі  мее.  Не  геревіей  її  хеуегаі

 тех,  Г  уз  І  Кпеъ  мћу.

 (“Тһе  Сопаетпей  оў  Айоопа”)

 Тһе  могк  һеге  Беагѕ  зоте  гезетЫІапсе

 То  ВШ  Ниїќоп”  ѕіогіез  іп  ћіх  А  Нівіогу  оў

 "Атегіса,  Њоцећ  Ниќќоп’  тоге  гезізіапііу

 паггаќіуе,  <Кіііћ,  апі,  іо  ту  іаѕіе,  Риппіег

 (Њошећ  іп  сотейу  аѕ  іп  рот  гереайпе  Ње

 гі  із  а  рїш  уаїше,  апі  Қог  Копт”  йісіїоп,

 ћісћ  із  пеіег,  аі  рагіїсшіаг  уаїце  і

 певііріЫіе).  Іп  Кот”  уізіоп  ете  із  зоте-

 іпр,  сегіаіпіу,  мћісһ  геіагйу  ійепііїса-

 оп,  Тһе  Іауегіпе  оѓ  ехоііс  апі  ойеп

 БгеаіһаКіпеіу  Іоуеіу  ітавегу  із  стуріїс

 апа  ѕиереѕіїуе,  Би  һаррепѕ  диіќе  Гаї,

 тоуіпе  һогіопіаШу  апі  уетіісайу  аі

 едиаШу  хіі?  сїїрѕ.  Іп  еасћ  саѕе  Ше  уогк

 зеі  і  оул  іегтѕ,  ѕаііѕеѕ  ет,  еп

 Фіѕсоппесіз.  Еогішпаіеіу,  іі  ів  а  БооК

 Жћісћ  із  еаѕііу  гегеад,

 –Тот  Аһет,  Мағеїнз,  19  (4/75).

 ж

 Ѕигеіу  Ғиппіег,  тоге  Маск-һитотей

 поуеі  һауе  Бееп  мтіеп  ап  Оопаій

 Рогіег’  Аз  ЈГА  “Ғоотоіе”  То  Тһе  Епа

 Тогу,  Биі  аваіпхё  Ње  уйіаїіу  оѓ  һів  міё  І

 саппої  тесойесі  Шет.  Рогіег  Рооїтпоіе

 1$  а  поуе!,  уаеуег  іі  тау  арреаг  іо  Бе

 оп  Йгзі  зірћі.  Рогіег  хіаіез  аі“.  е

 $  ѕее  тапу  а  БооК  ог  ріесе  мії  Ње

 “сһаоќіс  апі  Беміідегіпе  ІооК”  ргойисей

 Бу  ѓооіпоіез.  Моіпе  іпііаіез  геайег$

 тоге”;  апа  ігшіу  еге  і  поћіле  іп  Рог-

 іег  БооК  уйісћ  і  пої  Гооіпоїе;  ог  Ѓооі-

 поѓе  їо  Ѓооіпоїе;  ог  Ѓооїпоїе  їо  Ше  ѓооі-

 поіе  {о  Ње  Ѓооіпоїе  їо  Ње  іе.  №іћ-

 іпе  оёз  іггіќаіе  геадет  тоге,  регһарз,

 Биі  шпег  Рогіег’  зки  еуе,  Ше  Ѓооі-

 поќе  һеге  Бгіпе  мії  јоу,  Ње  зһеепіпе  оѓ

 а  Беашіійш!  ѕїопе,  І  Коотоїе  доёѕ  ге-

 тіпі  иѕ  оѓ  апуіћіпе,  ії  іѕ  оѓ  МаБаКоу

 Раіе  їе,  апй  регһарѕ  оѓ  ѕоте  ѕїогіе  бу

 Вогееѕ.  Виї  Рогіег  һаѕ  сһоѕеп  їо  оші-

 теасћ  е  таѕіег,  МааКоу;  уеге  Рае

 Ее  і  оѕіепѕіЫу  а  соттепіагу  оп  Ње

 іехі  оѓ  а  Іепріһу  роет  о  Ње  ѕате

 пате,  Ғоотоіе  Ъесотеѕ  соттепіагу

 оп  а  іе  опіу.  Апі  тоге  іпіегехііпа,

 апй  тоге  Го  Рогіег’  ригроѕеѕ  ћете,  “Ње

 па!  гЇогу”  оѓ  е  іе  і  е  “Гооїпоіе.”

 Ѕауѕ  ош  пагтаїог  (Гог  Његе  і  а  пагаіог

 іп  ів  їсіїоп):  “Тһе  Фооіпоїе’  уі  Бе

 Ње  һоһќеѕі  роіпі  іп  еѕе  Йтез.  Тһе

 “Ғооіпоіе’  і  Бе  иіег  деіастепі  апі

 іѕ-епеагетепі,  а  гадіса!  апа  Нега!  Баг-

 тег  Бећіпі  уйісһї  ќо  һіде  ог  йеһі.  Ке-

 Гире  оѓ  озе  еѕсаріпе  е  гІоБа!  уаре.

 Тһе  1аѕі  апі  регһарѕ  опіу  теапѕ  оѓ  ез-

 саріпр  ће  ‘арреагапсе’  ої  арреагапсез.

 Ог  е  “(ае  оѓ  Ње  тодегп  ѕіаіе.  Ог  Ње

 “йіврозійоп”  оѓ  оїһетз’  іѕроѕіќіопз.  Тһе

 Чогт’  оѓ  Ѓогтз.  Тһе  Чипсііоп’  оў  Гипс-

 оп,  Тһе  ‘сопйііоп’  ої  сопаіїопз.  Тһе

 Четрег’  оѓ  іетретз,  ће  “етта”  ої  йі-

 Іетта,  Ње  ‘ріећ?  оѓ  рећи,  Ње  ‘аѕ-

 ресі’  оѓ  аѕресіх,  ће  ‘ротр’  ої  ротр,  Ње

 ‘тое’  оѓ  тойе  ће  Чепог’  ої  Кепог  Ње

 “іуіе’  оѓ  зіуіе  е  ‘епё’  ої  Беріппіпез  Ње

 ‘тіайіе’  оѓ  тіййіев  апі  Ње  Феріппіпр’  оѓ

 Ње  еп.”
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 NOTICES

 The  “story”  in  Porter’s  fiction,  if  we

 may  term  it  a  story,  is  not  one  set  down

 in  description,  characterization,  or  action;

 rather,  we  must  read  the  fone  of  our  nar-

 rator’s  voice  as  it  modulates  toward  hys-

 teria.  We  may  assume  at  the  outset  that

 the  narrator  is  a  scholar  of  some  sort,  can-

 tankerous,  to  be  sure,  and  versed  in  scho-

 larly  ways,  acquainted  with  language,  lit-

 erature,  linguistics,  and  history.  Or  we

 might  assume  that  he  is  an  anti-scholar.

 Not,  I  say,  an  anti-intellectual  or  non-in-

 tellectual,  but  an  anti-scholar  who  stands

 in  relation  to  scholar  as  anti-matter  does

 to  matter.  Though  I  have  said  there  is

 nothing  in  Footnote  that  is  not  footnote,

 the  narrator  would  dispute  even  this

 (footnote  a):  “in  this  piece,  all  the  words

 serially  after  the  second  superscript  [1]

 shall  be  regarded  as  ‘text,’  ...[and]  [t]he

 title  of  this  piece  [as  if  a  footnote’!  to

 the  final  glory..….]  ,  shall  be  regarded  as  a

 portion  of  its  ‘text.’  The  sentence  now

 being  read  is  a  portion  of  one  of  this

 piece’s  ‘footnotes’.”  And  of  course  he  is

 probably  technically  correct.  On  the

 other  hand,  “are  not  all  statements  ‘val-

 id’  in  some  way?—with  some  statements

 having  ‘more  validity’  than  others?”  If

 our  narrator  can  say  at  the  end  of  the

 book  that  the  footnote  will  be  “utter  de-

 tachment  and  dis-engagement,”  a  “re-

 fuge,”  he  says  at  the  outset  that  it  is,

 simply,  “a  note  at  the  foot  of  the  page,

 explaining  matter  important  to  the  un-

 derstanding  of  the  ‘text’  of  a  piece  of

 writing,”  etc.  etc.  He  moves  from  dry

 statement  to  rhapsody;  and  who  is  to  say

 which  is  more  “valid.”

 Our  narrator  is  not  an  elder  at  the

 campfire,  telling  the  tribal  history.  Un-

 less,  of  course,  we  are  a  tribe  of  scholars

 (or  anti-scholars).  “The  word  ‘footnote’

 is  not  used  in  our  language  until  the  mid-

 dle  of  the  19th  Century.  Our  most  dis-

 tant  forebears,  the  Greeks,  Romans,  and

 Hebrews,  did  not  have  either  such  a

 word  or  such  a  function.  Only  during

 the  Middle  Ages—popularly  (and  prop-

 erly)  known  as  the  ‘Dark  Ages,’  as  sub-

 sequent  ‘events’  (i.e.  statements,  condi-

 tionals,  assertions,  tentations,  hypothe-

 cations)  in  this  ‘text’  will  show—did  the

 function  (but  still  not  the  word)  come

 into  existence,  when  the  scholars  of  that

 era  were  faced  with  the  soi-necessity  of

 recording  their  comments  on  the  moun-

 tains  of  scribbling  left  to  them  by  the

 Greeks,  Romans,  and  Hebrews.  These

 commentators  called  their  comments

 marginalia,”  We  are  driven  ‘forward,’  in-

 to  metaphysical  complexities  and  contra-

 dictions,  but  not  without  a  firm  ground-

 ing  in  humor:  footnoting  the  word  “mar-

 gin,”  the  narrator  says  “This  ‘margin,’

 bien  sur,  cannot  exist  without  a  portion

 of  the  ‘text’  being  on  that  page—and  thus

 are  we,  willy-nilly,  already  into  a  myriad

 of  complexities  for  which  the  several

 websters’  simple  ‘note  at  the  foot  of  the

 page’  has  not  prepared  us—for  if  a  ‘page’

 contains  no  ‘text’  and  yet  has  ‘a  note  at

 its  foot,’  is  this  ‘note’  yet  a  ‘footnote”?”

 Forward,  but  not  without  anger:  “Ab-

 horrent  and  irritating  and  useful  as  the

 22  WHY  FIFTH  ASSEMBLING

 The  day  that  the  Mayer-Williams  letter  arrived,  as  it  happened,

 I  was  giving  upstate  an  “illuminated  demonstration”  of  my  visual

 poetry  and  fiction.  I  informed  them  of  my  appearance  that  even-

 ing,  and  in  the  mail  a  few  days  later  came  a  note  informing  me

 that  Poets  &  Writers  would  contribute  to  my  appearance—not

 with  the  usual  minimum  supplement  of  $75.00,  to  be  sure,  but

 with  $25.00.  Fifty  dollars  are  scarcely  worth  writing  about,  but

 this  episode  reflects  principles  of  ethics,  value  and  responsibility

 —principles  that,  needless  to  say,  inform  scores  of  comparable

 dealings  with  individual  writers.  What  words  do  we  use  to  char-

 acterize  an  organization  that  responds  to  a  charge  of  discrimina-

 tion  with  further  evidence  of  discrimination?  *  *  *  When  the

 check  came,  I  returned  it,  suggesting  that  funds  be  forwarded  in-

 stead  to  my  two  short-changed  colleagues  (thereby  assuming  some

 responsibility  for  P.  &  W.’s  default).

 *
 The  director  of  literature  programs  at  the  National  Endowment

 told  me,  this  past  July,  that  visual  poetry  “wasn’t  Literature.”  The

 director  of  visual  arts  for  the  N.Y.  State  Council  on  the  Arts  told

 me,  this  past  May,  that  such  work  “wasn’t  visual  Art.”  *  *  *

 These  statements  indicate,  to  me,  that  each  director  has  missed

 two  central  truths  of  recent  art:  1.)  the  development  of  interme-

 dia  that  straddle  the  old  categories,  respecting  the  traditions  and

 values  of  each.  2.)  what  is  initially  perceived  as  “not  art”  (or

 “not  poetry”  or  “not  painting”)  is  soon  commonly  considered  to

 be  a  new,  radical  departure  within  the  acknowledged  tradition.

 Statements  like  these  reveal  debilitating  deficiencies  in  literacy.

 *  *  *  In  1939,  Wyndham  Lewis  published  a  book  entitled  The

 Jews,  Are  They  Human?

 And  even  when  publicly  funded  institutions  support  experi-

 mental  writing,  their  granting  policies  are  sometimes  more  destruc-

 tive  than  supportive.  In  1973,  the  Coordinating  Council  of  Liter-

 ary  Magazines,  which  gets  a  load  of  money  from  both  Federal

 and  N.Y.  State  arts  councils,  gave  Assembling  $500,  which  is

 peanuts  compared  to  what  CCLM  gives  to  journals  already  sub-

 sidized  by  universities  (e.g.,  $3000  annually  to  Partisan  Review,

 $3000  to  Southern  Review,  $3000  to  Tri-Quarterly).  Though  this

 sum  represented  less  than  one-half  of  Assembling's  annual  cost

 (in  money,  excluding  time),  it  would  have  helped  pay  off  the  sky-

 rocketing  collation  bill.  However,  in  an  act  of  peculiar  perversity,

 CCLM  stipulated  that  the  money  had  to  be  used  exclusively  for

 “authors’  payments.”  What  seemed  sweet  in  theory—forwarding

 money  to  our  colleagues—was  devastating  in  practice.  Since  we

 already  had  over  one  hundred  contributor-collaborators  (and

 every  new  page  added  to  Assembling  costs  us  an  additional  five

 dollars  to  collate),  we  were  not  looking  for  many  more  contribu-

 tors.  Instead,  the  life  of  the  magazine  depended  upon  our  capa-

 city  to  meet  collation  expenses,  support  for  which  we  really  need-

 ed.  Even  worse,  since  the  money  was  not  meant  to  be  distributed

 evenly,  the  process  of  deciding  who  would  get  peanuts  and  who

 not  would  have  put  us  in  the  position  of  becoming  precisely  the

 kind  of  discriminatory  authoritarians  that  we  had  originally
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 WHY  FIFTH  ASSEMBLING

 founded  Assembling  to  combat.  In  short,  CCLM  was  giving  us  a

 counter-incentive,  if  not  murderous,  grant  that  invited  us  to  com-

 promise  our  initial  principles,  all  at  our  expense  (as  disbursing

 agents).  With  “friends”  like  CCLM,  who  needs  Enemies?

 My  colleague,  Henry  Korn,  filed  a  polite  letter,  which  was  re-

 buffed.  So  I  fired  a  more  accusative  letter,  which  charged  that

 CCLM  was  corrupting  an  essentially  good  cause—subsidizing

 many  non-profit  literary  journals—in  the  interests  of  oiling  the

 conservative  few.  Since  CCLM  did  not  respond  by  the  time  Fifth

 Assembling  returned  from  the  collator—seven  weeks  later—and

 since  rigorously  succumbing  to  CCLM’s  stipulations  would  have

 killed  Assembling,  we  invited  our  contributor-colleagues  “to  par-

 ticipate  in  a  collective  concept  piece  called  GRANT  GAME:

 Here’s  how  to  play:  Find  your  bill  for  printing  costs,  or  make

 one  up.  Send  us  an  official-type  letter  thanking  us  for  a  grant  for

 whatever  that  sum  was,  and  then  say  you're  donating  your  print-

 ing  costs  back  to  Assembling.  Don’t  forget  to  enclose  your  bills,

 so  that  we  can  submit  them  as  ‘proof’  of  our  fulfilling  their  stipula-

 tions.”  By  the  time  we  received  more  than  enough  receipts  to

 comply  with  CCLM’s  perversity,  the  organization  informed  us  that

 the  $500  was  “changed  to  a  grant  for  general  support.”  *  *  *

 But  why  should  we  have  to  hassle  a  public  agency  for  a  little  bread,

 not  for  ourselves,  to  be  sure,  but  to  keep  alive  a  cultural  institu-

 tion  that  serves  approximately  one  hundred  artists  and  writers,

 most  of  whom  would  otherwise  lack  outlets  for  their  very  favorite

 work?  *  *  *  Assembling  exists  to  fill  a  need:  If  no  one  wanted

 to  produce,  at  their  own  initiative  and  expense,  a  thousand  copies

 of  whatever  they  wanted  to  include,  Assembling  would  disappear;

 but  whether  or  not  this  communications  channel  can  continue  its

 service  depends,  to  an  ominous  degree,  upon  outside  funding.

 *  *  *  One  measure  of  the  necessity  of  any  medium  is  whether  its

 demise  would  leave  a  perceptible  hole  in  cultural  communication.

 *  x  *

 That  grant-giving  organizations  should  be  Philistine  is,  I  suppose,

 nothing  new;  but  what  is  new  (and  terrifying)  is  the  lack  of  profes-

 sional  protest.  It  is  tempting,  I  know,  for  individuals  to  feel  help-

 less  before  the  intimidating  mechanisms  of  bureaucratic  authority.

 It  is  equally  tempting  for  experimental  writers  to  dismiss  the  de-

 cision-makers  as  hopelessly  reactionary—unresponsive  to  either  orig-

 inality  in  art  or  considered  criticism  of  their  anti-avant-garde

 policies;  but  I  for  one  refuse  to  be  so  cynical  or  fatalistic.  *  *  *

 Experimental  literature  could  die  in  this  country,  not  from  a  lack

 of  writers  or  the  absence  of  readers,  but  from  a  lack  of  support

 from  those  life-or-death  intermediary  agencies  charged  with  re-

 sponsibility  for  our  cultural  future.  *  *  *  Unless  all  of  us  in-

 volved  with  (and  sympathetic  to)  experimental  writing  protest

 and  expose  such  discriminations—unless  those  in  positions  of  pub-

 lic  responsibility  are  called  to  account—inequities  will  continue  to

 recur  and  recur  and  recur.  Unless  actions  are  taken  all  along  the

 cultural  line,  feelings  of  impotence  will  continue  to  prevail;  and

 the  crisis  that  presently  threatens  the  future  of  literature  will  be-

 come  worse  and  worse  and  worse.  The  “losers”  will  be  not  only

 writers  but  readers.  *  *  *  Assembled  we  stand;  disassembled,  we

 fall.

 NOTICES

 ‘footnote’  has  become,  the  lazy  printer's

 devil  who  first  put  them  all  at  the  end  of

 the  ‘chapter’  (q.v.)  should  occupy  the

 lowermost  circle  of  hell.”  Forward,  but

 not  without  a  smattering  of  etymology:

 from  Skeat,  we  find  that  ‘foot’  “is  ‘that

 extremity  of  an  animal  below  the  ankle’,”

 Fot,  fet,  vite!,  we  arrive  at  toenails;  note,

 sign,  mark;  we  arrive  at  the  sign  of  the

 toenails,  no?  No,  we  arrive  at  the  clay

 feet  of  the  scholar,  or  rather  “is  it  per-

 haps  a  mark  of  humility,  set  down  that

 readers  may  keep  in  mind  that  pages,

 like  their  god-like  makers,  may  too  have

 feet  of  ordinary  clay?”

 The  narrator’s  discussion  of  such  mat-

 ters  serves  as  the  framework  of  the  fic-

 tion;  his  voice  grows  shrill  then  soft,  angry

 and  humorous,  sometimes  tired.  It  is  in

 the  secondary  and  tertiary  footnotes  that

 the  true  horrors  of  the  speaker’s  vision

 are  revealed:  “Wouldn’t  it  draw  a  crowd

 to  see  the  World  Trade  Center  topple  and

 the  Empire  State  Building  and  the  Turbo-

 Train  Tower  fall  the  length  of  Fifth  Aven-

 ue?—-while  all  the  atoms  of  the  city-in-

 cluding  yours  and  mine—freed  from  their

 servile  bondage  to  quotidian  and  prosaic

 labor,  rise  singing  hosannas  together?”

 And  more:  “What  imagination  and  fan-

 tasy  they  [our  varied  mystics,  seers,

 priests  and  WhatNots]  would  have  us  ac-

 cept  as  reality!  After  death,  at  best,  we

 become  atoms  and  molecules  in  the  cos-

 mic  field  of  energy—and  will  it  not  be  an

 experience  worth  the  rupturing  of  bil-

 lions  of  our  puny  sacks  of  bones  apart

 to  finally  join  hands  together  with  the

 entire  rest  of  our  race,  dead  and  alive,  in

 the  greatest  orgy  of  them  all,  the  greatest

 lovers’  leap  of  all  time,  all  jump  off  the

 precipice  together?  Can  you  imagine  it?

 —culmination  of  all  our  millennium’  ef-

 forts!”

 And  finally:  “Haul  our  entire  pro-

 gram  up  out  onto  the  surface.  Getit  out

 into  the  open,  in  the  papers  and  on  Tri-V.

 Lay  it  on  the  line—that  as  a  race  we  want

 our  scientists  and  politicians  to  string  co-

 balt  devices  throughout  every  city  of  the

 world  to  complete  the  start  our  civiliza-

 tion  has  begun  in  spontaneously  construct-

 ing  these  devices.  All  set  to  destruct

 when  any  one  of  them  detonates.  As

 usual,  the  politicians  should  set-D-Day!

 Detonation  Day!  Every  soul  on  the  planet

 looking  forward  to  this  wild  day  of  joy

 and  release,  budgeting  his  household

 moneys  to  provide  a  feast.  Women  pack-

 ing  lunches,  men  buying  their  children  all

 the  gaily-colored  balloons  they  want  and

 themselves  cigars.  Asif  a  ‘footnote’l  to

 the  final  glory  and  honor  of  the  race,  all

 the  100-year-old  bottles  of  wine  will  be

 cracked  and  drunk.”

 We  find  ourselves  reading  not  a  coldly

 reasoned  dissertation  on  the  nature  and

 history  of  the  ‘footnote,’  as  we  may  have

 expected  when  we  opened  the  book.  We

 find  ourselves  reading  not  a  cantankerous

 academician  intent  on  blasting  apart  staid

 scholarly  conventions.  Rather,  we  are

 reading  a  madman  intent  on  blasting

 apart  the  world.  The  irony  is,  his  vision
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 NOTICES

 footnotes,  you  miss  the  vision.

 -Tom  Montag,  Learning  to  Read/

 Again  (1976).

 *  +

 Lists,  by  Jean-Jacques  Cory;  quite

 literally  lists,  many  of  visual  interest;

 opens  with  quote  from  Hugh  Kenner

 seems  to  imply,  is  the  ultimate  recourse

 *glogh  dereu-glosser

 —New  Letters  (Sept.,  1974).

 *  *  *

 Three  considerations..  .

 Clark  Coolidge  calls  lists  the  most

 advanced  form  of  poetry  wherein

 words  are  tested  against  objects  and

 creatures  present  and  those  found

 wanting  are  considered  subversive

 to  clarity  of  thought.

 To  adduce  lists,  to  enumerate  or  im-

 ply  the  enumeration  of  their  ele-

 ments  and  then  to  permute  and

 combine  these  elements—this  Joyce

 seems  to  imply,  is  the  ultimate  re-

 course  of  comic  fiction-Hugh

 Kenner,  “Art  In  A  Closed  Field.”

 1962  and  the  epigraph  for  LISTS.

 W.H.  Auden:  “Poetry  makes  noth-

 ing  happen.”

 grees  of  truth,  Auden’s  perhaps  most  of

 all.  The  great  majority  of  poetry  does

 make  nothing  happen  because  it  ac-

 cepts  the  world  as  a  given.  It  is  essen-

 tially  static  because  it  is  not  under  its

 own  control,  but  is  prodded  arid  flailed

 into  directions  determined  by  insanity

 rather  than  madness.  Freud,  for  those

 who  still  care,  did  suggest  that  civiliza-

 shared  neuro/psychoses.  Motion  does

 not  rest  in  the  Mind  but  in  the  mind.

 A  paradigm...

 The  World

 Joan  Rivers

 Larry,  Curley  and  Moe

 Jack  Benny

 Frank  Zappa

 Nigel  Bruce

 Harold  Lloyd

 Joe  Lewis

 Keye  Luke

 Bob  Hope

 “I  doubt  whether  a  new  fucking  po-

 sition  has  been  developed  in  4,000

 years,  but  we  need  constant  varia-

 tions,  so  we  improvise  by  dreaming

 Al  Goldstein,  editor  of  SCREW

 Barbie  Benton

 Abbott  and  Costello

 Charlie  Chaplin

 WHY  SIXTH  ASSEMBLING?  (1975)

 Unless  certain  cultural  enterprises  get  sustained  support,  they

 simply  cannot  survive;  and  the  changes  implied  by  their  exis-

 tence  will  not  happen.  When  one  of  them  dies,  we  cannot  for-

 get,  some  of  the  circumstances  prerequisite  not  only  for  the

 articulation  of  minority  consciousness,  but  also  for  the  survival

 of  literature,  pass  away  too.

 —R.K.,  The  End  of  Intelligent  Writing  (1974)

 Sixth  Assembling  comes  as  a  surprise.  Since  the  beneficence

 committees  of  both  CCLM  and  the  National  Endowment  for  the

 Arts  refused  to  support  Assembling,  we  reluctantly  wrote  former

 and  prospective  contributors,  this  past  May,  that  those  two  organ-

 izations  “have  decided  that  this  year  you  cannot  be  allowed  to

 publish  totally  free  of  editorial  constraint.  Assembling  is  dead  for

 now.”  Realizing,  as  we  explained  in  the  preface  to  Fifth,  that  “our

 experiment  in  publishing  openness  and  generosity  (both  yours  and

 ours)  cannot  survive  without  grants,”  we  applied  to  both  those  or-

 ganizations  for  essential  support.  CCLM  turned  us  down  flat  this

 year.  The  judges  this  time  were  Molly  McKaughan,  A.D.  Winans,

 Arthur  Vogelsang  (elected);  Robley  Wilson,  Jr.  and  Tom  Dent  (ap-

 pointed).  Even  though  the  NEA  guidelines  specified  that  “experimen-

 tal  works”  should  be  favored,  one  and  only  one  avant-garde  press

 got  a  grant,  Assembling.  However,  not  only  was  the  amount  insult-

 ingly  low,  compared  to  what  other  small  publishers  got,  but  NEA

 specified  that  the  money  should  go  mot  to  the  annual  Assembling,

 which  we  emphasized  in  our  application,  but  for  one-man  chap-

 books.  As  we  pointed  out  last  year,  the  initial  grant  from  CCLM

 had  stipulations  that  were  implicitly  murderous,  because  they

 would  have  functioned  to  increase  our  publication  expenses  rath-

 er  than  reducing  them;  and  only  a  relentless  campaign  on  our

 part,  against  the  most  shameless  insensitivity,  insured  that  Assem-

 bling  survived  that  earlier  onslaught.  What  CCLM  tried  to  do  two

 years  ago  was  finished  off  by  both  organizations  in  1975,  perhaps

 in  petty  revenge  for  the  critique  of  grants  that  opens  Fifth  Assem-

 bling.  In  May,  Assembling  was  dead.

 Our  letter  to  past  contributors  asked  for  help:  “If  you  know  of

 truly  enlightened  benefactors,  please  contact  us.”  To  the  rescue

 came  Denis  Boyles,  the  head  of  the  Maryland  Writers  Council,  who

 got  access  to  local  collating  and  binding  machines.  So,  in  July,  in-

 vitations  belatedly  went  out  to  contributors,  instructing  them  to

 mail  their  work  to  Baltimore.  Collated  and  bound  copies  will,  I

 hope,  be  shipped  from  there.  Fortunately,  the  concept  of  Assem-

 bling  and  the  values  it  represents  have  won  advocates  who  insured

 its  survival.

 We  remain  haunted  by  the  question  of  what  to  do  about  inade-

 quate  literary  granting  organizations?  Both  the  CCLM  and  the

 NEA  have  been  riddled  by  shameless  corruptions,  in  which  publica-

 tions  owned  by  members  of  the  granting  panels  or  the  directing

 board  frequently  receive  bountiful  grants.  CCLM  has  instituted

 rules  to  prevent  this  happening  directly  (though  magazines  owned

 by  board  members,  which  choose  two-fifths  of  the  granting  com-

 mittees,  still  get  heavily  subsidized);  NEA  remains  ethically  back-

 ward.
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 Furthermore,  both  funding  organizations  ruthlessly  discrimi-

 nate  against  experimental  activity.  As  I  pointed  out  before,  no

 genuinely  experimental  writer  has  ever  gotten  an  individual  grant

 from  the  NEA.  When  I  made  this  charge  in  a  symposium,  April,

 1975,  Leonard  Randolph,  literature  program  director  of  the  NEA,

 cited,  in  response,  a  prose  writer  named  William  Kotzwinkle,

 whose  work  I  would  generously  classify  as  “imitation  Brautigan,”

 and  which  has,  for  that  reason,  always  been  commercially  pub-

 lished.  (Genuinely  experimental  writing  is  zever  commercially

 published  anymore.)  Randolph  also  tried,  at  that  symposium,  to

 create  the  impression  that  no  writers  in  America  consider  them-

 selves  experimental,  thus  denying  that  people  like  Assembling’s

 contributors  exist  and  could  thus  merit  support.  The  principal

 characteristic  of  NEA’s  list  of  individual  grant  winners  is,  by  con-

 trast,  the  predominance  of  names  one  has  never  heard  of.  Do

 they  really  exist?  Since  the  composition  of  the  grants  committees

 determine,  as  the  rule,  the  nature  of  the  winners,  it  is  scarcely  sur-

 prising  that  NEA  literature  panels  are  stacked  with  commercial

 hacks,  none  of  whom  until  recently  was  born  after  1935,  and  that

 no  writer  of  experimental  sympathies  has  ever  been  a  member  of

 this  parfel—they  are  Jews,  so  to  speak,  in  antagonistic  circum-

 stances  more  reminiscent  of  Nazi  Germany  than  liberal  America.

 And  there  is  no  shame.

 CCLM,  by  contrast,  lets  its  constituency  choose  three  of  the

 five  judges  on  its  grants  committees  (not  all  of  them,  as  Michael

 Anania,  current  chairman  of  CCLM,  sometimes  suggests).  Then

 the  CCLM  board  picks  the  remaining  two,  supposedly  to  give  the

 panel  literary-political  balance.  Characteristically,  CCLM’s  sense

 of  literary-political  responsibility  excludes  experimental  writing,

 whose  advocates  are  never  chosen  to  complete  the  pool.  The

 same  panel  that  sabotaged  Assembling  also  shot  down  Interstate,

 among  other  essential  experimental  journals.  In  baseball  as  in  lit-

 erary  charity,  batters  averaging  .000  are  not  likely  to  hit  home  runs

 the  next  time  up.

 Cynics  say  that  literary  institutions  are  doomed  to  be  Philistine,

 that  they  will  always  be  run  by  megalomaniacal  ignoramuses,  car-

 petbaggers  with  no  appreciable  literary  achievement,  and  that  self-

 serving  corruption  will  inevitably  be  the  rule;  but  it  seems  to  me

 unrealistic  to  subscribe  to  such  cynicism.  I  take  the  charitable

 position  that,  given  a  chance  to  better  themselves,  literary  commis-

 sars  can  be  more  intelligent  and  that  public  criticism  of  their  inade-

 quacies  increases  the  likelihood  that  their  successors  will  be  better.

 After  all,  there  is,  just  north  of  us,  the  enlightened  Canadian  exam-

 ple  of  regularly  supporting  experimental  poets  and  projects.  Of

 course,  if  CCLM  and  NEA  continue  to  discriminate  against  artists

 and  activities  that  now  seem  “ahead  of  their  time”—against  litera-

 ture  that  extends  the  most  estimable  modernist  traditions—then  a

 fraud  has  occurred,  for  money  earmarked  for  the  support  of  excel-

 lence  will  continue  to  be  ripped  off  by  middling  mediocrity.  Un-

 less  there  are  changes  in  policy  (and  perhaps  personnel),  then  the

 cynics  are  right,  and  legal  action  may  be  more  appropriate  than

 considered  criticism.  As  Billy  Preston  says,  “Nothing  from  nothing

 leaves  nothing.”

 Everyone  nowadays  seems  demoralized  by  an  oppressive  sense

 of  precariousness.  The  trouble  with  survival-by-grants  is  that  they

 are  not  necessarily  renewed,  no  matter  how  well  one  is  doing;  and

 NOTICES

 Ed  Wynn

 Lucille  Ball

 Martin  and  Lewis

 Rochester

 Ben  Blue

 Andy  Devine

 Gentle  Ben

 Flipper

 &

 “You  know,  this  really  is  quite  good.”

 Ralph  Waldo  Emerson,  evaluating  his

 work,  shortly  before  his  death.

 The  Mind

 &

 Flipper

 Gentle  Ben

 Andy  Devine

 Ben  Blue

 Rochester

 Martin  and  Lewis

 Lucille  Ball

 Ed  Wynn

 “We  blew  it.”

 Ken  Kesey

 Charlie  Chaplin

 Abbott  and  Costello

 Barbie  Benton

 Bob  Hope

 Keye  Luke

 Joe  Lewis

 Harold  Lloyd

 Nigel  Bruce

 Frank  Zappa

 Jack  Benny

 Larry,  Curley  and  Moe

 Joan  Rivers

 Make  no  mistake  about  it,  Jean-Jacques

 Cory  in  Lists  (1974)  is  manipulating  his

 world,  although  we  do  have  lists  of  presi-

 dents,  writers,  masterpieces,  masters,

 cities,  mountains,  ambiguities,  dollar

 signs,  pseudonyms,  lackies,  the  reflections

 of  Herman  Kahn,  memories  and  so  on.

 But  they  are  your  presidents,  your  writ-

 ers,  your  masterpieces,  your  masters,

 your  cities,  your  mountains,  your  ambi-

 guities,  your  dollar  signs,  your  pseudo-

 nyms,  your  reflections  of  Herman  Kahn,

 your  memories,  and  your  so  ons.  Ulti-

 mately,  all  references  in  his  constructions

 are  to  your  mind.  This  is  a  free  admission

 that  these  lists  may,  in  and  of  themselves,

 be  meaningless  to  Cory.  His  meaning  is

 not  his  concern;  but  as  he  indicates  by  his

 selection  from  Kenner,  his  concem  is

 comedy.  The  comedy  he  intends  comes

 from  the  tyranny  of  his  testing  your  as-

 sociations  about  the  objects/people/read

 phenomena  that  float  loosely  in  your

 consciousness  against  the  responses  to

 them  elicited  from  the  particular  form  in

 which  he  has  them  arranged.

 Out  of  this  juxtaposition  comes  mo-

 tion.  However  elevated  our  tourists’  sen-

 sibilities  about  Mt.  Everest  may  be,  to

 discover  that  it  is  just  one  bulge  among

 many  of  us  may  prefer  not  because  of

 politics  but  because  it  sounds  less  like  a

 flashlight  battery,  we  are  not  the  same

 for  our  discovery.  Or  perhaps  we  learn
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 NOTICES

 nothing  except  the  fact  that  John  Quincy

 Adams  took  office  in  1825.  What  sinister

 qualities  in  the  year  1825  have  led  to  its

 inclusion  in  a  piece  of  fiction?  Nor  are

 we  the  same  for  learning  that  women  are

 perspicacious  or  that  Cory  may  very  well

 not  be  Cory  at  all  (his  disclaimer  to  the

 contrary)  but  actually  Reginald  Dwight

 or  even  Maximillian  Ned.  Godrey

 Thomas?

 We  are  not  speaking  here  of  the  mere

 assimilation  of  information.  Were  that

 the  case,  Cory  would  have  failed,  done

 nothing  more  than  dug  another  canal  for

 impulses  to  pass  over  in  our  cerebral  cor-

 tex.  He  has  done  precisely  the  opposite:

 overthrown  that  lingering  notion  of  the

 reflex  arc  by  smashing  reflex  against  re-

 flex.  In  so  doing  he  has,  as  Coolidge  sug-

 gests,  clarified  our  thought  undoubtedly

 by  confusing  us.  In  that  confusion,  how-

 ever,  there  is  the  possibility  of  genuine

 perceptual  freedom.

 Thomas  has  moved  us  with  his  beauty

 but  we  have  turned  the  corner  and  found

 ourselves  on  the  same  block.  Eliot  has

 instructed  us  with  his  erudition  but  has

 told  us  nothing  that  we  did  not  already

 know.  Stevens  has  been  dismissed  as  a

 creator  of  fictions  and  forgotten.  But

 most  importantly,  did  any  of  them  take

 us  seriously  enough  to  leave  us  on  our

 own?

 A  few  facts...

 white  pages

 —Loris  Essary,  “Supplementary

 Opinion,”  Interstate  (Summer,  1974).

 *  *  *

 [Recyclings]  is  a  nonstop  word

 eruption  from  the  churning  of  an  agitat-

 ed  subconscious  in  what  may  be  the

 longest  run-on  string  of  words  since

 Joyce  and  Faulkner,  an  entire  book

 without  punctuation,  a  cut-up,  recol-

 laged,  cubistically-disjointed  word  mara-

 thon  interrupted  only  by  colorful,  ass-

 backward  titles  above  each  page,  titles

 puckishly  and  obliquely  indicating  the

 content  below  them,  a  touch  of  mockery

 jabbing  at  unhappy  experiences  and  situ-

 ations  in  the  arts,  education,  publishing,

 and  various  institutions  Kostelanetz

 found  personally  repressive  from  1959  to

 1967.

 —Blair  H.  Allen,  Intermedia  (Dec.,

 1975).

 *  *  *

 Mr.  Kostelanetz’s  unique  and  fasci-

 nating  Recyclings,  apparently  composed

 from  earlier  essays  by  aleatory  techniques,

 are  as  difficult  to  review  as  they  are  to

 perform.  In  these  pieces,  the  reader  must

 come  to  terms  not  with  plot,  character,

 theme,  or  idea,  but  with  words  in  them-

 selves,  devoid  of  connection,  syntax,  and

 guidelines.  Performance  is  controlled  by

 the  printed  page  but  remains  infinite  in

 interpretation,  for  the  elements  of  these

 important  texts  are  simply  what  they  are:

 words  as  openness,  words  as  freedom,

 words  as  possibility,  words  as  words,  of-
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 doing  too  well,  especially  in  unconventional  ways,  can  jeopardize

 one’s  chances  with  the  next  grants  committee.  In  my  observation,

 the  magazines  that  do  best  with  CCLM  are,  first,  those  edited  by

 members  of  the  board  and,  then,  those  that  offend  the  least.  Some

 people  have  suggested,  in  response  to  our  letter  last  May,  that  As-

 sembling  should  transcend  the  predicament  of  survival-by-grants;

 but  until  the  economic  foundations  of  our  society  are  changed,  or

 private  patronage  comes  to  the  rescue,  there  is  no  other  way  to  fi-

 nance  such  publishing  generosity  and  conceptual  integrity.  Fur-

 thermore,  passing  the  responsibility  back  to  us  evades  the  real

 scandal  of  the  purposes  of  literary  funding,  in  contrast  to  the  kind

 of  second-rateness  that  has  so  far  been  favored.  These  are  murder-

 ous  times;  and  even  an  institution  as  old  and  persistent  as  Assem-

 bling  (b.  1970)  can  be  killed  off  at  any  time.

 II

 For  the  pieces  have  been  made  from  many  different  assump-

 tions,  and  demand  a  wide  variety  of  responses.  The  viewer

 who  tries  to  impose  one  way  of  seeing  on  all  the  pages  will

 not  get  far.  Some  pages  call  for  contemplation,  others  for  the

 more  active  participation  of  eye  and  intellect,  and  yet  others

 for  a  purely  aesthetic  response;  some  for  serious  thought,

 others  for  humor.  But  the  aesthetic  remains  one  of  many

 possible  responses.  .  .  .We  may  be  called  on  to  include  our-

 selves  in  viewing  the  object,  to  partake  in  a  process;  or  to

 use  the  page  as  stimulus  to  thought  or  fancy  or,  again,  to

 exclude  our  personality  entirely,  dismiss  the  self  in  contem-

 plation.

 —Jeremy  Adler,  preface  to  Ab  (Visual  Poetry  Workshop,

 London,  1973)

 People  frequently  ask  us  how  Assembling  has  been  put  togeth-

 er?  It  started  with  the  observation  that  there  exists  in  America

 today  a  good  deal  of  experimental  work  that  is  not  getting  into

 public  print.  In  my  morning  mail  often  comes  a  packet  of  unpub-

 lished  manuscripts,  sometimes  responding  to  anthologies  I  have

 edited,  often  accompanied  by  a  pained  query  asking  where  such

 experimental  work  might  be  published?  Other  contributors  come

 to  us  after  reading  previous  issues  of  Assembling.  (On  the  other

 hand,  we  seem  to  get  fewer  unsolicited  submissions  than  most  lit-

 tle  magazines,  in  part  because  conventional  writers  are  put  off  by

 our  invitation  to  self-publish,  but  also  because  they  realize  that

 conventional  work  looks  particularly  dead  in  Assembling.)  The

 names  and  addresses  of  prospective  contributors  are  recorded  on  a

 master  list  of  450-plus  artists  and  writers  receiving  invitations.

 This  printed  note  invites  them  to  contribute  one  thousand  copies

 of  no  more  than  three  8⁄4  x  11”  sheets  containing  whatever  they

 wish,  printed  at  their  own  initiative  and  expense.  Assembling

 agrees  in  return  to  collate  and  bind  everything  received.

 Prospective  contributors  to  Fourth  and  Fifth  were  instructed  to

 send  their  contributions  (boxes  of  paper)  to  Greenwich,  Conn.,

 where  Korn’s  parents  live.  These  boxes  collect  into  a  mountain

 (illustrated  on  the  cover  of  Fourth)  until  a  weekend  in  August,

 when  at  least  two  of  the  three  compilers  organize  the  collation.

 When  the  boxes  are  opened,  the  spirit  is  reminiscent  of  Christmas;
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 ҮНҮ  ЅІХТН  А$$ЅЕМВИМС

 Ше  ргосезв,  ошећ  ІаБогіоиз,  із  ў  оѓ  јоуоиѕ  діѕсоуету,  пої  опіу

 аі  теейіпе  пем  сойеаецев,  Биі  аіо  іп  сотрагіпе  Ше  пеуі  мот  оѓ

 ргеуіоиѕ  сопіпЬиіогз  мії  Кеіг  раѕі  ріесеѕ.  Тһе  йгві  геайет  іо

 Те  Йоогед  Бу  Ше  ѕигргівез  оѓ  Аззетіітнр  аге,  Гогішлаіеіу,  ош-

 веіуез.  Ме  аѕК  аќ  еасћ  соЙеагие  раѕіе  їчуо  соріев  ої  һів  сопітіБи-

 оп  ќо  е  опівіде  оѓ  ће  расКаре,  ѕо  (аї  мге  сап  гетоуе  Ше  Кор

 опе  апі  айф  і  ко  ће  сойЙаїіпе  йштту.  (Тһе  опе  гетаіпіпе  оп  Ње

 Бох  ѕетүез  Го  іделііўу  ії  сопіепів  аі  Ње  асіца!  соаїіоп.)  Опсе

 Ше  Гор  зһееіз  аге  соһЇесїед,  уе  аїрћађећіле  Шет.  Уе  еп  пит-

 Бег  езе  зһееів  ведиелііаШу,  апі  сїїр  ће  раскеї  іореег.  Уеп

 із  і  бопе,  ће  питвег  оп  еасһ  раге  іѕ  таріс-тагкей  оп  Ње  Бох

 сопіаіпіпе  Ње  сотпеѕропйіпе  сопігібшііоп.  Тһиѕ,  ће  соЙаог  сап

 оцЬіе-сһеск  Боїћ  е  раве  питвег  апй  (ће  арреагапсе  оѓ  Ње

 рае.  Іаѕї  уеаг,  ів  ргосезз  іоок  Кот  апа  туѕеїѓ  а  й  бау.  Пі

 һаѕ  Бееп  а  іше  КһгіП  ќо  ѕее  (һе  іпіііаі  Аѕхет0іілр  соте  Іорейһег

 Гот  а  ріїе  оѓ  Бохеѕ  ќо  а  іейпіуе  йштту.  Воїћ  е  іштту  апа

 Ње  Бохеѕ  уеге  еп  (ећїуегей  Го  е  соһїаіог  іп  Рогі  Сһеѕіег,  Мем

 Үогк.  Іп  1973,  һе  іоок  Қош  топіһѕ  іо  сотріеќе  (ів  јоһ.  Ніз

 ргіпсіраі  ехсиве  Гог  Ње  феіау  маз  аі,  зіпсе  Ше  Бохез  угеге  зо  іг-

 теешіаг  іп  ѕіте,  апі  зіпсе  ведцепііайїу  шпгеіаіей  сопігібиійолѕ  меге

 ѕотеќітез  раскей  Ковеіћег  іп  а  віпеіе  Бох,  һе  һай  ігоцііе  огеал-

 ітіце  ћів  соаііоп.  Зо,  іп  1974,  пе  гераскей  ѕеуега!  сопітібшііопз

 іпіо  ѕтаїЇег  сагіопз.  Тһе  ргосевз  о  огвапітіпе  Аѕзетбілу  і  пої

 рагіісшагіу  һагі;  е  геаі  ргоЫіет  ів  сеќііпе  ргоѕресіїуе  сопітіђи-

 ќогз  ќо  Беїіеуе  уои  еі  аеїїуег  оп  уошг  рготівез.  Апі  Ше  Без

 мау  (о  Ғотепі  аі  Беһіеѓ  ів  іпаеейі  аугауѕ  їо  беіуег.

 Опсе  Ње  бпізһей  таваліпев  аггіуе  гот  Ње  Біпаегу,  Кот  ала

 туѕе!  реп  ап  еуепіпе  зһірріпе  Шет  оў  ќо  сопітіБиіотз,  мћо

 сотргіве  Ње  іпіќіаі  сігсіе  ої  геафегећір.  (Іл  1972  апі  1974,  ме

 іпүїіеі  Мем.  Уогк  солітіБикот  іо  а  ріск-ир  рагіу.)  Оег  соріев

 аге  роѕїей  ќо  ошг  гевшіаг  сиѕкотегв,  мћо  пох  питвег  ѕеуега!

 оле.  Апоќћег  аіетооп  і  врепі  йеїіуегіпе  соріев  ќо  зис  Мап-

 һаќіап  Боокзкогеѕ  аз  Еіећіћ  81.,  Еаѕі  Зіде,  Јаар  Кеїітап,  Мем

 Үогкег,  Соќһат,  МіелБогл,  Рһоепіх,  тоѕі  ої  місії  зе  ош

 Њеіг  іпіќіа!  зирріу  Бебоге  е  пехі  іввце  апгіуез.  Тһігіу  соріез  во

 ќо  ош  Мезі  Соаѕї  аівігібшіог,  Воок  Реоріе.  Огдетз  аптіе

 Њтоцећоші  е  уеаг.  Теве  аге  соПесіей  Бу  Когп,  о  Їіуё  іп

 ВгооКіуп,  апа  Ѓогугагдей  (о  тузеі  Ѓог  тайіпе.  Мові  оѓ  Ше  ейі-

 оп  і  вогей  іп  Стеепмісһ,  зо  аі  ућепеуег  ту  зиррііез  гил  Іом,

 Кот  воёѕ  ир  Ќо  Соппесіісиі  Ёог  тоге  Бохез.

 Тһе  1974  соһаќіоп  ЫШ  атошпіей  іо  пеагіу  а  Кпоиѕапа  йоїіаг.

 А  егапі  тот  ОСІМ  раій  Гог  $750  оё  ів.  Тһе  гетаіпаег  сате

 ош  оғ  ргеуіош  ѕаіев  апі  ош  оул  роскеіз.  Егот  Ше  Беріппіпг,

 ме  һауе  аіѕо  Бееп  рауіпе  Ѓог  роѕіаве,  (еїерћоте,  ітауе!  апі  оег

 пшікапсез.  (Мегеіу  тайіпе  250  іпуіќаолз,  Ғог  іпзіапое,  соі  (ів

 уеаг  оуег  $30.00  іп  роѕіаве,  епчеіореѕ  апі  ргіпііпр.)  һе  оџг

 ѕаіес  гесогі;  аге  іпадедиаіе,  мге  йо  Клом  (паї  уегу  Гем  соріёв  оѓ

 Фе  бтві  Ахветвііпр  тетаіп  апд  (паі  (ће  вирріу  оё  (ће  Ѕесопа  мії

 ѕооп  Бе  феріеќей.  Соріез  по  Іопрег  мії  ив,  ме  аѕзште,  һауе

 бееп  “Фіѕігіиіеі”  апі  һореўшіу  геай.  |
 Тһе  уау  Аѕзетвійтр  соте  {орейһег  таКеѕ  ії  тоге  ехрепзіуе

 Ко  риЫіѕћ  (һап  тоѕі  тавагіпез  ої  іі  сітешіайоп  (опе  Њоиџѕала);

 Ќог  іќ  і,  дшііе  ѕітріу,  сһеарег  Го  ргіпі  оп  Іагре  ртеззе  апа  Феп

 Ко  Ѓоїй  апа  (гіт  ее  равеѕ  ап  ії  ів  Іо  ргіпі  ѕһееі  ѕерагаіеіу  апа

 еп  сойаќе.  Номгемег,  е  сһеарег  теќћой  мошій  ехітасі  іі

 ргісе  іп  АхзетЫіту  $  сопсеріша!  іпіергііу  апі  ейіќогіа!  ѕіуіе.  Ву

 МОТІСЕ$

 ете  ир  Бу  Коѕіеіапеіг,  апі  їтее  апі

 ореп  ѓо  Ње  рІау  оѓ  Њоцећі.  Тһе  Весу-

 сЇіпез  Њеп  аге  мгогйѕ  іп  Шеіг  ригеѕі  Гог,

 апа  Њеу  аге  пе  уогіћ  Ше  еїїогі  оѓ

 регѓогтапсе.

 _—№еісһ  О.  Емегтап,  Утай  Руезз  Ке-

 уіеуу,  27  (Аргіі,  1975).

 ж
 СҮСИМС/ВЕ

 мгаѕ  їте  Коѕіеіапеіг  іп  пез  һомгеуег

 тесусїїпез  мигіќез  ѕітаівһі  БооК  һі  1959-

 67  Ъиі  мау  із  Фоул  ртаттаг  деѕітоуей

 ап  геѕшіі  Іапецае  їгот  еѕвауз  гесу-

 їїпрз  агау  диоїеѕ  Багіћез  хей  ароі-

 івһей  саре  їетіїіагігіпе  Коѕіеіапеіт

 Ъгеакіпе  от  изиа!  ѕігаіећҒогугаті  Га-

 ог  тоге  роѕѕїбійііев  аге  зіепійсапі  аге

 Њо  ітавіпаіоп  таппег  ѕітріе  іє  уіШ  һому-

 еуег  тафетаќіса!  і  ќо  із  сгіїісієт  іі

 Ғоойпг  ії.  ії  сопіехі  іі  ії  соттоп  ѕше

 ате  ућо  ѕау  БооК  Биѓ  те  аі  ЊіпК  тоге

 Њал  геайег  аге  поі  Коѕіеіапеіг’  рагіісц-

 Таг  пог  пог  ітеп  ѕіішайіопз  һе  сопіет-

 рогагу  стаѓї  апд  еуеп  апд  пеуг  атегісай

 тоуеѕ  Беуопй  іѕ  апаіуѕіѕ  аі  Бе  і  рІасе

 Фіѕсшѕіуе  Ѓог  теаѕоліле  сгіїісаі  саппої

 Њаї  гедшіге  Іаприаре  {о  пее  гедшіге

 теќћод  їо  воа  гоа!  аге  Њап  апаіуѕіѕ

 іпіепй  іо  таіегіа!  аПом  геайег  ехрегіепсе

 ерірһапу  улау  стіїіса!  ѕепѕе  і  теайег  і  іо

 іп  варз  зһаре  шпаетвіапдіпе  гау  Коѕіеіа-

 пез  Ші  Бе  еуе-орепіпр  Гог  геайегз  еуез

 Їгоул  апі  Бтаіпз  ѕіаій  06$  іі  ѕепа

 зеагсћіпе  ійеаѕ  поіісей  сап  ив  Ѓот  һіійеп

 аї  ѓогтегіу  иѕ  сап  регтії  теадег  геішт

 еѕѕауѕ  соттепііпе  ілуо  “Вай  Ње  стіїісіѕт

 і  оѓ  аге”?  “Ше  агі  ок  по  Гоіа/”  ехатріе

 оп  фітепѕіопз  уіемгей  іі  гесусіед  агі

 Ђе  стіїісівт  Њіѕ  Бе  стіїісівт  Њаі  сап

 фом  сап  еуеѕ  һауе  сове  ућісһ  үй  ге-

 таіп  Њіѕ  поі  опіу  песеѕѕагііу  Беві  ог  сгі-

 сівт  зһошій  мтіёіеп  ії  віепійїсапі  Іеаві

 юошій  Њіѕ  апуопе  іп  БтеакЊтоцећ  от  ме

 Ње  аге  уои  фо  уои  ипйетѕіапа  ігес-

 бопѕ  із  сопіехі  іехіше  Ше  іойау.

 –“Стѕайег  ВаБЫіі””  (Тот  Мопіае),

 Магеіпя,  14  (Осі.-Хоу.,  1974).  Вергіпіей

 Сопсет/ѕ  Мімаикее,  М:  Репіаетат,

 1977).

 ж  *  *

 [Весусіпез  іх)  ап  ашіоБіортарһу

 тпіќіеп  іп  ехрегітепіа!  ргове  от  меге

 ѕупіахіап  огаег  віуеѕ  ау  іо  їгасішей

 ѕепіепсез  гесоІаред  іп  маі  тіеһі  зеет

 {о  Бе  јитЫед  јат  іп  е  шпбетѕіапіпе

 оѓ  Њиее-Дітепѕіопа!  тіпаз.  Јихіарозі-

 оп  сіуеѕ  пету  теаліпр  {о  зіпріе  мога

 фіѕріасей  оці  оѓ  ћеіг  огіріпа!  роѕіїїопз,

 —–Віаіг  Н.  АПеп,  піегтейіа  (№піег-

 ргіпе,  1976).

 ж  х

 ЅОВВЕАІ.  РІ.ОАТ-СОММЕСТ

 Тһе  Ропіооп  Мапіўёхіо  Ъу  Непгу

 Јатеѕ  Кот  (АвветЫШпе  со-Ѓошпдег/

 ейіќог  мі  В.  КовіеІапеіг)  із  а  роѕі-

 МсІліһап  Ѕһапдуеѕдие  сагд-теад  ріау

 ‘РооК”  ойіеп  еІерапі,  ѕотейтев  мћіт-

 ѕісаі,  тоге  оеп  (роісау)  ѕаќігіса!

 апа  геаШу  ѕштеа].
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 МОТІСЕ$

 А  ропіооп  Беіпе  “А  Па!  Бойотей

 Боаї  ог  рогіаЫіе  Поаі  иѕей  іп  Биййіпр  а

 Йоайпе  (етротагу  Ыгідре,”  (Мебіегз

 Ѕеуепіћ),  Ше  уегба)  сагі  геїаїіопз  оѓ

 Коп  ропіооп,  Йоа-соппесі  аі  Ње

 теадег  ућіт:  “Тһігіу-Њтее  йсіопа!

 Бевіпліпез  іо  Бе  $һиѓЛей  апд  геай  іп  апу

 огдег,”

 АШ  оѓ  місћ  савез  (ћв  теайет  {о  Гай

 Баск  ќо  Пайа:  Тһе  госКіпе  ћогѕе  ІіаБу

 оѓ  ађѕітасі  агі:  То  йгеат  амау  Ње

 зһгарпећ  оѓ  рокі  УМ  іпіо  ће  саїт  оѓ

 сһапсе  агі  апд  апіі-бошееоіѕ  <һоск  ар-

 ѕіасі:  Оисһатр”з  Мопа  Іва  й  1а  ‘тошѕ-

 +асће°  геЙесќіле  һег  һіййеп  магт  релі-

 {аһа,  һіз  Миде  деѕвепдіпр  а  веотеііс

 ѕіаїг,  опсе  араіп  геуіуей  іпіо  Ње  һоіо-

 самі  ейїсіепсу  сотршіетігед  пієһітаге

 оѓ  ош  ќепііеїћ  сепішу  могій  ої  ‘теаду-

 тадеѕ”:  е  ѕһгарпе!  оѓ  Биі-іп  риіге-

 Ғасііоп  оБѕоіеѕсепсе  іп  Ње  саппей

 сһетіса!  соск(аї!  расКаріпр  оѓ  сопѕшт-

 ег  гоойѕ  апӣ  тіпа:  оой,  ігирз,  роїйіісз,

 БапКіпр,  іпзшгапсе,  іахез,  еіесітопіс  те-

 іа,  Боок  риђіѕћіпе  (“ћойїумгоой  ќо  соп-

 ѕштег-јшпКеу  йоре  ѕейіпе  Беѕі-хеШег-

 йитЬ”),  аШ  јорејпе  ќо  Ње  рирреї  ѕітіпез

 оѓ  е  іпуівіе  Ѓасеіевз  Осіориз  Вгіагецз

 Сіапів  оѓ  ів  зтай-іо-тейішт-зігей

 ріапеі  Еагіћ,  ош:  Миіпайопа!  Раітіатсћ-

 іез,  чо  Биу  апд  ѕеї  могідуіде,  Бомеі-

 пе  іпіо  Ње  іеетілр  іпсһоаіе  Тһіга

 Мога”  гами  таѓегіаі,  согуіпе  сопіепіей-

 Іу  іпіо  соттшпіѕі  апа  Баскухаіет  ѕігіке-

 ргооѓ  сћеар  Іабог  тагкеів,  сһоКіпе
 тогій  есопотіеѕ  уі  «кугоскеќіпе  ойї

 ћеіѕів,  Биуіпе,  апі  ѕеШпе  гоуегтепі,

 тасћіпаќіпе  тапіршіаііпе  соир  Ф'еіаі,

 сїүії  магз,  аваѕвіпаќіопз.  ..запімісћілр

 емету  ав  іпейіїсіепі  а  оо  һитап  опе

 оѓ  ив,  Бемееп  ҒЃапіаѕу  апӣ  йтеат,  һеір-

 Іеѕѕ  апі  Беуіійегед,  епѓогсіпе  ироп  ш

 е  роѕі  сиіѕіїс  дада  піс  таге  ок  ошг

 те.  Тһе  $штеа!  оѓ  Агі  (сгайиаіей  іпіо

 е  Ўштеа!  ої  ѓе)  ћав  Ђесоте  аі  1а8і

 Кеа),

 Кот”  регвопа,  Рооп'апг  Ропіооп,  а

 Іаќіег-йау  Ниск  Еіпл  апд  һіз  тай  гібіпр

 оші  ої/ќгот  уеѕіегдау  іпіо  Кодау,  ртайи-

 аіей  гот  іппосепсе  іпіо  (Ње  по-попзепзе

 по-ѕепѕе  огій  оѓ  розі  Тапршу-Еті-ай

 -Кайка-Воиѕвеаи,  а  Кіпр  ої  е  Јилріе,

 Беіле  ріскей  оїї  бу  роасћетв  о  “соте

 Ъу  піећі  міі  еіг  зіеаћ  апд  роізоп”,

 Ње  Ртевійепі  һоідіпе  ої?  һз  арроіпітеп  із

 шикі!  “1  влміт  мії  Јевив  іп  Ње  Уііе

 Ноиве  Роої,”  ог  Роопіапр  гејеспр  риђіс

 ойїсе:  “по  гійіе  ігаіпей  оп  ту  ЅКшіі,”;  ог

 йгеатіле  һітѕеії  іпіо  ап  апіта!,  “ромег-

 ш  апд  ѕтагі,  І  еаі  м/а!  І  йке  апд  ммеаг

 ту  һаќ  Боќћ  іпйоогз  апд  ош  аѕ  І  ріваѕе.”

 №  Нотегіс  еріс  роеііс  ригріе  тал-

 Нед  баупз  аге  ете:  “Кететвег  (о  ѕіпокКе

 е  пое  оѓ  ће  дор  оѓ  дач:  Гпѕіеай  (ће

 Іаѕі  сагі  тіећі  Юе  (ћіѕ  ѕеіесііоп,  ав  е

 ашћогз  Њете  оѓ  (ће  рате:

 Тһіѕ  і  опіу  іпіепіей  (о  Бе  (ће  хіогу

 ок  е  јеѕіег,  Ње  Кіпр  апӣ  (ће  лагд.

 І  уои  Кпом  ії  му  пої  тоуё  оп,

 _–Аіепе  7екомхкі,  Ѕтай  Ріезз  Ке-

 уіеуг,  УП/9  (Осі.,  1975).

 ж

 28  ҮНҮ  ЗІХТН  А$$ЕМВИМС

 таКіпе  еуегуопе  һіѕ  оул  риЫііѕћег,  уі  їоїа!  сопіго!  оуег

 сопѓепі,  Ѓогтаї  апа  рарег,  Аззетв/тр  іпбисез  а  бізретзіоп  ої  ге-

 ѕропѕіБіїїу  аќ  ассошпі  Ѓог  (ће  БооКз  уагіоцѕпевѕ  іп  ѕіуіе,  іп

 сопѓепі  апа  іп  ргіпііпе.  Мһегеаѕ  тоѕі  таратіпез  аіт  Го  асһіеуе  а

 щшпіѓогтіќу  оѓ  оле  апі  ригрове,  Ње  сопітіБийопѕ  Го  АзѕетЬіто

 аге  іпсотрагаЫу  үагіои  апі  (из  ѕигргівіпе.  Мо  оќһег  рибііса-

 ќоп  І  Кпом  іетапі$  оѓ  ії  геайет$  ѕисћ  Іеарѕ  оѓ  регсерііоп  апа

 сотргећепзіоп  Їгот  раве  Ко  раве,  Гог  Аззетііте  ехетрі  ев  Ње

 тофегпіві  ійеа  оѓ  сһапріпр  Ње  агііѕіїс  теапз  іп  огаег  їо  ргойисе

 а  йійѓегепі  епі.  Ву  етіпаїіпе  ейіїогіаі  ашогііу,  Ње  тедішт  іп-

 үе  ореппеѕз  іпѕіеаі  оѓ  сІоѕиге  апа,  тоге  ітрогіалі,  уагіеїу  іп-

 ѕіеайі  оѓ  шпіѓогтіќу,  іп  Боіћ  ії  сопіепів  апі  ії  геадіпе  ехрегіепсе.

 Аѕ  Капі  Үоипг  поїеф  іп  Мағріз,  “Тһе  геадег  һаѕ  Го  десійе  Гог

 һћітѕе1Ё  мћісһћ  мгогкѕ  аге  оѓ  уаїие  апд  мћісћї  аге  пої.  Опе  оѓ  Ње

 таіп  ипсііопз  оѓ  ѕисћ  а  таваліпе  «һошіа  Ве  {о  <һій  стійіса!  ац-

 огіїу  гот  рибіієћег  апд  сгіїіс,  геїитіпр,  іє  Ко  Ње  ашіћог  апі

 геайег.  Жі  АхетЫіпр  Ше  геадег  ів  гіуёп  һе  гевропѕібійу  ої

 ехегсівіпе  апі  аеуеіоріпе  һіз  омт  фізсгітіпаіогу  аре...  Іп

 іїѕ  абііќу  іо  ѕітшіаїе  рагіісіраіоп  іє  гезетЫіез  ап  еуепі  аѕ  тисћ

 аѕ  а  таваліпе.  ІК  сошій  аїтові  Бе  саПей  ап  іпіеглаііопа!,  хепоріаѕ-

 ќіс  һарреліпа.”  Тһів  тау  пої  Бе  “ће  опіу  мау  Го  рибі,”  аѕ

 опе  оѓ  ош  сопітібиќогз  ѕцевевів;  биі  іє  із  сегіаіпіу  а  уіаЬіе  аііегла-

 уе  ќо  Ше  гезітісіуепевз  оё  Боќһ  Ње  Ііегагу-іпіцѕітіаї  сотріех

 апӣ  {е  соќегіе  јоштаів.  Аѕзетдітр  аїко  ехрапіѕ  опе’  ѕепѕе  оѓ

 ућаѓ  а  ѕріпе-Бошпі  БооК  сап  Бе.

 АѕѕетЫйпе  із,  Бу  пом,  а  гшу  іпќетаќопа!  тараліпе.  Ме  һауе

 гесеїуей  ѕиБтіѕвіопз  гот  пеагіу  еуегу  ѕіаќе  іп  Ње  0.5,  іп  адді-

 ќоп  Ќо  Агеепіпа,  Аиѕітаїіа,  Ноапі,  Етапсе,  Каіу,  Сегтапу,  Еіп-

 Іапд,  апі  Стеаї  Вгіќаіп.  Іввиеѕ  һауе  Бееп  ҒауогаЫу  геуіемей  іп

 тоѕќ  ов  Њеве  сошпітіев,  ав  мей  ав  іп  Ше  0.5.  Тһеге  аге  Аззет-

 Ыіпе-е  риђіісайопз  іп  Місћірап,  Кое  Ііапі,  Міѕсопзіп,
 Ѕраіп,  Иаіу,  Агеепіїпа,  Ашѕігаїіа,  тоѕі  оѓ  мћісһї  һауе  аскпомі-

 ейрей  ош  ріопеегіпе  гое.  Ѕоте  сопітіБиќог  һауе  роле  Го  ех-

 серопа!  ітоцЫіе  іо  аеіїуег  (һеіг  мог  опе  Сегтап  еуел  регзиай-

 іпе  ів  ѕКемгагаіезз  івіег  іо  феїіуег  һіѕ  раскаре  ретѕопайу,  апоег

 редаЇпе,  һів  Бісусіе  асгоѕ  ѕіаќе  пез.  ІЁ  Шеге  уеге  по  пеей  Гог  Аз-

 зетЫіпе,  попе  мошій  ѓоом  і  ргеѓасе;  Биё  ав  опр  аз  агііів

 апа  ашіћогз  оѓ  “оќћегууіве  шприбіівһаЬіе  стеаќіуе  уогк”  сопііпие

 Ко  сопігіђиќе  аі  Њіеіг  омт  іпіііаіуе  апа  ехрепѕе,  Ахзет/лр  оцећі

 Ќо  уе.  АѕѕетЫед  уге  ѕіапф;  фіаѕзетЫіей,  ме  Га!

 ҮНҮ  ЅЕУЕМТН  АЅЗЕМВИМС?  (1977)

 Гот  Кап!  Үоипе

 Еог  а  ѕһомг  ќо  Ве  “іпдерепдепі,”  еуегућіле  ѕиБтікіед  ѕһоша

 Бе  һоҹ.

 –  Ай  Кеіпһагаї,  “Оп  Ѕкапдагаз  іп  Агі”  (1953)

 АхѕетЫіту  У  “едікогіа!”  іппоуайіоп  маѕ  іпуіііле  агіізіѕ  апі

 мгікегз  от  ме  Кпем  (о  Бе  фоіпе  “оегуіѕе  иприбіієһаЫе”

 ог  Ко  ѕиБтії  опе  Њоиѕапа  соріеѕ  оЁ  мћаіеуег  еу  мапіей  о
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 WHY  SEVENTH  ASSEMBLING

 include.  Every  year  but  one  for  the  past  seven,  Assembling  has

 assembled  the  results  of  our  invitation.  The  humane  assumption

 was  that  if  intelligent,  creatively  serious  people  are  allowed  the

 freedom  to  do  literally  whatever  they  want,  their  contributions

 will  be  extraordinary,  in  unpredictable  ways.

 By  inviting  contributors  to  print  their  work  themselves,  we  also

 gave  them  control  over  its  final  appearance.  Ideally,  the  expense

 and  nuisance  of  self-publication  should  not  be  necessary,  of

 course.  However,  as  Karl  Young,  a  sometime  contributor  critical-

 ly  judged,  “In  this  imperfect  situation,  I  think  it’s  better  to  pay

 for  your  own  printing  than  either  have  your  work  unpublished

 or  printed  incorrectly.”

 Because  contributors  to  Assembling  want  not  to  please  the  au-

 thoritarian  editor  and  blend  into  his  format,  but  to  stand  out

 from  the  pack,  they  are  more  likely  to  do  extraordinary  work.

 They  can  be  as  free  as  they  want  (and  can  afford)  with  their  tech-

 nologies  as  with  their  imagination.  Contributor  freedom  becomes

 a  license  to  excel.

 “Creative  editing”  ultimately  means  revising  the  ground  rules

 of  editorial  inclusion  in  order  to  produce  something  different.

 Karl  Young  thinks  that  Assembling  represents  the  “only  one  gut

 innovation  in  magazine  editing  techniques.  .  since  Pound’s  ef-

 forts.”  Thanks.  We’re  glad  someone  noticed.

 Assembling  as  a  whole  implicitly  challenges  the  editorial  cult  of

 uniformity  that  plagues  most  American  periodicals—the  sense  that

 all  the  contributions  might  have  been  written  by  one  person  em-

 ploying  a  variety  of  pseudonyms.  Thanks  to  this  unfortunate

 cult,  most  periodicals  regard  their  contributors  as  slaves  in  a  gal-

 ley.  If  they  don’t  pull  their  load,  down  the  river  they  go.

 As  an  anarchist,  I  am  personally  predisposed  to  less  authority,

 rather  than  more;  and  I’d  like  to  think  the  ultimate  themes  of  As-

 sembling—the  sum  of  all  its  parts—have  been  liberation  and  com-

 munity,  which  are  the  classic  anarchist  ideals.

 “The  artist  no  longer  creates  one  or  several  works.  He  creates

 creation.”  -Nicholas  Schoffer.  |
 Both  the  initial  Assembling  and  Sixth  lacked  the  convention  of

 a  printed  spine  along  the  binding.  This  absence  enabled  the  read-

 er  (or  shelf  browser)  to  see  the  variousness  of  its  contents,  visual-

 ly  represented  by  perceptible  differences  in  the  color  and  thick-

 ness  of  its  paper.  Where  the  reader  expects  to  see  the  title,  Assem-

 bling  revealed  its  compositional  process  and  thus  its  singular  iden-

 tity—that  this  book  is  an  assembling  of  variousness,  rather  than  an

 “editing”  of  similarity.
 The  best  anthology  I  read  this  past  year  was  Art  Studies  for  an

 Editor  (Abrams,  1975),  in  which  art  writers  who  had  worked

 with  Milton  N.  Fox,  the  late  editor-in-chief  of  Harry  N.  Abrams,

 Inc.,  were  invited  to  contribute  whatever  they  wished.  The  sump-

 tuously  produced  book  includes  conventional  scholarship,  polem-

 ical  attacks  (mostly  on  avant-garde  art),  a  scholar’s  personal  com-

 plaint  about  his  research  difficulties,  June  Wayne's  original  inter-

 pretation  of  the  artist  as  metaphorically  “female”  in  art-business

 relationships,  Allan  Kaprow’s  description  of  an  intimate  happen-

 ing,”  my  own  “numerical  meditation.”  In  a  further  denial  of  the

 cult  of  editorial  uniformity,  some  of  the  essays  arè  published  in

 the  original  French;  another  includes  passages  of  untranslated

 German.

 NOTICES

 Henry  James  Korn’s  The  Pontoon

 Manifesto  is,  as  he  subtitles  it,  “thirty-

 three  fictional  beginnings  to  be  shuffled

 and  read  in  any  order.”  We  have  seen

 random-order  or  shuffled  novels  before,

 of  course,  but  we  still  ask:  why  has  no

 order  been  imposed  by  the  artist?  isn’t

 it  part  of  the  artist’s  function  to  impose

 order  on  the  chaos  of  his  materials?  We

 might  want  to  scream,  yes,  yes,  yes,

 given  the  fact  that  we  are  facing  an  in-

 herently  difficult  fictional  creation.  The

 Pontoon  Manifesto  is  not  difficult  for

 reasons  of  vagueness,  nor  for  its  lack  of

 “plot,”  nor  even  for  the  fact  that  it  is

 printed  on  3”  by  5”  index  cards.  As

 artist,  Korn  has  chosen  to  be  specific

 and  exacting,  yet  he  refuses  to  define

 for  the  reader  the  possibilities  inherent

 in  his  materials;  Korn  has  chosen  to  im-

 pose  that  order  on  the  materials  which

 his  readers  themselves  impose.  As  a

 novel,  The  Pontoon  Manifesto  can  be

 read  as  many  ways  as  it  can  be  shuffled,

 each  shuffling  creating  a  new  ordering  of

 the  cards,  a  new  plot,  a  new  beginning

 and  end.  The  thirty-three  fictional  be-

 ginnings  are  just  that:  beginnings.  The

 creation  of  the  novel  itself,  of  character,

 plot,  action,  conclusion,  is  entrusted  to

 the  reader;  Kor  seems  to  believe  that

 our  minds  hold  as  many  interesting  pos-

 sibilities  as  his.

 One  card  says:  “I’m  beginning  to  sense

 the  onslaught  of  fragmentation.  What  an

 honor  to  be  afflicted  by  a  disease  that  af-

 fects  the  great  and  humble  alike.”  In  our

 daily  lives,  we  perceive  the  world  around

 us  in  a  fragmented  way;  our  senses  are

 bombarded  by  disparate  stimuli,  yet  we

 make  “sense”  out  of  the  chaos,  we  create

 a  wholeness,  a  unity  in  our  minds.  In  our

 daily  newspapers,  we  read—if  we  read  the

 paper  at  all-story  after  isolated  story

 about  events  here  and  there,  separate

 events  each  with  its  own  meaning  and

 ramifications.  Yet,  putting  the  paper

 aside  and  resting  our  eyes,  we  congratu-

 late  ourselves,  thinking  that  we  “know

 what  went  on  in  the  world  today.”  Very

 seldom  are  relationships  between  news

 stories  made  clear  and  explicit;  we  are  not

 given  the  connections.  Yet  we  make

 them,  we  make  our  world  whole.  Korn

 is  simply  asking  us  to  make  his  “story”

 whole,  each  one  of  us  to  reach  our  own

 particular  fictional  denoument.  It  is  that

 simple,  and  that  complex.  “I  hope  you

 don’t  think  any  of  this  is  my  fault,”  he

 says,  continuing,  ”In  my  other  life  I  was

 a  fish  or  a  great  brown  bear  foraging  the

 underbrush  for  treats.  My  current  guise

 is  highly  tentative.”  We  might  wish  to

 read  this  “book”  as  a  story  about  creat-

 ing  a  story,  and  in  a  large  sense  it  is.

 But  whether  Korn  is  speaking  about

 Poontang  Pontoon  or  about  the  President

 in  the  White  House  bathroom,  he  is  also

 speaking  about  the  way  the  artist  must

 work:  “How  impressed  I  am  with  those

 who  can  work  their  will  upon  the  world.

 No  wonder  their  every  move  is  followed

 by  thunderous  applause  and  the  eye  of

 an  assassin.”  We  may  read  this  statement

 as  a  refusal,  in  an  artistic  sense,  to  define
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 NOTICES

 for  any  reader  the  particular  shape  of  the

 fictional  world.  In  doing  so,  Korn  loses

 the  “thunderous  applause,”  but  he  also

 avoids  having  his  moves  followed  by  the

 “eye  of  an  assassin.”  What  Korn  achieves,

 finally,  is  a  “story”  that  is  a  fictional  cre-

 ation,  yes,  the  formulation  of  which  is

 modelled  upon  the  way  each  one  in  his

 audience  actually  “reads”  the  stimuli  and

 events  of  the  world  around  him.  How  we

 perceive  the  thirty-three  stimuli  Korn  sets

 down  for  us  to  respond  to  determines

 how  we  can  read  his  The  Pontoon  Mani-

 festo.

 —Tom  Montag,  Learning  to  Read/

 Again  (1976).

 *  k  *

 Experimental  Prose  also  deals  with

 the  things  that  can  be  done  with  language

 and  words  with  the  human  voice/voices

 The  overall  effect  is  hauntingly  good.

 —Tom  Person,  Laughing  Bear,  2/3

 (1977).

 *  +*+

 [Rain  Rains  Rain]  is  a  great  piece.

 It’s  printed  on  cards  so  you  can  read  it

 straight,  nail  it  around  your  living  room

 walls,  lay  it  out  on  the  floor,  or  drop  it

 off  your  apartment  roof  so  your  friends

 can  photograph  it  going  down  as  your

 own  variation.  .  ..Richard  Kostelanetz

 has  once  again  proven  that  he  is  a  fine

 poet  and  graphic  artist.

 —Tom  Person,  Laughing  Bear

 (Summer,  1976).

 "a

 With  the  publication  of  Muhammad

 Ali  Retrospective,  Kom  fulfills  his  pro-

 mise  and  emerges  as  one  of  the  most  pol-

 ished,  expert  and  “professional”  writers

 on  the  current  scene...  Korn  is  obvious-

 ly  derived  from  the  School  of  Mailer,  ..…

 but  in  a  sense  Korn  has  gone  Mailer  one

 step  better  and  got  rid  of  Mailer’s  loose-

 ness,  loquacity,  and  omnipresent  “I”—

 without  losing  his  specific,  hard-imaged

 language  and  psychological  penetration.

 This  book  should  be  put  on  all  required

 reading  lists  of  contemporary  American

 fiction.

 —Hugh  Fox,  Choice  (1977).

 *  *  *

 Kenneth  Gangemi’s  Corroboree  illus-

 trates  the  imaginative  conditions  that

 actual  life  springs  from.  Twenty-seven

 brief  tales  followed  by  twenty-seven  ‘“mis-

 cellanies”  of  crazed  comparisons  and

 stretched  metaphors  drained  from  count-

 less  notebooks.

 —George  Myers,  Jr.,  X,  4  (Summer,

 1978).

 .  *  +*+

 It’s  a  shame  that  in  a  family  publica-

 tion  we're  unable  to  quote  some  of  the

 really  sizzling  funnies  from  [Corroboree,]

 this  absolutely  whacky,  clever  comic

 send-up  of  tales  and  nonsense  bits.

 Perhaps  the  worst  anthology  I  read  this  past  year  was  State-

 ments  (1975),  by  the  Fiction  Collective.  Half  of  the  twenty-six

 selections  had  limp  first-person  narrators  who  tended  to  sound

 alike.  All  but  a  few  of  the  contributions  were  so  similar  in  tone

 that  I  successfully  worked  their  opening  lines  into  a  stylistically

 coherent  paragraph.  This  book,  unlike  the  other,  put  me  to  sleep.

 Since  the  organizers  of  Assembling  are  “compilers,”  rather  than

 “editors,”  there  is  no  reason  to  believe  that  we  think  the  following

 works  are  “good”  or  that  the  reader  should  think  so  too.  Assem-

 bling  does  not  come  to  you  with  that  kind  of  blanket  editorial  im-

 primateur.  Almost  everyone  agrees  that  “the  contents  of  Assem-

 bling  are  terribly  uneven—some  good,  much  bad,”  but  we  are  no

 more  sure  than  the  next  reader  which  are  which.  Instead  of  pro-

 claiming  incomparable  quality,  we  believe  only  that  its  artists  and

 authors  do  unusual  work  that  is  “otherwise  unpublishable”  and

 should  thus  be  allowed  an  opportunity  for  free  communication

 that  would  otherwise  be  denied  them.

 We  also  assert  that  Assembling  will  give  you  a  reading  experience

 of  incomparable  variety.

 The  only  “table  of  contents”  in  Assembling  is  the  biographical

 notes  that  appear  alphabetically  in  the  back  pages  of  the  book.

 Nothing  is  “featured”  on  the  cover  (or  anywhere  else).  The  con-

 tributions  are  collated  alphabetically.  No  reader  can  tell  “who”  isin

 the  book  until  he  turns  to  the  back;  he  cannot  tell  “what”  a  con-

 tributor’s  work  is  like  until  he  looks  at  it.  Diversity  requires  each

 contribution  to  stand  alone.  Assembling  is  one  book  whose  cover

 tells  you  little.  As  Karl  Young  observes,  “The  reader  has  to  decide

 for  himself  which  works  are  of  value  and  which  are  not.”

 Precisely  because  of  its  anti-authoritarian  process,  Assembling  is

 chock  full  of  surprises—not  only  unknown  artists  and  writers  but

 familiar  names  doing  work  quite  different  from  what  we  normally

 associate  with  their  names.  The  details,  as  well  as  the  whole,  testi-

 fy  to  its  distinction.

 “Langston  Hughes  is  a  separate  chapter,  a  Negro  Poet,  .  .  .a  na-

 tural  writer,  if  not  much  of  a  poet  perhaps.  Generous  to  a  fault,

 a  self-appointed  clearing  house  of  information  and  advice,  daddy

 of  them  all,  providing  spiritual  and  often  physical  food,  revered

 even  by  the  young  who  did  not  like  his  work,  Hughes  actually

 read  the  hundreds  of  manuscripts  he  received,  he  actually  did

 something  about  the  ones  he  thought  had  merit  and  actually  be-

 lieved  that  the  occasional  spark  was  worth  the  effort.”  —Paul

 Breman  (1969).

 Assembled,  we  stand;  disassembled,  we  fall.

 FURTHER  NOTES  (1978)

 The  initial  essay  was  written  in  1972  to  appear  in  The  Publish-

 It-Yourself  Handbook,  edited  by  Bill  Henderson;  and  in  recalling

 the  early  history  of  Assembling,  it  marked  a  turning  point.  By  the

 following  year,  we  began  to  receive  grants  that  enabled  us  to  hire

 a  commercial  collator,  GFI,  Inc.,  in  Port  Chester,  New  York,

 which  sorted  and  bound  Fourth  Assembling,  Fifth,  Seventh  and
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 FURTHER  NOTES  3i
 Eighth.  In  addition,  by  1974,  we  expanded  the  policy  begun  in

 1970  with  my  own  Visual  Language,  of  issuing  one-author  books,

 apart  from  the  annual  Assembling.  Korn  published  his  first  collec-

 tion  of  short  fictions,  Exact  Change,  and  it  was  cited  among  the

 “Best  Small-Press  Books  of  1974”  in  Library  Journal.  Metz  self-

 published  Model/Hideout,  a  stunning  set  of  photographs  with

 handwritten  notations  documenting  a  sculptural  process.  Donald

 Porter,  a  sometime  Assembling  contributor,  joined  us  to  publish

 his  complex  comic  story  about  the  (mis)uses  of  the  footnote,  As

 If  a  Footnote  to  the  Final  Glory;  Jean-Jacques  Cory  published  his

 well-received  collection  of  scrupulously  enumerative  poems  and

 stories,  Lists;  and  I  published  the  opening  third  of  my  initial  ex-

 periment  with  nonsyntactic  prose,  Recyclings,  which  is  sub-titled

 “A  Literary  Autobiography,  Volume  I,  1959-67.”

 By  1975,  this  dimension  of  Assembling  Press  had  expanded

 considerably  with  Korn’s  Proceedings  of  the  National  Academy  of

 the  Avant  Garde  and  his  note-card  version  of  The  Pontoon  Mani-

 festo,  in  addition  to  my  own  visual  fictions—Come  Here,  Modula-

 tions,  Extrapolate—and  my  broadside-poster  Manifestoes.  In  the

 following  year  we  published  a  sumptuous  edition  of  Korn’s  long

 fiction,  The  Muhammad  Ali  Retrospective;  my  own  long  poem  as

 a  packet  of  cards,  Rain  Rains  Rain;  a  cassette  of  my  audioart  piec-

 es,  Experimental  Prose;  a  newsprint  book  of  my  Numbers:  Poems

 &  Stories,  which  was  included  in  the  annual  book  exhibition  of

 the  American  Institute  for  Graphic  Arts;  and  Denis  Boyles’  intelli-

 gent  and  suggestive  essay  on  the  possibilities  of  book  design,  An

 Introduction  to  Design  Poetics.  In  1977  came  Kenneth  Gangemi’s

 meticulously  wrought  book  of  nonsense,  Corroboree,  and  Metz’s

 retrospective,  Selected  Structures,  which  photographically  repro-

 duced  his  sculptural  work  of  the  previous  eight  years.  By  1978,

 we  needed  to  reprint  Muhammad  Ali,  which  had  sold  out  its  first

 printing,  thanks  largely  to  Hugh  Fox’s  favorable  piece  in  Choice,

 a  review  magazine  for  librarians;  and  we  finally  released  my  own

 book  of  previously  uncollected  critical  essays,  Twenties  in  the  Six-

 ties,  The  last  two  books  were  co-published  with  Wild  &  Woolley,

 an  Australian  firm  which  also  distributed  our  other  books  on  the

 sixth  continent.  All  of  these  books  represent,  I  think,  an  extension

 of  the  annual  and  its  purposes,  for  they  would  have  been  other-

 wise  unpublishable,  were  it  not  for  Assembling  Press.

 The  years  since  1972  have  also  brought  more  widespread  recog-

 nition  of  Assembling.  Reviews  since  then  have  nearly  always  been

 favorable—in  The  Soho  Weekly  News,  The  Village  Voice,  Minnea-

 polis  Tribune,  Intermedia,  Second  Aeon  (Wales),  De  Tafelronde

 (Belgium),  and  The  Australian.  Korm  and  myself  have  regularly

 been  invited  to  discuss  Assembling  on  radio  and  at  public  forums,

 and  the  magazine  has  been  included  in  international  exhibitions  of

 the  literary-artistic  avant-garde.  In  1974,  Karl  Young  organized

 for  Margins,  a  small-press  review  journal,  a  symposium,  devoted  to

 Assembling,  that  appeared  the  following  year.  It  was  Young  s

 characteristically  ingenious  and  appropriate  idea  to  invite  contri-

 butors  to  Fifth  Assembling  “to  respond  to  one  piece  or  one  fellow

 contributor”  and  then  to  publish  their  responses  unedited.  (The

 entire  symposium  is  reprinted  in  the  following  pages.)  As  an  intro-

 duction  to  this  symposium,  Young  contributed  a  critical  essay  that

 Temains  the  most  brilliant  and  insightful  appraisal  of  our  radical

 medium.  Perhaps  the  best  tribute  I  personally  can  pay  Young  is

 NOTICES

 Former  Palo  Altan  and  Stegner  Fel-

 low  at  Stanford,  Gangemi  points  to  the

 influence  of  various  major  artists,  such  as

 Samuel  Beckett,  Charles  Chaplin,  Lewis

 Carroll,  Stephen  Leacock,  Edward  Lear,

 Jonathan  Swift,  Erik  Satie,  even  Joyce

 and  Rabelais.  And  yes,  echoes  are  there.

 Also  a  lot  more  that  we  can’t  talk  about

 here.

 Suffice  it  to  say  that  in  this  grim  age

 of  ours  a  little  wit  is  a  precious  thing  and

 goes  a  long  way  to  lighten  the  dark  out-

 look.  We  need  it;  we  should  cherish  it.

 Particularly  appropriate  is  Gangemi’s

 epigraph:  “Don’t  tell  me,”  he  quotes

 William  Pitt,  “of  a  man’s  being  able  to

 talk  sense;  everyone  can  talk  sense.  Can

 he  talk  nonsense?”  A  question  that

 Gangemi  is  constantly  asking  us  all

 through  this  chuckly,  outrageous  little

 romp,  and  one  we  should  never  stop  ask-

 ing  ourselves.

 —Charles  Beardsley,  Peninsula  Living

 (March  5,  1977).

 *  +*+

 Sub-titled  a  book  of  nonsense,  [Cor-

 roboree]  presents  a  series  of  rambling

 disjointed  comments  on  life  over  a  very

 wide  range  of  subjects.  It  is  extremely

 funny  at  times  but  the  language  used  is

 rather  on  the  strong  side  for  those  with  a

 conservative  nature.  Good  reading  for  the

 “in-crowd.”

 —The  Book  Exchange  [London]

 (April,  1977).

 *  *  *

 In  this  aisle-roller  of  brilliant  experi-

 mental  fiction,  you  cannot  swim  past  the

 razor-sharp  coral  of  nonsense  satire  with-

 out  being  raked  somewhere,  and  you

 laugh  anyway.  Stories  shrink  smaller  to-

 ward  the  end  until  the  non-matching

 Miscellany  of  footnotes  equals  the  story

 size,  reflecting  oceans  of  absurdities  in

 our  time.

 —Blair  H.  Allen,  Los  Angeles  Times—

 The  Book  Review  (Dec.  11,  1977).

 *  +

 [James]  Laughlin  is  most  vulnerable

 when  we  quote  his  challenge  from  New

 Directions  No.  3  (1938)  that  his  journal

 would  feature  otherwise  unpublishable

 works.  Today  only  Richard  Kostelanetz’s

 Assembling  does  this.

 —Jerome  Klinkowitz,  The  Nation

 (June  24,  1978).

 Seventh  Assembling  interfaces  dadaists,

 concrete  poets,  minimalists,  intermedia,

 the  New  York  School,  fiction,  collages,  in-

 tentionally  ripped  or  stapled  pages,  instal-

 lations,  and  pages  to  be  folded  in  3-D  geo-

 metric  shapes.  Warning:  “given  the  pro-

 cess  of  publishing.  .  .there  is  no  such  thing

 as  a  ‘defective  copy’.”  Free  from  editor-

 ial  fascism,  Assemblers  submitted  1,000

 pages  “containing  anything.”  ...

 To  be  “extraordinary  in  unpredictable

 ways”  is  still  operative  here.  Annual.

 —Val  Morehouse,  Booklist,  74/20

 (June  15,  1978).
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 РОВИСАТІ  ОМЗ

 РОВИСАТІОМ8

 АззетЫйпе,  сотрііей  Бу  Непгу  Кот

 апа  Кісһагі  Козіеіапеіг,  1970.  162  рр.,

 8  х  11,  ѕідех  ісе.  Соуег  Бу  Непгу

 Јатез  Когп.  Ртеѓасе  Бу  Вісһагі  Козіе-

 Іалеіт.  СоПајед  апі  Боипд  Бу  Еіесітоп-

 іс  Вергойисііоп  Ѕегуісе  Согр.,  Мем

 Үогк,  МҮ.  Сопігіһшіогз:  Уііо  Ассопсі,

 Тот  Аһегп,  Атакама,  ее  Вахапйай,

 Сау  Веѕіе,  Моіѓе  Віоілег,  Сеогее  Сһат-

 Бетѕ,  Магуіп  Соһеп,  Веріпа  Соһеп,  Май

 Пор,  Каутопа  Еедегтап,  Коѕаїіе  Егапк,

 Раш!  Егіейтап,  Мадеїпе  Сіпз,  Еһтареі

 Сіпзбеге,  Пап  Сгаһат,  Аіте  Кепе

 Стошіх,  Јап  Јасоб  Негтап,  Колі  Ної-

 тап,  $соії  Нуйе,  Оауій  Ігпаіом,  Ато

 Кагіеп,  Гулп  Р.  Коћ,  Непгу  Кога,

 Вісһагі  Ковіеіапеіт,  Вобегі  Іах,

 Агіһш  Гаутег,  Ветайеііе  Мауёг,

 Сагоіе  Ѕреагіп  МеСашіеу,  Реіег  Меїліск,

 Кісһагі  Меһкгег,  Місһаеі  Меіг,  ЕІапа

 Масһтап,  “Вісһагі  М.  Міхоп,”  Шат

 О’СаШаећег,  Місһае!  Јоверһ  РііШір,

 Ейугагӣ  Виѕсћа,  АІап  Ѕопаһеіт,  Коп-

 а1й  М.  Ѕраіа,  Воѕтагіе  &  Кейћ  Маійгор,

 Мапсу  Меһег,  Наппаћ  Меіпег,  Ѕіеуе

 Меһе,  Ѕіерһеп  еі.

 Иізиа!  Гапгиаее,  Бу  Вісһагі  Козіеіап-

 еїг,  1970.  64  рр.,  6  х  9,  зайаіеіісћей.

 Ніѕ  іпіііа!  соһесііоп  оѓ  уіѕша!  роеіту.  Ге-

 ѕіепей  апа  йгамт;  мії  ап  айегумог,  Бу

 Ргіпіей  Бу  РиЫіісаіоп  Ргез,  ВаКітоге,

 Мр,  ипаег  е  зирегуіѕіоп  оѓ  Оачій

 Ѕеһат,  іп  ап  ейііоп  оѓ  2300  соріе

 міїћ  мћіе  соуегз  апӣ  150  соріез  уіїћһ  теб

 сомётѕ;  Ње  Іакќег  меге  ѕірпей  алй  пит-

 Бегей  Бу  ће  ашћог.  Сопіепі5:  Мапіѓеѕ-

 {оеѕ,  Мутрћоталіа,  ГоШурор,  №іхоп-

 №охіл,  Айег  Наміһоте,  Соій  Маг,  Ме,

 Ападору  [1],  Сопсепітіс,  Тпшіћ,  $тор

 [3],  Ограѕт,  Марпе!іѕт,  Мівсерепаііоп,

 №,  Созѕір,  Вікіпі,  Р  [2],  Теіерһопе

 Ріа!,  Віаск-Мііе,  Сой-Оор,  Іпіетсошзе,

 ТтіБшіез  (о  Непгу  Еогд  [5),  Сїт,

 Есһо  [пераќіуе],  ЕШірѕе,  Еуе  Сһаг!,  Еп-

 овие,  Ошаќіоп,  Есћо,  Тмірру,  Сһгізі-

 тав,  Айіег  С.  НегЬегі,  Сийшга!  Ех-

 сћапре,  Үо-Үо,  Тгіа!  Бу  Лигу,  Іміерга-

 оп,  Айег  Ј.  Јоусе,  Пеѕрегаќіоп,  Маг-

 таре,  А  Миешт,  Вомиаіегіте,  Ріе  Аге

 Ѕаиаге,  Аѕрһухіаќоп,  Сһаов,  Агіѕе,  Саге

 №і,  ҒооќФаШ  Еогтз,  Оівіпіергаііоп.

 Ѕесопа  АѕзетЫйпе,  сотрііей  Ьу  Кісһагі

 Коѕіеіапеі,  Непгу  Когп,  Міке  Меіг,

 1971.  180  рр.,  8  х  1,  ѕійеііісћей.

 Соуег  Ьу  Міке  Ме.  Ргеѓасе  Бу  Кісһагі

 Коѕіеіапеіг.  СоШаіей  апі  Бошпд  Бу

 Міке  апі  Мадеїіпе  Меіг,  Ргоуідепсе,  КІ.

 Сопітіђшіогз:  Тот  Аһегп,  Адеіе  Аі-

 йгійре,  Папа  Аісһіеу,  Сау  Веѕіе  Кеіп-

 еск,  Магуіп  Соһеп,  Јеал-Јасдиеѕ  Согу,

 Май  ор,  Јоћи  омй,  Вотео  Јитту  Ои-

 ргее,  Киззей  Ейѕоп,  М.О.  ЕЛеміісћ,  Кау-

 топӣ  Редегтап  &  Вгисе  ЈасКоп,  Етіс

 Реідегтап,  Коѕайе  ЕталК,  Кеп  Ргіед-

 тап,  Јосћеп  Сегг,  Ейлабе!  Сілзђегр,

 СРОтаһћат,  Кагепіее  Стапі,  Раі  Сипке!,

 А.  Сшћгіе,  Јал  Негтап,  Копі  Нота,

 Оаҹі  Пек  Нотрѕоп,  Кшћ  Јасођу,

 Ѕіерһеп  М.  Каѓсһег,  Реіег  Корег,  Непгу

 РОКТНЕК  №ОТЕЗ$

 Њаќ  ће  йефисей,  Ѓаг  Беїќег  Њап  Т,  Ње  ѕівлійсапсе  апі  ітріїсаїіолз

 оѓ  ошг  ебіќогіаі  теќһой.  Іл  аййіііоп  ќо  іепіїїуіпе  Аѕзетіііту  ав

 Ње  “опіу  опе  иі  іппоуайіоп  іп  таваліпе  ебіїіпе  (есһлідие”  ѕіпсе

 Елга  Рошп  Ехйе,  ће  реговіуей  Шаї  ошг  ореп  іпуіќайоп  сошій  Бе

 аѕ  ітріісійу  йівсошгаріпе  аѕ  епсошгаеіпр,  Гогішпаеіу  фіѕсошгаріпр

 ргесівеїу  озе  агіівів  апі  утііегз  о  фіі  пої  пеей  АхзетЬЙітр,

 ап  ућот  АѕзетђИтр  014  пої  пеед.

 Ме  ўваг  ѕеђ/-риЫйсайоп.  Тре  пттіїет  [ешт  й:  Бесаиѕе  й  тЬететі-

 Іу  соңђётз  по  асітсііоп;  іі  Вах  пої  Ње  ашЊотіу  оў  ртїті  от

 Ње  ітрей  Баскіпр  оў  а  Іеазі  а  риМікђет  апа  Ыі  за]...  .Об-

 псііоп  їз  пої  сопўетей  оп  |  АзетЫіпев)  сопітђиготу  Бу  іп-

 сІиѕіоп.  1}  а  отк  арреатіпр  іп  АззетЫпе  б  айтітей,  і  шиі

 ђе  айтітей  пої  Бесаихе  їі  рах  Бееп  іпсіиаей  Би  Ьесаиѕе  оў  із

 ошт  тепіз.  Тһе  Кіпа  оў  сопітЬиіот  шо  шапіх  тесорпінот  оп-

 Іу,  поі  тесорпійоп  от  туііпу  Ье  опе,  шій  пої  Ве  ітіетехіей

 їп  сопітЬийтр:  іўатуЊіпе,  Бе  шоша  Ье  етЬатазхей  Ьу  Ш

 Гот  ој  ѕеү-риЬйсайоп.  Реоріе  шо  ао  сопѕетайое  шот  -оў

 тођаѓеоет  диаНіу  ої  ртоВаМу  пої  апі  їо  арреаг  іп  Ње  тар-

 азіпе  ейЊет;  Њеу  тау  Ьаве  епоиеђ  сотиісноп  їп  Њеіг  ойт

 тоотк  ко  риЫЬ  й.  ЊетхеГоез  Бий  шї  ртоВаЬ)у  пої  таті  іо  ар-

 реаг  іп  Ње  сотрату  оў  тайсаіх  по  таке  ир  Ње  Рик  оў  Ње

 соптітЬиіотз.  Ѕо  а  ѕот  оў  пайи  хеїесіоп  осиу  їп  Ње  ріат

 ој  Ње  таразіпе.  1  ѕіпсетііу  із  опе  о}  Ње  Ваѕіс  тедиітететі  оў

 а  штіїет,  ше  хо  ўта  Ње  іпзіпсете  шееаеа  оші  Бе[оте  Ье  Ва

 епеп  аесіаеа  іо  сопітЬиіе  апуњіпу.

 То  риќ  і  фіѓїегепу,  еуеп  Шоцећ  Аззетіііто  Њеогейісау  орепз

 іізеіў  Ко  еуегуопе,  ії  аігасів  опіу  Шоѕе  уо  мош  мапі  ќо  јоіп

 ії  сотрапу.  “Тһе  тајогіку  оѓ  реоріе  ућо  мош  Бе  ипѕиііаЫіе—

 Ње  іпвіпсеге,  е  сопѕетуаќіуе,  (һе  уасцоцз,  Ше  уей-рибієћей,”

 һе  сопсіцдеѕ,  “ітріу  їоп'ї  сопітіБиіе.”

 Үошпр  ако  сопітопіѕ  Ње  Гаіке  Беііеў  аі  сопігіБикогз,  іГ  Іей

 Гтее  Ко  сопітіђиіе  апу  Кіпр,  мі  песезѕагіїу  ѕибтії  Шеіг  меаКеві

 могк.  Тһаќ  фое  пок  ЃоПомг  аќ  ай,  Зіпсе  еу  аге  рауіпр  Гог  ії,  ії

 чоша  Ье  ооћагду  ог  апуопе  їо  сопігібиќе  апуіћіпе  еу  бій

 поѓ  ЊіпК  оѓ  уаіие;  апа  ѕіпсе  ів  могк  мій  Ве  арреагіпе  іп  ћеһћіу

 ѕе1-еІесііүе  сотрапу,  іі  мош  Ье  едиау  Ѓооћагду  ќо  сопітібшіе

 апуіпе  Њаї  аз  поє  сотревііуе.

 Тре  зітисіиге  оў  Ње  таравіпе  |Үошпе  сопііпие)  сап  епсош-

 аре  а  сопітЬшіот  їо  Кеер  оп  сотіпр  ир  шї  пеэ  таіепаі.  Не

 тої!  пої  оаті  іо  сопітЬиіе  зиретўсіау  іпповайие  таіепіаі,  Ве-

 саиѕе  оЊет  сопіпЬиіотх  шл  Бе  аМе  1о  хее  Њтоирђ  Міт  іў  ће

 оез.  Трете  і  хотекіпе  йетапаіпу  аош.  Ње  јуеейот  ап  Аѕ-

 ѕетЬїіпр  сотііђиіот  Баз.  Трай  оасапі  зрасе  Ье  5  ріоеп  сапт  агаш

 зотењіпр  ош  о}  Ріт,  сраШепре  Біт  іо  ао  і  Веі.  ее

 һеагй  а  101  аЬоиі  Ње  шау  сотрейноп  сап  хйтиїае;  Бете  5  опе

 оў  Њозе  оаа  саѕеѕ  ете  їі  уеау  40е.

 Үошпе  аІо  ѕееѕ  һом  Ње  аБзепсе  оѓ  ейікогіа!  ашћогіќу  сап  Бе  еді-

 ќогіаЇу  айуапіареоих.  “Ап  ашіћог  тау  поі  Бе  е  Беѕі  јийре  оѓ

 һіѕ  оу  могк,  Биѓ  ап  ефіќог  јиіртепі  уі  пої  а/ауѕ  Ве  Бейіег

 ап  із.  Аѓ  Іеаѕ  іп  ап  шпедіќей  сопіехі  уои  һауе  Ње  сһапсе  (о

 вее  һа  Ње  ашћог  сһоовез–ћаќ  уои  ѕее  ів  Ње  тезш  ої  Ње  ац-

 ог  есіѕіоп  гаћег  (ап  а  ѕесопі  регѕоп’.”  І  пд  мћаў  опе

 јиарев  іп  Аззетвіто,  еѕресіау  айег  һе  һаз  геай  ѕеуега!  оѓ  Њет,

 і  Іезв  (Ње  диаїу  оғ  мог,  місії  ів  ойеп  Коо  шпиѕиа!  Ко  Бе  еаѕіїу

 теаѕигей,  ап  Ње  диаїіу  оѓ  рагіісірайіоп,  ћісһ  ів  Ко  ѕау  һом
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 уге!  еасћ  сопітіБиког  һа  ехріойіеі  ће  оррогішпііу  оѓ  стеайїуе

 еейот.

 ЕіпаһЇу,  Үошпе  етрһаѕілев  е  еѕіһе'іс  айуапіаеез  оѓ  ргіпііпе

 ѕотеіпг  уошгэеї,  Гог  Њоѕе  оѓ  ив  һо  йо  уіа!  роеіту,  ѕау,

 зотебітеѕ  їпа  Њаѓ  рибієћегз  тівргіпі  іб:  ће  ітаре  і  іште  ир-

 війе  фом,  ог  зійемауз,  геіисіле,  і  пої  Іовіпе,  пої  опіу  еѕіћеїіс

 ітрасі  Биі  роззііе  теапіпез.  “Іп  е  сазе  оѓ  уівиа!  уогкз,”  һе

 мтіќез,  “ії  із  атові  абзоїиіеіу  еѕвепііа!  аі  упогкз  Бе  ргіпіей  ех-

 асу  аѕ  ће  ашћог  мапі  Фет...  .АзветдИто  сопігібиіогз

 пеейп”  ѓеаг  ргойисііоп  ргоМетѕ.”  Меіһег  еу  ргіпі  іі  Њет-

 веіуеѕ  ог  һіге  е  јо  ошѓ,  еу  сап  ѕее  Ше  йла!  гезиїї,  ехасу  аѕ

 її  уі  арреаг  іп  Ње  таваліпе,  ргіог  їо  зһірріпе  ії  їо  из.  “Тһеѕе

 солігібиіотз  аї  Іеаѕі  мі  Кпом  һом  Њеіг  могі:  уі  арреаг  Беѓоге

 Шеу  ѕепд  ії  ої  апа  һауе  ће  орііоп  оѓ  пої  иѕіле  ап  шпѕиссевсіші

 ріесе  ог  һауіпе  ії  іопе  оуег.”  Үошлр  сопііпцез,  “И?  Беќіет  їо

 рау  Ѓог  уошг  оул  ргіпііпе  ап  еіег  һауе  уошг  мгогк  шприбііћей

 ог  ргіпіей  іпсопесііу.”

 ж  *  %

 Моѕі  реоріе  {філ  Њаќ  а  риЫіісайіоп  аз  стійісау  ассіаітей  ав

 АѕѕетМіте,  пої  опіу  міћ  сопігібиќотз  Бці  мгіїћ  геайетз,  моша

 һауе  по  ітошЫіе  ођіаіпіпе  ѕиррогі  гот  рибіісіу  йшей  гтапііпр

 авепсіев.  Аѕ  һе  ргеседіпе  івіогу  такеѕ  сіеаг,  зис  ехресіайіоп

 һаѕ  пої,  аіаѕ,  Бееп  ѕиѕіаіпеі.  Тһе  ѕеіесііоп  соттійіеев  ої  Аѕзет-

 Міпе  роввіМе  Бепеѓасіогз  һе  Соогаіпапе  Сошпсії  оё  Іліегагу

 Мараіпеѕ,  һе  Меи  Уогк  Ѕіаќе  Сошпсії  оп  Ше  Агіѕ  апі  е  №-

 опа!  Епбомтелі  Ғог  (ће  Атіз  ауе  уеаг  айет  уеаг  Бееп  сопзіз-

 іепіїу  гіррей,  пої  оліу  Го  Ғауог  рагіісшіаг  Бепеѓасіотз  (ог  Кіпй$  оѓ

 Ђепеѓасіогв),  Биќ  аїко  {о  ехсїцде  Кіпів  оѓ  ехсеепсев  аі  тісі

 оќһегунізе  сотреіе  мікі  Ње  таКе-оѓї  ої  һе  ауаііаЬіе  ріе.  Тв  йе!-

 еќегіошз  ўшгу-тіввіпр  із  опе  Бу  (пе  Ѓоїкв  аі  (пе  сшіќшта  арепсіёз

 Үћо  сһооѕе  ће  ѕеіесііоп  соттііеев  Ње  айтіпівітаіогз,  іп  со!-

 Іаогаііоп  мії  е  оуегзеегз  (аіко  саШеі  “Тһе  Воагд  ої  Оігесіоге”

 ог  “Тһе  Сошпсі!”).  Јигу-тіеріпе  мог  іп  їмо  мауѕ:  І.)  Ше  зеіес-

 оп  оѓ  ўифвев  тћо  сап  Бе  ехресіейї  Го  Гауог  сегіаіп  іпіегезік;  апі

 2.)  е  сотріеіе  ехсїизіоп  ої  јшівев  зутраќћейіс  Го  оег  сотрейі-

 уе  іпіегевіз.  Тһаї  вгоир  тоѕќ  пићіезвіу  апа  сопііпиаШу  ехсіцдед,

 іп  рагі  Бесацѕе  Њеіг  ехсейепсез  аге  ѕо  “геаќепіпе”  іо  Ше  еп-

 Кгепсћейі  сађаів,  аге  ове  могкіпе  аќ  е  Їгопіїётз  оў  Шегаішге.

 Хоіһіпр  із  тоге  репаіілеф  іп  сштеп  сшіїига!  ипаіпе  ап  ехсеі-

 Іепсе  аі  ів  поі  іеі  їо  ромег.  (Рог  тоге  еіаііе  ехатріез  ої

 ішу-гіввіпе  апі  оїһег  соггирііопв,  вее  ту  Боок  Сталі  &  Ње  Еи-

 шге  оў  Ііетиіите  [ВК  Ейііолѕ,  1978].)  Моге  репІоџзіу,  Ње  ршг-

 $шії  оѓ  ромгег  вепегайїу  ипаегтіпез  ће  рші  оѓ  ехсеЛепсе.  Ме

 ћауе  геіисќапііу  бівсоуегей  аі  Аззетту  і  епүіей  пої  опіу  Ве-

 саиве  ії  ів  аціасіоцзіу  фіѕііпсііуе,  биі  аво  Бесацсе  ії  із  тисћ  Іатрет

 ап  оќһег  Атегісап  тараліпез,  іі  іпсгеавілр  візе  Ђесотіле  а  раѓепі

 іпіех  оғ  Ње  питЬег  оѓ  реоріе  уіШілр  Го  риї  еіг  оуип  еќогі  апі

 ехрепѕе  іпіо  із  зшуіуа!.  (Мові  таваліпе  ефііогз  геаїіе  Њаѓ  Шеу

 сошій  пеуег  тагзһаї!  (һів  Кіпі  ої  ћагігоск  ѕиррогі  гот  Феіг  соЛ-

 КіБиќог.)  Еогіипаїеіу,  Бу  ће  Іаіе  ѕеуепііев,  зис  іпабедиасієз  аб

 ћуростівез  аге  тедиепііу  ехроѕей,  апі  опе  роѕвібіе  Бепейі  мі  Ве

 Бгеаќег  іпіеШірепсе  апі  ѕорһіѕіісайоп  ароші  Іегагу  ѕиррогі.

 Оріітіѕт  аБоші  ќе  бибшге  поќуіќћвіапдіпр,  і  «ошй  вії  ће

 поіей  аі  гіврейі  јигіев  аі  ССІМ  ќитей  фот  ошг  арріісаїіоп  Гог

 Зїхіф  (1975)  апӣ  Ей  (1978),  Боќћ  те  јеорагаіліпр  ош  зегиісе.

 РОВИСАТІОМ$

 Ј.  Кот,  Вісһагі  Коѕіеіапеіг,  Вшіћ

 Кгашѕв,  Вагбага  Јо  еег,  Вісһагі  Гуоп,

 КоБіп  Маромап,  Вісһагі  МеНгег,  Міке

 Меіг,  Сагу  Мооге,  Тот  Оскетсе,

 Сетепіе  Райіп,  Вет  Рогіет,  ЕІу  Катап,

 Каќһу  Ѕсһепке!,  ЕШзулогіћ  Ѕпуйег,  АІап

 Ѕопаћеіт,  Шу  Ѕоуагу,  Вопа!й  $раіг,

 Еу  Ѕоск,  Ѕћагоп  ЅіосКіеу,  Ѕигаппе

 ЅаІетКо,  Веізу  МаПасе,  Ѕїап  УапЛег-

 Веек,  Мапсу  Мо!ѓ,  Місһоіаз  7штбгцер.

 Тпіға  АззетЫіпе,  сотрііей  Бу  Вісһагі

 Козѕіеіапеіт,  Непгу  Кога,  Міке  Меіг,

 1972.  280  рр.,  81  х  11,  ѕідехііісћей.

 Соует  Бу  Міке  Меіг.  Ргеѓасе  Бу  Кісһагі

 КоѕіеІапеіг.  СоШајей  апі  Бошпд  Бу  ап

 апопутоиѕ  Йгетап  апд  і  атііу,

 Ргоуідепсе,  КІ.  Сопігібиіог:  Тот

 Аһет,  Адеіе  Аійгіе,  Віаіг  Н.  Аел,

 Місһае!  Апдге,  Магу  Азһіеу,  Папа

 Аіксһеу,  Јапе  Ацеиѕйіпе,  Јоћп  Ваідев-

 загі,  Ме  Ваідуііп,  Ѕіапіеу  Вете,

 Агіһшг  Віпдег,  Јеапіе  Віаск,  Поцеіав

 ВіазеК,  Вођу  ВопЬоп,  Јегті  Воло,

 Іем  Сагзоп,  Магуіп  Соһеп,  Јеал-

 Јасдиеѕ  Согу,  Сога!  Стоѕтал,  Іее  Ге-

 Јаѕи,  Мау  Гере,  Јоһи  Оомд,  Неел

 ОиБегѕіеіп,  ВивзеШ  Ейзоп,  Кеп  Ргіей-

 тап,  Јол  Рштіуа!,  Магјогіе  Сатѕо,

 Јосћеп  Сега,  Ейгаћеѓ  Сіпзђеге,  Оапіеіа

 Сіоѕеїїї,  Апіћопу  Ј.  Спаг2о,  СР  Стаһат,

 Копа!й  &  Веаітісе  Стовз,  Вопі  Ноїїтап,

 Гау  Оеі  Нотрѕоп,  М№еізоп  Номе,  Вшћ

 ЈасоБу,  Ато  Кагіеп,  Ѕїерћеп  Місһае!

 Каісһег,  №.  Віет  Кегп,  Апагеа  Кігс-

 теіег,  Ѕһоісћі  КіуокКама,  Вагата  Клі,

 Реіег  Корег,  Непгу  Когп,  Вісһагі  Ковіе-

 Тапеіг,  Киіћ  Ктаѕ,  Јатеѕ  Ктизое,  Аг-

 шг  Гаутег,  Вісһагі  Гуопз,  Вісһагі

 Маіћемѕ,  Вагу  &  Магу  МеСаШоп,

 Вісһагі  Меһгег,  МіКе  Меіг,  Місһеіпа

 Меіг,  Вісһагі  Меуегз,  Сугі  Мііе,

 Ѕішагі  МіШх,  Сагу  Мооге,  Тот  Оскегсе,

 Тот  Окоп,  Номага  РЛапгег,  Місһае!

 Јоѕерћ  РіШрѕ,  Вет  Рогјег,  Јопаќћап

 Ртісе,  Еу  Катал,  ВосһеШе  Каіпег,

 Стасе  Воопеу,  Ѕагепсо,  Согіппе  Ѕауеёг,

 Кау  Ѕсћепке!,  Вапу  Ѕсһуагіг,  Мапсу

 Ѕсоіќ,  Уаіегіе  Нагтз  Ѕһееһап,  Коп  $іі-

 тап,  Сеогге  Огшу  Ўтйћ,  ЕШмогіћ

 Ѕпуйег,  Аал  Ѕопаћеіт,  Вопаій  $раіг,

 Етіе  Ѕотасћ,  Ѕигапле  $1етКо,  Раі

 Тауеппег,  Раш  Уіої,  Кейїћ  МаІйгор,  Ко-

 тагіе  Маійгор,  Ѕһігіеу  МЖоодѕоп,  Агіепе

 7еКомкі,

 Еоигіћ  АѕзетЫіпе,  сотріїей  Бу  Вісһ-

 агі  Козіеіапеі,  Непгу  Когп,  Міке  Мег,

 1973.  274  рр.,  8  х  11,  ѕідеііїсћед.  Со-

 үег  Бу  Міке  Меіг.  Ртеѓасе  Бу  Вісһагі

 Коѕіеіапеіт.  Сойаіей  апі  Бошпі  Бу

 СЕГ,  Іпс.,  Рогі  Сһехіег,  МҮ.  СопітіВиіог:

 Вођ  АаЬ,  Адеіе  Аійгідее,  Јале  Аириѕііле,

 Вгисе  Апагемѕ,  Магу  Аѕһеу,  Вагђага  Ваг-

 аскз,  Айгіапле  Віце,  Веаш  Секіе,  Јеапіе

 Віаск,  Веќіу  Вгевві,  Оопаій  Виру,  Пер

 Саѕеу,  Пауій  Сһігііп,  Сіїу,  Меёсһет  Сорр,

 Јеап-Јасдиез  Согу,  СоІопе!  Стаскег,

 Ѕігауоз  Гейріогрів,  Майу  Переми,  АІбегі

 таке,  Неіеп  Оибетзіеіп,  Вотео  Лтту

 ирге,  М.Ј.  Еіеуіісћ,  Егіс  Ееідегтап,

 Ниећ  Бох,  Ѕіу  Седегіпг  Еох,  Оачій

 тапк,  Сһгівкорћег  Егапке,  Зивап  Саі-

 Іаећег,  Кеплеќһ  Сапреті,  Оапіеіа  Сіозеі-
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 PUBLICATIONS

 fi,  Anthony  J.  Gnazzo,  Klaus  Groh,  CP-

 Graham,  Bill  Harris,  Bob  Heman,  Nancy

 Henderson,  Dick  Higgins,  Roni  Hoffman,

 Davi  Det  Hompson,  Robert  Horvitz,  Joe

 Johnson,  Annson  Kenny,  Shoichi  Kiyo-

 kawa,  Konglomerati  [Richard  Mathews

 and  Christine  &  Steve  Smith],  Debi

 Kops,  Henry  Korn,  Richard  Kostelanetz,

 Ruth  Krauss,  Herbert  Krohn,  Carol  Law,

 Alan  Fred  Levine,  Thomas  Macauley,  Mad

 Dog,  Robin  Magowan,  Aaron  Marcus,

 Tim  McDonough,  David  Melnick,  Richard

 Meltzer,  Nina  Mende,  Maurizio  Nannucci,

 F.A.  Nettelbeck,  Northwest  Mounted

 Valise  [Stu  Horn],  Jim  Peters,  Rebecca

 Rass,  Rochelle  Ratner,  Joe  Ribar,  Kathy

 Schenkel,  Nancy  Scott,  G.P.  Skratz,

 Alison  Sky,  Pauline  Smith,  Phil  Smith,

 Ellsworth  Snyder,  Alan  Sondheim,  Pat

 Tavenner  [with  Irene  Dogmatic  &  Opal

 Nations]  ,  Miroljub  Todorvic,  Rodham

 Elliott  Tulloss,  Timm  Ulrichs,  Walter

 Whiz,  Michael  Wiater,  Chester  L.  Wick-

 wire,  Jeffrey  Winke,  Steve  Zwint.

 Exact  Change,  by  Henry  James  Kom,

 1974.  24  pp.,  8%  x  11,  perfectbound.

 His  initial  collection  of  short  stories.  Co-

 ver  by  Mike  Metz,  incorporating  an  offset

 lithograph  by  Scott  Hyde.  Dedicated  to

 Joan  [Korn].  Printed  by  Mouner  Offset,

 Staten  Island,  NY,  in  an  edition  of  three

 hundred  copies.  Contents:  The  Con-

 demned  of  Altoona,  The  History  of

 France,  Four  Dreams  Dreamed  by  the

 Girl  Who  Ate  Three  Desserts,  King  Kong

 in  the  Kitchen,  One  Thing  Precisely

 Clear,  The  Pontoon  Manifesto,  Tampa-

 June  2,  1898,  Dogs  in  War,  Low  and  Be-

 hold.

 Lists,  by  Jean-Jacques  Cory,  1974.  32

 pp.,  51⁄2  x  8%,  saddlestitched.  His  initial

 collection  of  poems  and  stories.  Cover

 designed  by  the  author.  Dedicated  to

 Kenneth  Gangemi.  Printed  by  the  Print

 Center,  Inc.,  Brooklyn,  NY,  in  an  edition

 of  one  thousand  copies,  twenty-six  of

 which  were  signed  and  lettered  by  the

 author,  Contents:  Also  by  the  Author,

 Soliloquy,  Two  Extended  Meditations,

 Testimonial,  Fictions  of  Leadership,  Xan-

 thaline,  Education,  Tripping,  Account,

 Form,  Mountains  I  Have  Scaled,  My  Very

 Favorite  Authors,  Ambiguities,  Enrich-

 ments,  Serial  Shufflings,  Possible  Pseudo-

 nyms,  Reflections  of  Herman  Kahn,

 Lackeys,  Memories.

 Model/Hideout,  by  Mike  Metz,  1974.

 32  photographs  with  handwriting,

 6  3/8  x  5,  sidestitched  in  six  booklets,

 gathered  into  a  manila  envelope.  Docu-

 mentation  of  process-situational  art.

 Printed  by  Spotlight  Press,  Staten  Is-

 land,  NY,  in  an  edition  of  200  copies.

 [Out  of  print,  1978.]

 AsIfa  “Footnote”!  to  the  Final

 Glory.  ..…,  by  Donald  Porter.  15  pp.,  51⁄2

 x  8%,  saddlestitched.  A  magnificently

 complex  fiction  about  footnoting.  Dedi-

 cated  to  “D.T,  who  liked  it.”  Designed

 by  the  Mulberry  Street  Typehouse,  New

 York,  NY.  ISBN:  0-915066-09-2.  Printed

 FURTHER  NOTES

 (The  judges  for  the  latter  were  Hugh  Fox,  Charles  Plymell,  David

 Wilk,  Ines  Hernandez  Tovar,  and  Paula  Gunn  Allen.)  Several

 projects  we  proposed  to  the  NEA’s  literature  program—a  particular-

 ly  scandalous  operation—never  happened;  and  since  our  general

 purpose  is  making  public  things  that  might  otherwise  remain  pri-

 vate,  we  are  reprinting  our  rejected  applications  in  the  pages  ahead.

 One  good  idea,  proposed  to  the  NEA  in  both  1976  and  1977,  is

 the  publication  of  A  Critical  Assembling.  Since  many  experimen-

 tal  writer/artists  were  making  theoretical/critical  statements,  we

 suggested  that  previous  contributors  to  Assembling  be  invited  to

 submit  “no  more  than  four  camera-ready  pages,  81⁄2  x  11”,  of  criti-

 cal  commentary  on  radical/experimental  tendencies  in  contempo-

 rary  literature.”  In  contrast  to  previous  Assemblings,  which  re-

 quired  the  invited  contributors  to  print  their  own  pages,  we  now

 proposed  “to  print  their  contributions  ourselves  and  bind  them  in-

 to  1500  books,  approximately  600  pages  in  length,  returning  at

 least  two  copies  apiece  to  each  contributor.”  Although  we  re-

 gretted  the  loss  of  different  papers  and  printing  styles—a  hallmark

 of  Assembling—we  also  recognized  it  would  be  economically  ad-

 vantageous  to  gang-print  several  pages  at  once  in  signatures.  “We

 believe  that  the  result  of  this  development  in  the  continuing  edi-

 torial  experiment  of  Assembling  will  be  an  unprecedented  sympo-

 sium  of  unparalleled  range,  quality,  and  honesty  of  American

 thinking  about  literary  possibility.”  This  proposal,  needless  to  say,

 was  rejected,  and  we  reprint  it  primarily  to  give  an  idea  of  a  parti-

 cular  cultural  possibility  that  was  squashed  by  U.S.  literary  fund-

 ing  agencies.

 In  1977,  we  applied  to  the  initial  book-publishing  contest  of

 the  New  York  State  Council  on  the  Arts.  Here  we  proposed  to  do

 not  only  the  Critical  Assembling  mentioned  before,  but  also  an

 anthology  of  North-American  text-sound  art  (reflecting  research  I

 did  under  an  NEA  “services”  grant)  and  a  definitive  collection  of

 Henry  James  Korn’s  short  fiction.  Here  too  we  fell  victim  to  a  se-

 lection  process  that  had  from  its  beginning  been  scandalously  rigged;

 we  had  as  much  chance  of  success  as  the  most  talented  Jews  in

 Saudi  Arabia.  The  NYSCA  literature  panel  had  not  recently  in-

 cluded  anyone  particularly  sympathetic  to  experimental  work.  In

 1976-77,  it  had  indicatively  refused  to  refund  a  sound-poetry-pro-

 ducing  program  that  had  won  for  its  sponsor,  WXXI-FM  in

 Rochester,  an  award  from  the  Corporation  for  Public  Broadcasting

 for  innovative  local  programming.  This  award  signaled  that  full-

 time  professionals  regarded  this  program  as  the  best  in  the  nation,

 and  the  tapes  made  at  WXXI  were  broadcast  both  nationally  and

 internationally.  Obviously,  this  sound-poetry  program  was  killed

 for  being  both  excellent  and  experimental;  for  as  I  pointed  out  be-

 fore,  nothing  is  more  vulnerable  in  literary  funding  than  excellence

 that  is  not  tied  to  power.  (That  NYSCA  panel  for  1976-77  in-

 cluded  no  one  from  upstate  New  York  either.)

 Instead,  the  New  York  State  literary  program  had  since  its

 founding  in  1973  been  rigged  to  favor  a  particular  recipient,  Poets

 &  Writers,  Inc.,  headed  by  Galen  Williams,  who  was  a/so  the  prin-

 cipal  consultant  in  the  creation  of  the  NYSCA  literature  program

 in  1973-74.  It  was  Williams  who  personally  invited  June  Fortess,

 her  successor  through  an  earlier  position,  to  be  the  acting  director

 of  the  NYSCA  literature  program;  the  Council  later  confirmed  her

 appointment  as  permanent  director.  In  1973-74,  during  Ms.  Wil-

 liams’s  consultancy,  a  panel  of  supposedly  disinterested  “experts”
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 was  created  to  judge  applications.  In  the  following  year,  the  first

 of  Fortess’s  administration,  eight  of  the  eight  panelists  were  part

 of  the  original  panel;  in  1975-76,  seven  of  the  nine;  in  1976-77,

 four  of  the  nine;  and  in  1977-78,  two  of  the  ten.  These  statistics

 suggest  that  Ms.  Fortess  had  simply  perpetuated  the  presence  of

 her  patron’s  people.  On  the  surface,  such  constancy  in  member-

 ship  violates  the  familiar  principles  of  conflict-of-interest  and  per-

 sonnel-rotation.

 However,  no  one  could  credit  NYSCA-Literature  with  following

 the  rules.  Although  the  official  Memorandum  of  the  NYSCA  Exe-

 cutive  Director,  Robert  Mayer,  writing  April  20,  1977,  says  that

 panelists  may  “remain  on  the  panel  up  to  a  maximum  of  three

 years,”  one  panelist  for  1977-78,  Viċtor  Navasky,  was  then  in  his

 fourth  year  and  another,  Donald  Barthelme,  scarcely  a  scrupulous

 soul,  was  then  in  his  fifth  year.  If  literary  panelists  and  adminis-

 trators  cannot  read  the  rules,  one  wonders  whether  they  are  read-

 ing  anything  else  NYSCA  presents  to  them.  (The  other  eight  panel-

 ists  for  that  year,  who  found  it  worthwhile  to  wink  at  the  rule-

 breaking,  were  Jane  Cortez,  Bill  Katz,  Alison  Lurie,  Julio  Marzan,

 Frances  McCullough,  Nancy  Milford,  Al  Poulin,  Jr.,  and  George

 Quasha.  The  fact  that  most  of  them  work  as  teachers  or  editors

 makes  one  wonder  how  scrupulously  they  read  on  the  job.  The  pre-

 dominance  of  mediocrities,  representing  mediocre  interests,  seems  in

 this  context  a  subtle  device  to  eliminate,  rather  than  encourage,  real

 debate.)

 To  the  surprise  of  no  one,  Poets  &  Writers,  Inc.  has  received  a

 pig's  share  of  the  available  NYSCA  literature  funds.  In  1975-76,

 $152,000  of  the  total  literature  budget  of  $560,000  went  to  this

 organization  (which  had  formally  requested  $175,000);  in  1976-

 77,  when  the  literature  budget  was  trimmed  to  $474,343,  Poets  &

 Writers  received  a  whopping  $148,000  (of  their  request  for'$150,-

 000).  No  other  arts  organization  in  New  York  State  takes  as  large

 a  percentage  of  any  departmental  pie  as  Poets  &  Writers,  Inc.  A

 press  release  from  NYSCA  (Dec.,  1976)  decribes  this  148  grand  as

 “providing  fee  money  to  poets  and  writers.”  However,  even  this

 Statement  is  characteristically  disingenuous.  In  fact,  these  grants

 provided  Poets  &  Writers,  Inc.  (which  is  scarcely  synonymous  with

 “poets  and  writers”)  with  $60,650  (of  $152,000)  for  its  own  ad-

 ministrative  costs  in  1975-76  and  $68,000  (of  $148,000)  in  1976-

 77.  It  would  not  be  unreasonable  to  conclude  that  the  literature

 Program  has  from  its  origins  been  rigged,  in  the  selection  of  both

 118  program  director  and  its  grants  jury,  to  insure  that  Poets  &

 Writers,  Inc.,  gets  nearly  all  the  funds  and  45%+  administrative  ex-

 Penses  it  requests.  The  collaborators  in  this  rip-off  must  have  been

 n0t  only  the  senior  administrators  at  NYSCA—Barbara  Haspiel,

 June  Fortess,  Peter  Bradley  (since  departed)  and  Robert  Mayer

 (who  is  unquestionably  negligent  about  enforcing  his  own  rules),

 but  the  “literature  sub-committee”  of  the  Council  itself—the  novel-

 1st  Kurt  Vonnegut,  1976-78;  Arthur  Levitt,  Jr.,  president  of  the

 American  Stock  Exchange,  1973-79;  Kitty  Carlisle  Hart,  currently

 “chairman”  of  NYSCA,  1973-77;  and  M.  Irene  Fugazy,  whom  NY-

 CA  describes  as  “in  charge  of  instructional  television  for  the  Arch-

 diocese  of  New  York,”  1977-79.  Whether  they  are  accomplices  in

 crime  only  the  courts  can  tell;  meanwhile,  there  is  no  doubt  that

 31y  organization  affiliating  with  these  people  in  the  future  inherits

 their  tarnished  reputations.  One  assumption  is  that  most  of  them  as-

 PUBLICATIONS

 by  the  Print  Center,  Inc.,  Brooklyn,  NY,

 in  an  edition  of  one  thousand  copies,

 twenty-six  of  which  were  signed  and  let-

 tered  by  the  author.

 Recyclings,  by  Richard  Kostelanetz,

 1974.  64  pp.,  51⁄4  x  844,  saddlestitched.  A

 literary  autobiography,  recapitulating

 writings  from  the  years  1959  to  1967,  in

 scrupulously  nonsyntactic  prose.  Designed

 by  the  author.  Dedicated  to  “John  Cage,

 Father  Generator.”  Typesetting  by  Row-

 ena  Nichols,  Kansas  City,  MO.  Negatives

 by  the  Print  Center,  Inc.,  Brooklyn,  NY.

 Printed  by  Karl  Young,  Membrane  Press,

 Milwaukee,  WI.

 Fifth  Assembling,  compiled  by  Richard

 Kostelanetz,  Henry  James  Korn,  Mike

 Metz,  1974.  284  pp.,  8%  x  11,  sidestitched.

 Cover  by  Mike  Metz.  Preface  by  Richard

 Kostelanetz.  Collated  by  GFI,  Inc.,  Port

 Chester,  NY.  Contributors:  Blair  H.  Allen,

 Theresa  Allen,  Beth  Anderson,  Eric  Ander-

 son,  Bruce  Andrews,  Roy  Arenella,  Ascher/

 Straus,  Mary  Ashley,  John  M.  Bennett,

 Jerry  Bonbon,  Sean  Bradley,  Betty

 Bressi,  Lief  Brush,  Deb  Casey,  Allan

 Coleman,  Geoffrey  Cook,  Michael  Coo-

 per,  Fletcher  Copp,  Jean-Jacques  Cory,

 Lee  DeJasu,  Stravos  Deligiorgis,  Wally

 Depew,  Barbara  Drake,  Patricia  Elliott,

 Craig  Ellis,  Roger  Erickson,  Loris  Essary,

 Ira  Fader,  L.S.  Fallis,  William  N.  Farley,

 Peter  &  Sandra  &  David  Fiore,  David

 Franks,  Daniela  Gioseffi,  Anthony  Gnaz-

 zo,  Roberta  Gould,  CPGraham,  Klaus

 Groh,  Bob  Heman,  Roni  Hoffman,  Davi

 Det  Hompson,  Scott  Hyde,  James  [Tur-

 cott],  Joe  Johnson,  Stephen  Katcher,

 Shoichi  Kiyokawa,  Henry  James  Kor,

 Richard  Kostelaretz,  Ruth  Krauss,  Her-

 bert  Krohn,  Maris  Kundzins,  Thorbjørn

 Lausten,  Donald  Lipsky,  Christopher

 Lonc,  Charles  Lynch  &  Jeff  Way,

 Thomas  Macauley,  J.O.  Mallander,  Bruce

 McAllister,  David  Melnick,  Richard  Melt-

 zer,  Michael  and  Shiva  [Michael  Sheridan

 &  Anne  Queeney|  ,  Claire  Moore,  Gary

 Moore,  F.A.  Nettelbeck,  Valery  Oisteanu,

 Victor  Ourin,  Frank  Parman,  Richard

 Pierson,  Bern  Porter,  W.R.  Prescott,  Jon-

 athan  Price,  Rochelle  Ratner,  Sylvia

 Salazar  Simpson,  Spencer  Seidman,  Ron

 Silliman,  G.P.  Skratz,  Alison  Sky,  Phil

 Smith  &  Robin  Person,  Tabloid  Story

 [Colin  Talbot,  Michael  Wilding,  Frank

 Moorehouse,  Carmel  Kelly],  Ian  Tarn-

 man,  John  Vieira,  Seth  Wade,  Hannah

 Weiner,  J.M.  Yeager,  Karl  Young,  Paul

 Zelevansky,  Larry  Zirlin.

 Proceedings  of  the  National  Academy  of

 the  Avant  Garde,  by  Henry  James  Kor,

 1975.  29  pp.,  5⁄2  x  8%,  saddlestitched.

 Sub-title:  “Administering  the  Coup  de

 Grace  to  the  American  Reality  Consen-

 sus.”  Dedicated  to  “Cosmos,  Flavor  &

 Rhythm.”  ISBN:  0-915066-19-2.

 Library  of  Congress  Catalog  No.  75-298-

 98.  Printed  by  the  Print  Center,  Inc.,

 Brooklyn,  NY.  Contents:  Introduction,

 The  Arts,  Agriculture,  Automotive  Sup-

 plies,  Business  Aids,  City  Planning  Con-

 cepts,  Clothing,  Cultural  Institutions,
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 Death,  Entertainment,  Food,  Garden,

 Health,  Home,  Leisure-Time  Services,  Pet

 Products,  Politics,  Reference  Works,  Re-

 ligion,  Time,  Toys,  Transportation  and

 Travel,  Appendix.

 The  Pontoon  Manifesto,  by  Henry  James

 Korn,  1975.  5  x  3,  33  cards,  wrapped  in

 paper.  Fictional  beginnings  to  be  shuffled

 and  read  in  any  order.  Typeset  by  Larry

 Zirlin.  Printed  at  the  Print  Center,  Inc.,

 Brooklyn,  NY,  in  an  edition  of  one  hun-

 dred  copies  sealed  in  gold;  and  thirty-six

 further  copies,  twenty-six  of  which  were

 individually  signed  and  lettered  and  seal-

 ed  in  red,  and  ten  of  which  were  artist’s

 proofs.

 Modulations,  by  Richard  Kostelanetz,

 1975.  28  images,  3  x  3⁄4,  accordion  book.

 A  constructivist  novella  that  can  be  read

 from  front  to  back  and  front  again,  De-

 signed  and  drawn  by  the  author.  Printed

 at  the  Print  Center,  Inc.,  Brooklyn,  NY,

 in  an  edition  of  three  hundred  copies  on

 yellow  cardstock.  Twenty-six  copies  were

 signed  and  lettered  by  the  author.

 Come  Here,  by  Richard  Kostelanetz,  1975.

 20  pp.,  5  x  7,  saddlestitched.  An  erotic

 visual  fiction  that  the  U.S.  copyright  office

 refused  to  certify  on  the  grounds  that  it

 “lacks  copyrightable  artistic  expression.”

 Co-published  with  the  Cookie  Press,  Des

 Moines,  IA.  Designed  by  the  author.

 Dedicated  to  JoAnne  Akalaitis.  Typeset

 and  printed  by  Fred  Truck,  Des  Moines,

 IA,  in  an  edition  of  two  hundred  copies.

 Twenty-six  copies  were  signed  and  lettered

 by  the  author.

 Extrapolate,  by  Richard  Kostelanetz,

 1975.  3%  x  3%,  accordion  book.  A  se-

 cond  constructivist  novella,  in  an  accor-

 dion  format,  that  can  likewise  be  read  in

 either  direction.  Co-published  with  Cook-

 ie  Press,  Des  Moines,  IA.  Designed  by  the

 author.  Printed  by  Fred  Truck,  Des

 Moines,  IA,  in  an  edition  of  three  hun-

 dred  copies  on  white  stock  and  twelve

 copies  on  brown  stock;  the  latter  copies

 were  signed  and  numbered  by  the  au-

 thor.

 Manifestoes,  by  Richard  Kostelanetz,

 1975.  17  x  22  poster.  The  initial  image

 in  Visual  Language,  enlarged.  Printed  by

 the  Print  Center,  Inc.,  Brooklyn,  NY,  in

 an  edition  of  six  hundred  copies  in  yel-

 low  cardstock  and  eighty  copies  on  red

 cardstock;  the  latter  copies  were  signed

 and  numbered  by  the  author.

 Sixth  Assembling,  compiled  by  Henry

 Korn,  Richard  Kostelanetz  and  Mike

 Metz,  1975.  288  pp.,  8⁄4  x  11,  side-

 stitched,  Cover  by  Denis  Boyles.  Pre-

 face  by  Richard  Kostelanetz.  Collated

 and  bound  by  Maryland  Writers  Council,

 Baltimore,  MD.  Contributors:  Bob  Aab,

 Carla  Adams,  Tom  Ahern,  Blair  H.  Allen,

 Terrence  Ames,  Beth  Anderson,  Martine

 Arenella,  Ascher/Strauss,  Jane  Augustine,

 Mark  Axelrod,  Anna  Banana,  Allan  Bealy,

 Roy  R.  Behrens,  John  M.  Bennett,  How-
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 sume  that  never  again  will  they  be  hired  to  work  in  public  culture.

 Inevitably,  even  petty  racketeers  elsewhere  in  the  industry  will  never

 forgive  them  for  “blowing  the  business.”

 Assembling  Press  was  not  included  in  the  NYSCA  funding  for

 1977-78,  needless  to  say;  and  the  reason  given  me  by  Barbara  Has-

 piel,  the  director  of  the  division  that  includes  literature,  was  that

 the  literature  sub-committee  had  “ruled”  against  funding  any

 presses  whose  applications  included  books  authored  by  their  prin-

 cipals.  This  previously  unannounced  exclusionary  rule  might  be

 more  credible  if  it  were  scrupulously  true.  However,  examination

 of  NYSCA’s  own  files  reveals  that  top  prizes  in  the  same  sweep-

 stakes  went  to  three  small  presses  that  violated  either  the  letter  or

 the  spirit  of  this  jerry-built  rule:  Reed,  Cannon  &  Johnson,  whose

 two-book  application  included  a  history  by  the  name  partner,  Joe

 Johnson,  that  will  feature  Messrs.  Cannon  and  Reed;  TVRT,  whose

 application  included  two  books  by  Leandro  Katz,  a  principal  of  the

 press  from  the  beginning  and  a  long-term  resident  of  its  official  pre-

 mises;  and  Cherry  Valley  Editions,  officially  run  by  Pamela  Beach

 Plymell,  to  do  two  books  and  a  record  by  her  husband  Charles,  two

 books  of  translations  by  her  mother  Mary  Beach,  and  another  book

 by  her  mother’s  long-term  paramour  Claude  Pelieu-Washburn!  None-

 theless,  with  respect  to  our  application,  the  NYSCA  “rule”  was  ap-

 proved  by  the  literature  panel,  the  literature  sub-committee,  and

 finally  by  the  Council  itself,  all  of  whom  were  either  collaborating

 or  conned  into  collaborating  in  some  disingenuous  business.  Char-

 acteristically,  the  numbskulls  of  NYSCA  show  no  more  integrity  in

 obeying  unwritten  rules  thari  written  ones.

 With  so  much  evidence  of  malfeasance,  Assembling  Press  pro-

 tested  to  the  Council,  but  there  was  no  reply  beyond  Arthur  Lev-

 itt’s  acknowledgement  that  he  had  received  and  “forwarded  these

 materials  to  the  Council  for  its  review.”  Repeated  attempts  to

 reach  him  by  telephone  have  not  been  successful,  and  either  he  is

 not  conscientious  about  returning  calls  or,  as  an  investment  pro-

 fessional,  he  does  not  think  his  reputation  is  worth  a  dime.  (Ms.

 Haspiel  doesn’t  return  calls  either,  even  though  hers  are  free.  She

 must  think  her  reputation  worth  nothing.)  The  next  question  is  why

 such  a  scandal-ridden  public  organization  chose  to  enter  our  history

 in  such  a  self-revealing,  self-defeating  way?  The  most  persuasive  ex-

 planation  appears  to  be  this:  Once  public  officials  are  permitted  to

 get  away  with  the  abuse  of  power,  they  become  drunk  on  their  007-

 ing  arrogance.  I  exposed  this  and  other  chicanery  in  a  booklet  enti-

 tled  Grants  &  the  Future  of  Literature  (RK  Editions,  1978);  still

 there  was  no  reply  from  anyone  connected  with  NYSCA.  So,  un-

 able  to  obtain  justice  in  polite  ways,  we  hired  a  lawyer  who  filed  an

 appropriate  complaint,  and  received  a  reply  from  NYSCA’s  counsel,

 Harvey  Horowitz,  proposing  a  meeting,  May  31,  1978,  at  which  I  re-

 iterated  NYSCA’s  sins  and  proposed  that  since  we  were  explicitly

 cheated,  Assembling  Press’s  application  for  1977-78  should  be  fully

 funded.  There  was  no  response  at  the  time,  other  than  the  perfunc-

 tory  promise  of  one.  As  Assembling  Assembling  goes  to  press,  siX

 weeks  after  our  meeting,  nothing  else  has  come  our  Way.

 Why  is  there  such  continued  silence  in  the  face  of  mounting  evi-

 dence  and  further  exposure?  How  can  NYSCA  accept  such  a  devas-

 tation  of  its  reputation  without  a  rejoinder?  How  large  must  the

 “take”  be  to  make  such  silence  worthwhile?  Why  did  an  organiza-

 tion  with  so  much  to  hide  choose  to  enter  our  history  with  its  un-
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 derpants  draped  around  its  ankles?  Why?  The  most  obvious

 conclusions  are  that  its  officials  suffer  from  the  unacceptable  ar-

 rogance  of  power  and,  more  important,  that  such  malfeasance  is

 not  an  isolated  incident,  as  I  initially  thought,  but  something  so

 deeply  engrained  and  pervasive  at  NYSCA,  from  its  bottom  to  its

 top,  that  self-extraction  is  impossible;  the  literature  program  is  the

 tip  of  a  dirty  iceberg  that  they  feel  must  be  hidden  at  all  costs.

 Even  though  our  experience  has  heuristic  value  in  exposing  the  hy-

 pocrises  of  NYSCA,  the  ultimate  purpose  of  Assembling  Press  is

 not  documentation  of  cultural  corruption—that  is  a  secondary

 “achievement—but  the  publication  of  major  books.  This  and  other

 anecdotes  are  told  to  expose  the  “circumstances  beyond  our  con-

 trol”  that  have  forbid  us  to  accomplish  as  much  as  we  wanted,  or

 could  have,  or  probably  should  have.  These  stories  portray,  let  no

 one  doubt,  the  real  world  in  which  Assembling  Press  has  managed

 to  do  what  it  has  done.

 The  business  of  Assembling  Press  is  publishing,  not  unpublishing,

 which  is  instead  the  business  of  censorship.

 In  1977,  we  also  responded  to  an  NEA  sweepstakes  for  large-

 scale,  three-year  support  with  a  proposal  for  a  three-stage  Grand

 Assembling.  For  the  first  year,  we  figured  that  we  could  invite  all

 previous  contributors  to  Assembling  to  send  no  more  than  two  8%

 x  11”  pages,  camera-ready  for  offset  printing,  of  whatever  they

 wanted  to  include;  and  we  would  print,  without  exception,  as  be-

 fore,  all  their  contributions  alphabetically  into  a  book.  Estimating

 that  nearly  all  of  those  invited  would  contribute  to  this  new  Grand

 Assembling,  we  calculated  there  would  be  a  600-page  book,  in  an

 edition  of  1500  copies.  Each  contributor  would  get  gratis  two  cop-

 ies,  and  the  remainder  would  be  sold  off,  mostly  to  libraries,  who

 would  find  such  a  compendious  anthology  a  particularly  valuable

 document.

 For  the  following  year,  I  envisioned  that  we  could  raise  the  quo-

 ta  and  invite  all  the  previous  contributors  to  submit  no  more  than

 three  camera-ready  pages  to  a  thousand-page  book,  also  8%  x  11”.

 Taking  the  next  giant  step  (to  which  the  avant-garde  is,  alas,  prone),

 I  imagined  that  for  the  third  year  we  could  invite  S00  writers  and

 artists—not  only  previous  contributors  but  prospective  ones  as  well

 —to  produce,  at  no  more  than  four  camera-ready  pages  apiece,  a

 book  1800  pages  in  length,  in  our  standard  8/2  x  11”  format,  in  an

 edition  of  1500  copies,  one  of  which  would  go  to  each  contributor.

 As  a  model  of  publishing  possibility  that,  with  sufficient  support,

 could  be  repeated  every  year  thereafter,  this  Grand  Assembling

 would  surely  be  the  most  elaborate  anthology  of  current  alterna-

 tives  produced  anywhere  in  the  world.  Nearly  the  size  of  the  Man-

 hattan  telephone  directory,  it  would  serve  an  incomparably  large

 number  of  people,  including  nearly  everyone  in  America,  if  not  in

 Other  countries  as  well,  who  is  doing  radically  experimental  work;

 and  the  initial  distribution  would  be  to  a  large  audience  of  one's

 like-minded  peers.  Indeed,  this  Grand  Assembling  would  just  as

 surely  be  the  most  extraordinary  annual  ever  produced  in  this

 COuntry—better  than  the  American  Caravan  of  1927-36,  better  even

 than  the  great  New  Directions  annuals  of  three  decades  ago.  This

 Grand  Assembling  would  be  the  kind  of  book  that  one  would  take

 a  whole  year  to  read.  Needless  to  say  perhaps,  it  too  was  simply

 t00  good  for  the  folks  at  the  NEA  which  funded,  instead,  a  spate

 Of  academic  magazines  that  contribute  nothing  to  the  future  of

 literature  and  thus  live  only  on  dusty  library  shelves.  Given  the
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 ard  Berland,  Stanley  Berne,  Jeff  Berner,

 Denis  Boyles,  Boby  B.  Bonbon,  John

 Bradley,  Richard  Bronson,  Donald  Burgy,

 A.F.  Caldiero,  Deb  Casey,  Grace  Caval-

 ieri,  Allan  Coleman,  Geoffrey  Cook  &  Lew

 Thomas,  Jean-Jacques  Cory,  Peter  Cos-

 grove,  Robin  Crozier,  John  Dahl,  Bob

 Davis,  Lee  DeJasu,  Wally  Depew,  Stavros

 G.  Deligiorgis,  Albert  Drake,  Barbara

 Drake,  Jerry  Dreva,  Veronica  Drew,  Gary

 Elder,  John  W.  English,  Loris  Essary,

 Peter  Fiore,  Manuel  Fishman,  David

 Franks,  Ken  Friedman,  Bill  Gaglione  &

 Tim  Mancusi,  Guy  Gauthier,  Daniela  Gio-

 seffi,  James  Grauerholz,  Klaus  Groh,

 Richard  F.  Haines,  Bob  Heman,  Davi  Det

 Hompson,  J.  Hyder,  Joe  Johnson,  Hans-

 Werner  Kalkmann,  T.J.  Kallsen,  Wayne

 Kato,  Jerome  Klinkowitz,  Keren  Korell,

 Henry  Korn,  Richard  Kostelanetz,

 Herbert  Krohn,  Mark  Loeffler,  Bertrand

 Lachance,  Germaine  Lanaux,  David  Len-

 son,  Harley  Lond,  Thomas  Macauley,

 Tom  Martin,  Joan  Mathews,  Bruce  McAl-

 lister,  Jim  McDonald,  Media  Free  Times,

 R.  Meltzer,  Cyril  Miles,  Claire  Moore,

 John  Morgan,  Stephen  Morrissey,  Tom

 Ockerse,  Liam  O'Gallagher,  P.J.  O'Rourke,

 W.T.  Overgard,  Michael  Joseph  Phillips,

 Richard  Pierson,  Charles  Plymell,  Bern

 Porter,  Donald  Porter,  Joe  Potts,  Stephen

 Procuniar,  Rivka  Rass,  Rochelle  Ratner,

 Joe  Ribar,  Clive  Robertson,  Harriet

 Rosenstein,  Jerome  Rothenberg,  Arleen

 Schloss,  Francis  Schwartz,  Mr.  Sensitive

 [D.C.  Landies]  ,  Dee  Shapiro,  Michael

 Sheridan,  Noel  Sheridan,  Brian  Sherman,

 Alison  Sky,  Pauline  Smith,  Ellworth  Sny-

 der,  Edward  Stanton,  James  Taranto,

 Michael  Tate,  R.T.  Thomas,  Helen  Thor-

 ington,  Mark  Tomlinson,  Leonard  Tra-

 wick,  Fred  Truck,  Timm  Ulrichs,  Craig

 Watson,  Michael  Wilding,  Stephen  Wiest,

 Synthony  Wopcock,  Bruce  Wohl,  Ron

 Wray,  “Pure  Art”  [Ernest  “Whiteman”

 Yearning  &  “Beefalo”  Bob  Friedman],

 Joann  Young,  Karl  Young,  Arlene  Zekow-

 ski,  Paul  Zelevansky.

 Rain  Rains  Rain,  by  Richard  Kostelanetz,

 1976.  51⁄2  x  84⁄4,  24  cards,  rubber-banded,

 A  long  poem  as  a  packet  of  cards,  which

 can  be  read  in  any  order.  Designed  and

 drawn  by  the  author.  Dedicated  by  name

 to  twenty-four  anthologists  of  his  poetry.

 Printed  by  the  Print  Center,  Inc.,  Brook-

 lyn,  NY,  in  an  edition  of  one  thousand

 copies  on  white  stock  and  twenty-six

 copies  on  red  stock;  the  latter  copies  were

 individually  signed  and  lettered  by  the

 author.

 Numbers:  Poems  &  Stories,  by  Richard

 Kostelanetz,  1976.  24  pp.,  1114  x  16,

 folded  newsprint.  The  initial  collection

 of  numerical  literature.  Designed  and

 typeset  by  the  author.  Cover  by  the  au-

 thor.  Dedicated  to  Milton  Babbitt.

 Printed  by  Fred  Truck,  Des  Moines,  IA,

 in  an  edition  of  one  thousand  copies.

 Twenty-six  copies  were  signed  and  let-

 tered  by  the  author.  Contents:  Short

 Fiction,  Ambiguity,  Times  Perceived,

 [Untitled  designs],  Numerations,  Olym-

 pian  Progress,  Multiples,  Combinational
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 Rotations,  Seven  Hundred  Thirty,  Steps,

 202,  303,  404,  505,  Fun,  Self-Portrait,

 Two  Thousand  Fifty-Six  [2].

 Muhammed  Ali  Retrospective,  by  Henry

 James  Korn,  1976.  119  pp.,  8  x  8,  per-

 fectbound.  The  times  and  lives  of  a

 heavyweight  king.  ISBN:  0-915066-18-4.

 Library  of  Congress  Catalog  No.  76-8030.

 Designed  by  Mike  Metz.  Co-published

 with  Wild  &  Woolley,  Sydney,  Australia,

 Printed  by  Edwards  Brothers,  Inc.,  Ann

 Arbor,  MI,  in  an  edition  of  one  thousand

 copies  with  a  die-cut  orange  cover.  Re-

 printed  in  1978  in  a  second  edition  of

 one  thousand  copies  with  a  white  cover.

 An  Introduction  to  Design  Poetics,  by

 Denis  Boyles,  1976.  4⁄4  x  5%,  perfect-

 bound.  A  primer  with  a  manifesto.  Ded-

 icated  to  Georg  and  Chris  Kajanus.  ISBN:

 0-915066-15-1.  Library  of  Congress

 Catalog  No.  75-15025.  Printed  by  Steve

 Wiest  Printworks,  Timonium,  MD,  in  an

 edition  of  five  hundred  copies,  ten  of

 which  were  signed  and  numbered.  [Out

 of  print,  1978.]

 Rumor  Transmissable  Ad  Infinitum  In

 Either  Direction,  by  Raymond  Feder-

 man,  1976.  22%  x  23%,  poster.  A  visual-

 verbal  fiction  by  a  first-rank  experimen-

 talist.  Designed  &  typeset  by  the  author.

 Printed  by  Philmark  Press,  Inc.,  New

 York,  NY,  under  the  supervision  of

 Larry  Zirlin,  in  an  edition  of  one  thou-

 sand  copies.

 Experimental  Prose,  by  Richard  Koste-

 lanetz,  1976.  40-minute  audiocassette.

 An  initial  collection  of  various  audio  ex-

 periments  with  language,  read  almost  en-

 tirely  by  the  author.  ISBN:  0-915066-

 24-3.  Engineered  by  David  Dial,  to  whom

 itis  dedicated.  Mastered  and  produced

 by  Ashley-Skull,  Huntington,  NY,  in  an

 edition  of  three  hundred  copies.  Twenty-

 six  copies  were  signed  and  lettered  by

 the  author.  Contents:  Dialogue  [3];

 Plateaux;  Recy  clings,  I,  III,  IV,  VI,  VII;

 Self-Interview  on  “Recyclings”;  Mile-

 stones  in  a  Life;  Declaration  of  Indepen-

 dence;  Excelsior.

 Corroboree,  by  Kenneth  Gangemi,  1977.

 A  masterful  blend  of  nonsense,  humor

 and  satire.  Dedicated  to  “The  Science

 Teachers  of  American  High  Schools.”  De-

 signed  by  Jean  Krulis.  Cover  photo  by

 John  Bauguess.  ISBN:  915066-22-7.

 Library  of  Congress  Catalog  No.  76-

 027241.  Printed  by  Edwards  Brothers,

 Inc.,  Ann  Arbor,  MI,  in  an  edition  of  fif-

 teen  hundred  copies.

 Seventh  Assembling,  compiled  by  Richard

 Kostelanetz,  Henry  Korn,  1977.  396  pp.,

 8%  x  11,  sidefastened.  Cover  by  Mike

 Metz.  Preface  by  Richard  Kostelanetz.

 Collated  and  bound  by  GFI,  Inc.,  Port

 Chester,  NY.  Contributors:  Rene  Aeber-

 hard,  Blair  H.  Allen,  Theresa  Allen,  Jack

 Albert,  Richard  Alpert,  Bruce  Andrews,

 Robert  Armstrong,  David  Arnold,  Ascher/

 Stráus,  Eduardo  Ballerini,  Eric  Baizer,

 38  FURTHER  NOTES
 realities  of  literary  granting  in  the  U.S.,  we  feel  relieved,  and  grate-

 ful,  that  eight  Assemblings  have  appeared  so  far,  and  note  by  con-

 trast  that  the  last  Assembling,  as  well  as  the  catalog  Assembling  As-

 sembling,  was  funded  not  by  CCLM,  or  the  NEA,  or  NYSCA—hy-

 pocrites  all  (each  in  a  different  way)-but  by  a  private  foundation.

 *  A  A

 One  key  to  Assembling’s  continued  success  is  that  we  have  de-

 livered  on  our  promises.  This  means  that  when  an  artist/writer

 contributes  to  a  forthcoming  issue,  he  or  she  knows  that  his  mon-

 ey  and  effort  will  not  be  wasted,  and  that  faith  in  turn  perhaps  ex-

 plains  why  Assembling  has  survived  for  nearly  a  decade,  while  its

 imitators  have  disappeared.  Another  reason  for  Assembling’s  suc-

 cess  is  that  it  has  a  larger  purpose—opening  up  our  sense  of  editor-

 ial  and  creative  possibility—rather  than  the  small-minded  publica-

 tion  a  a  certain  group  of  people  or  the  exploitation  of  a  fad.  We

 expect  that  Assembling  could  survive  another  decade,  although

 perhaps  in  the  hands  of  other,  younger  compilers.  Were  we  con-

 vinced  that  other  people  would  sustain  its  purposes  and  likewise  de-

 liver  on  their  promises,  both  Korn  and  myself  would  gladly  give  As-

 sembling  to  them.

 Richard  Kostelanetz

 New  York,  New  York

 Independence  Day,  1978

 Just  after  this  introduction  was  typeset,  the  NEA  awarded  Assem-

 bling  Press,  to  our  surprise,  sufficient  funds  to  publish  A  Critical  As-

 sembling  in  1979.  Continuing  obstacles  notwithstanding,  it  and

 much  else  desirable  will  happen.
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 РОВИСАТІОМ

 Реіег  Н.  Ватеіі,  Тее  Вахапйа!,  Сагоі

 Веезіеу,  Јоһл  М.  Веппеї,  Ноугата  Вег-

 Тап,  Саѕвіа  Вегтап,  Сһагез  Вегпѕіеїп  &

 Ѕиѕап  Гаџѓег,  Веќіу  Вгезві,  Вһей  &

 Вобегі  Пеіогі  Вгомт,  $іемагі  Виеіілег,

 А.Р.  Саідіето,  Кагеп  СатрЬей,  Паій

 Сое,  Сеойтеу  Соок,  Толу  Г^Агріпо,

 Сһагіез  ОіЈићіо,  Јегту  Огеуа,  Неїеп  Ои-

 Бетвіеіп,  ВоІоп  ОласаЬ  [Етей  Тиск],

 Саев  Ејйетут,  Јол  Епејзћ,  Месһ  Еуег-

 тап,  Ноуагі  Раетсіеіп,  1.5.  ҒаШ,  Јаз.

 №.  Рећег,  С.А.  Еогреі,  Ниећї  Рох,  Спу

 Сашћіег,  Пап  СеогваКаѕ,  Јоп  Сібзоп,

 Јеѕве  С1ав5,  Кісһаті  Стауѕоп,  РШ  Наг-

 топіс,  Ѕивап  Напі,  С.С.  Наутез,  Гулп

 Нејіпіап,  $соії  Неїтѕ,  Воб  Нетап,

 Сео?  Непгіскз  &  Вгіап  Вистак,  Оіск

 Ніреіпз,  Алпе  $ие  Нігхсћога,  $.  Ніісћ-

 соск,  Реќег  Нјеттал,  Пауі  Пеќ  Нотр-

 зоп,  Ѕсоќї  Нуде,  Ј.  Нуйег,  Пауій  Јатез,

 Т.  Ј.  КаШвеп,  Вісһагі  КаШуеіі,  Ейугагі

 Каріап,  Кагеп  Кепі  &  Јоћи  Риѓїег,

 Вііет  Кеп,  Јазсћа  Кеззіет,  Јеготе

 Кіпкомйіт,  Непгу  Јатез  Кога,  Вісһагі

 Коѕіеіапеіт,  Виіћ  Ктацзв,  Магііп  Ктіер-

 ег,  О.  Гапйіев,  Оогі  Гапіег,  Агсһіе  Гаша,

 Тһогыјӯга  Гаивіеп,  Той  8.7.  Тачизоп,

 $.Ј.  Іеоп,  Могтап  Госк,  Јећтеу  Гоћл,

 Тһотаѕ  Масашіеу,  Іап  МасІеппап,

 Јепу  Майзоп,  Јал  Маїһетап,  Саі

 МаІопеу,  В.  Меїілет,  Еѓїе  Міһорошоз,

 Ѕіерһапіе  МіПет,  КоБегі  Мограп,  Майі-

 ѕоп  Мопіѕоп,  Сеогее  Муетз,  Јт.,  Тот

 Оскетзе,  Уаіегу  Оізіеапи,  Егей  Ѕапкв

 Майіеп,  Јоп  Раіќол,  Тот  Ретвоп,

 Ноуагдепа  Ріпдей,  Вет  Рогіег,  Оопаій

 Рогіег,  Јоһи  Ругоѕ,  Кеїќћ  Ваһттіпрз,

 ВосһеЛе  Ваіпег  &  В.  Ѕоотол,  Пауід  &

 Јийу  Вау,  ВоЬ  Віто,  Номгагі  ВоБегізоп,

 Аал  Коѕепиз,  ВЈ8,  Стаіе  Ѕашііег,  Кеп

 Ѕауіе,  Атіееп  $сһоѕз,  Мапсу  $сой,

 Ѕрепсег  Ѕеійтап,  Втисе  ЅһаскеІбогд,

 Раш  Ѕоіуп,  АІ  Ѕоила,  Ктізііле  $,

 Теміз  Ѕіеіп,  Егей  ЅтатапѕКі,  Іпага  Та-

 тале,  Неіеп  Тһогіпеіоп  &  Кагеп  Когей,

 Јапоѕ  Шап,  Раш!  Уапрейі,  С.  Је?

 УһініаКег,  Јоапп  Үоиле,  Ѕигаппе  Овіто

 7аҹгіап,  Раш  7еІеуапѕКу.

 Ѕеіесіей  Ѕітисіигез,  Бу  Міке  Меіг,  1977.

 144  рр,,  9%  х  3/4,  Сћісаро-зстеуи  Бошпд.

 А  теітоѕресііуе,  1969/1976.  Рһоїоргарћз

 Ђу  е  ашћог,  Ріпіей  Бу  Апстай:  Ртезз,

 Мем  Үогк,  МҮ,  іп  ап  ебіоп  оғ  опе

 Њоиѕапй  соріеѕ.

 Туепійез  іп  ће  Уіхііез,  Ђу  Вісһагі  Коз-

 Юеапеіа,  1978.  336  рр.,  8  х  11,  рег-

 Ғесібошпд,  Ргеуіошзіу  шпсойесіей  езвауз

 оп  Шегагу,  сгіїісізт,  Њоцећі  апд  ехрег-

 іепсе,  Оеѕірпей  Бу  ће  ашіһог,  Туревеі

 Ьу  Тот  Мопіар  апі  Ей  Нора,  Пейісаі-

 Со-рибііћед  ууіћ  Уа  &  боойеу,  Аш-

 гађа,  Ртіпіей  Бу  Ейууагіз  Втоіћегз,  Шс.

 Апп  Агђот,  МІ,  іп  а  рарегаск  еіп

 оѓ  1200  соріев.  Кергіпіей  іп  һагіБаск

 їп  1979  Бу  Стеепмгоой  Ргевз,  Мезірогі,

 С.

 РОВИСАТІОМ$

 Ерһћ  А-Ј  АззетЫйпе,  сотрііей  Бу

 Кісһагі  Ковіеіапеіг  апі  Непгу  Јатез

 Коп,  1978.  2???  рр.,  8%  х  11,  ѕідевіісћед.

 Соует  Бу  Міке  Меіг.  Ртеѓасе  Бу  Вісһагі

 Коѕіеіапеіл  &  Непгу  Јатеѕ  Кот.  Соі-

 Іаќей  &  Бошпд  Бу  СЕТ,  Іпс.,  Рогі  Сһеѕіет,

 МҮ.  СопігіБиіотз:  ???

 Еећіћ  К-7  АззетЫпр,  сотрііей  Бу

 Кісһагӣ  Коѕіеіапеіг  &  Непгу  Јатез

 Кот,  1978.  ???  рр.,  8%  х  11,  зідехііісһей.

 Соуег  Бу  Міке  Меіл.  Ртеѓасе  у  Вісһагі

 Ковіеіапеіг  &  Непгу  Јатеѕ  Кот.  Со

 Таѓей  &  Бошлд  Ђу  СЕТ,  Гпс.,  Рогі  Сһеѕіег,

 МҮ.  СопітіБиіогз:  22?

 АзветЫіпе  АззетЫіпе,  ебіїей  Бу  Віс-

 агі  Коѕіеіапеіт,  1978.  96  рр.,  8%  х  П,

 регѓесіВошпі.  А  регтапепі  саіаІог  іо  а

 етрогагу  геітоѕресііуе  ехһіійоп,  Со-

 үет  Бу  Міке  Меіг.  Ртеѓасе,  іпігойисііоп

 &  БіБіортарһу  Бу  КВісһагі  Коѕіеіапеіг.

 Ргіпіей  Бу  МеМацећ  оп  &  Сип,  Апп

 Атбот,  МІ,  іп  ап  ебіќіоп  оѓ  ййееп  һип-

 гейі  соріез.
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 APPLICATION

 Å,

 B,

 D.

 F.

 H,

 1,

 M,

 Assembling

 Box  1967

 Brooklyn,  N.Y,  11201

 212-860-1873

 Every  year  since  1970,  Assembling  has  invited  up  to  600  artists

 and  writers  to  submit  one  thousand  copies  of  up  to  three  8%"  x  11"

 pages  of  anything  they  wished  to  include,  printed  by  any  means  at
 their  own  initative  and  expense,  Submissions  are  collated  in  alpha-

 betical  order  in  a  series  that  now  includes  seven  big,  beautiful,

 internationally  famous  books,  As  perhaps  the  only  truly  open  publish-

 ing  medium  in  the  world,  Assembling  showcases  an  unpreceedented

 variety  of  avant  garde,  intermedia  art.  Without  a  minimum  $2,000

 grant  from  CCLM  Assembling  cannot  continue,  This  application  will
 be  published  in  Assembling.

 Richard  Kostelanetz  is  an  artist,  writer,  editor  and  critic--author

 (and/or  editor)  of  more  than  40  books,  His  End  of  Intelligent  Writing

 defined  the  dinensions  and  magnitude  of  the  current  crisis  in  Sditural

 communications  that  Assembling  helps  to  solve,  Henry  James  Korn  is

 author  of  four  books  among  which  is  Muhammad  Ali  Retrospective--a  small

 press  best  seller,  He  is  Administrator  or  of  the  Jewish  Museum,

 Acconci,  Graham,  Rothenberg,  Baldessari,  Burgy,  Hyde,  Arakawa,  Rusha,

 Mayer,  Vanderbeek,  Higgins,  Colenan,  Ignatow,  Gangemi,  Cins,  Federman,

 Metz,  ...Wanna  play  the  name  game?  We  got  about  six  hundred  contributors!

 Assembling  is  a  partnership  of  Kostelanetz  and  Korn,

 One  plus  several  supplements,  G.  1000  books,  $2,000,  250  sold  250  free

 250  hours

 Collating  expense  and  cover  $2,000.00  J,  Sales  $  500.00 Promotion  200.00  Grants  --
 Postage  400.00  CCLM  1700.00

 Total:  $2600  .00  other  iia
 Total  2200,00

 $2000,  00
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 WHY  EIGHTH  ASSEMBLING?  (1978)

 ASSEMBLING  is  a  collaborative  annual  intended  to  provide  a  communications

 channel  for  alternative,  "otherwise  unpublishable"  printed  art  by  imagi-

 native  minds  who  genuinely  believe  in  their  work.  By  "otherwise  unpub-

 lishable,"  we  mean  not  things  that  are  physically  unprintable  but  works

 so  unconventional  that  they  could  not  possibly  pass  through  current  pub-

 lishing  channels.  ASSEMBLING  eliminates  the  traditional  authoritarianism

 of  the  conventional  editorial  process  by  asking  its  invited  contributors

 to  submit  whatever  they  want  on  one  thousand  (1000)  copies  of  up  to  three
 different  8  1/2"  by  11"  sheets  of  any  kind  of  paper,  by  any  printing

 method,  at  their  own  initiative  (and,  alas,  expense).  Everything  re-
 ceived  from  those  invited  is  incorporated  into  ASSEMBLING,  which  binds

 the  results  alphabetically,  and  returns  two  copies  of  the  finished  book

 to  you.  (Contributors  sending  less  than  a  thousand  copies,  as  some  have

 done  in  the  past,  find  themselves  omitted  from  certain  books.)  The

 remaining  books  are  sold  to  defray  the  costs  of  collating,  binding  and
 mailing,  and  also  to  establish  a  fund  for  future  issues  of  ASSEMBLING.

 All  material  is  copyrighted  by  Assembling  Press  for  assignment  to  indivi-

 dual  contributors  automatically  upon  their  request.  ASSEMBLING  appears

 this  year  with  thanks  not  to  CCLM,  which  turned  us  down  flat  again,  but

 to  the  Ludwig  Vogelstein  Foundation  of  New  York.  (For  more  exposure  of

 the  inadequacies  of  publicly  funded  granting  agencies  in  the  U.S.,  see
 Kostelanetz's  new  book,  GRANTS  AND  THE  FUTURE  OF  LITERATURE,)

 PLEASE  READ  THE  FOLLOWING  INSTRUCTIONS  CAREFULLY.  TIME,  NUISANCE,  MIS-
 TAKES  AND  YOUR  CONTRIBUTION  ITSELF  ARE  SAVED  IF  MATERIALS  ARE  DELIVERED

 IN  AN  APPROPRIATE  MANNER.  Please  send  your  contributions  to  arrive  no

 later  than  1  Sept.  1978,  only  to  Assembling,  c/o  GFI,  Two  Highland  St.,

 Port  Chester,  NY  10573.  Direct  all  other  mail  to  Assembling  Press,  P.0.
 Box  1967,  Brooklyn,  NY  11202.  Be  sure  to  put  your  name  on  every  page  of

 your  contribution  (as  ASSEMBLING  has  no  table  of  contents),  and  to  wrap

 each  set  of  1000  pages  individually  (although  more  than  one  parcel  of  in-

 dividual  pages  can  go  into  a  shipping  carton).  Use  strong  cartons  instead

 Of  bags  or  other  soft  containers  that  fall  apart  easily.  Paste  two  (2)

 samples  of  each  page  on  the  outside  of  each  page-packet.  This  facilitates
 collation  without  our  having  to  break  open  each  package  in  advance  of  de-

 livery  to  the  collator.  Be  sure  then  to  send  a  biographical  note  to  indi-

 cate  whether  you'd  like  to  have  your  address  included  in  the  bio  notes.

 (Many  find  this  reference  handy  and  the  subsequent  correspondence  fun.)

 It  is  important  to  allow  at  least  one  and  one-half  inches  on  the  left-hand

 vertical  margin  of  each  of  your  pages,  so  that  the  left  side  of  your  work

 does  not  get  buried  in  the  binding.  If  you  have  any  special  instructions
 on  collating  your  pages,  please  send  them  to  Assembling  Press;  we'll  do
 our  best  to  honor  your  request.  Try  to  print  on  both  sides  of  your  pages,

 making  extra  margin  room  on  the  right  sides  of  these  backside  pages.  It
 saves  cost  in  printing,  collating  and  mailing;  it  also  saves  trees,

 Remember  that  you  can  really  contribute  to  EIGHTH  ASSEMBLING  whatever  you
 want;  for  whereas  most  magazines  encourage  uniformity  among  their  con-

 tributors,  the  hallmark  of  ASSEMBLING,  as  both  a  publishing  structure  and

 a  reading  experience,  is  unprecedented  diversity.  Thus,  whereas  most

 magazines  encourage  prospective  contributors  to  "fit"  into  the  surround-
 ings,  ASSEMBLING  offers  every  contributor  the  unparalleled  opportunity  to
 produce  something  truly  distinguished--a  singular  work  that  will  stand  out
 from  the  surrounding  pack.

 Patronize  your  local  printer,  if  possible,  so  that  you  can  see  the  re-
 sults  of  their  work  before  sending  the  pages  to  us.  Given  the  contin-

 uing  suppression  of  experimental  communication,  it  is  important  that
 writers  and  artists  learn  the  processes  of  publication  from  the  begin-

 ning.  As  creative  participants,  we  should  make  the  production  of  our
 work  an  integral  part  of  the  work  itself.  If,  however,  you  wish  to  keep

This content downloaded from 
������������108.12.209.211 on Mon, 15 Dec 2025 06:52:20 UTC������������� 

All use subject to https://about.jstor.org/terms



 your  hands  clean,  you  may  want  to  use  the  Print  Centers  in  Berkeley  or
 Brooklyn,  but  please  observe  their  deadlines  (15  July  for  Brooklyn,  which

 charges  $12.50  for  one  page  of  line  copy,  one  side;  and  $16.00  for  two
 sides,  both  on  70  pound  stock,  plus  $1.00  per  page  for  UPS  shipping  to
 the  collator,  paid  in  advance  please  to  "The  Print  Center".  If  you  have
 work  that  requires  half-tone  photographic  reproduction  (photographs,

 watercolors,  gray  matter,  etc.),  add  $3.50  per  4"  by  5"  image  and  $5.00

 up  to  5"  by  7"  image.  Colored  ink  is  $10.00  extra;  and  if  you  have  your
 own  colored  stock,  send  them  a  sample  before  shipping  the  entire  package

 of  paper.  Remember  to  label  your  copy  as  carefully  as  possible,  and  to
 make  your  instructions  thoroughly  explicit.  Also  leave  margins  of  at
 least  5/8"  on  top  and  bottom,  as  bleeds  are  difficult.  Should  you  want

 your  original  back,  be  sure  to  send  a  stamped  addressed  return  envelope.
 For  other  special  requests  of  the  Brooklyn  Print  Center,  write  them  at
 P.0.  Box  1050,  Brooklyn,  NY  11202,  or  phone  212-TR5-4482.)  With  any

 printer,  it  is  advisable  to  investigate  yourself  and  see  what  special
 stock,  types,  etc.  they  can  offer.  Exploit  the  possibilities  of  printing

 you  think  appropriate.  PLEASE  MEET  DEADLINES,  WHICH  CANNOT  BE  STRETCHED.
 Any  contributions  arriving  too  late  will  be  kept  for  next  year.

 We  are  pleased  to  announce  that  the  Pratt  Graphics  Center  will  be  mount-

 ing  an  exhibiton  of  Assembling  Press,  opening  7  October,  1978,  Saturday
 afternoon,  for  three  weeks,  160  Lexington  Ave.,  New  York,  NY,  northwest
 corner  of  30th  St.,  TEL:  212-685-3169.  The  entire  EIGHTH  ASSEMBLING  will

 be  displayed  on  its  walls,  along  with  past  publications.  Contributors'

 copies  will  be  distributed  then,  and  earlier  ASSEMBLINGS  will  be  for
 sale.  We  shall  also  be  producing,  with  the  generous  aid  of  the  Ludwig

 Vogelstein  Foundation,  a  retrospective  catalog,  entitled  ASSEMBLING
 ASSEMBLING;  and  those  of  you  who  have  contributed  to  ASSEMBLING  before

 are  also  invited  to  produce  a  camera-ready  statement  about  ASSEMBLING,
 no  more  than  4  1/2"  high  and  3  1/4"  wide,  which  will  be  reproduced  in
 ASSEMBLING  ASSEMBLING.  Ideally,this  statement,  which  may  be  visual  or

 verbal,  would  acknowledge  what  ASSEMBLING  has  meant  to  them.  These
 must  be  sent  to  R.  Kostelanetz,  P.0.  Box  73,  Canal  Street,  New  York,

 N.Y.  10013,  by  1l  July,  1978.  A  single  copy  apiece  of  ASSEMBLING  ASSEM-
 BLING  will  be  distributed  gratis,  initially  at  the  exhibition,  to  all

 contributors  past  and  present  to  ASSEMBLING,  and  the  remaining  copies

 will  go  on  retail  sale  at  $3.95.  So,  even  if  you  don't  contribute  this

 year.  we  look  forward  to  seeing  you  at  the  opening,  and  please  send  us

 your  current  address,  especially  if  there  is  any  reason  to  believe  it  is
 different  from  the  one  we  presently  have.  It  seems  inadvisable  to  do
 an  EIGHTH  ASSEMBLING  as  thick  as  SEVENTH  again;  and  should  we  get  such  an

 excess  of  contributions  again,  we  will  simply  divide  them  in  half,  alpha-

 betically,  making  an  EIGHTH  A-J  ASSEMBLING  and  an  EIGHTH  K-Z  ASSEMBLING,
 and  send  each  contributor  two  copies  of  the  edition  in  which  they  appear,

 and  one  copy  of  the  other.

 If  you  know  of  any  other  artists  and  writers  who  should  contribute  to
 EIGHTH  ASSEMBLING,  please  advise  them  to  send  us  a  sample  of  their  work

 along  with  a  stamped  self-addressed  return  envelope  or  international  re-

 ply  coupons.  "Acceptance"  will  arrive  in  the  form  of  an  invitation  to
 contribute  to  the  next  ASSEMBLING.  This  requirement  exists  not  to  allow

 editorial  authority  to  impose  its  taste,  but  to  insure  that  ASSEM-
 BLING  remains  committed  to  alternative,  "otherwise  unpublishable"  styles.

 If  you  know  of  any  retail  outlets  that  would  like  to  stock  ASSEMBLING,

 please  have  them  order  copies,  prepaid,  at  the  standard  discount  from
 Assembling  Press  (P.O.  Box  1967,  Brooklyn,  NY  11202).  No  consignments

 anymore;  copies  of  #1,  2  &  3  are  scarce,

 We  eagerly  await  your  stuff.  Assembled  we  stand;  disassembled,  we  fall.

 RICHARD  KOSTELANETZ  HENRY  JAMES  KORN
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 МАКО
 МОМВЕВ  ТИЕМТҮ-ОМЕ/МОМВЕК  ТИ  ЕМТҮ-ТИО
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 ASSEMBLING

 by  Karl  Young

 Assembling;  1970.  Second  Assembling;  1971.  Third  Assem-

 bling;  1972.  Fourth  Assembling;  1973.  Fifth  Assembling;

 1974.  Assembling  Press  (PO  Box  1967,  Brooklyn,  NY

 11202).

 l.

 In  1917  Ezra  Pound  hoped  to  edit  magazines  as  whole  en-

 tities—having  the  kind  of  completeness,  formal  integrity,

 structure  and  continuity  or  progression  you  find  in  a  good

 poem  or  novel.  Though  The  Exile's  4  numbers—the  only

 magazine  Pound  ever  had  complete  control  of—show  some

 effort  in  the  direction  of  such  a  holistically  edited  magazine,

 he  was  not  altogether  successful  in  his  aim,  primarily,  I  think,

 because  he  never  really  had  control  of  a  magazine  for  a  long

 enough  period  of  time  to  empirically  work  out  the  problems

 inherent  in  such  a  project..  He  certainly  had  the  theory  down

 but  the  practice  would  have  taken  at  least  five  years,  I'd

 guess,  of  continuous,  uninterrupted  work.

 Since  Pound's  efforts  we  have  had—as  far  as  I  know—only

 one  gut  innovation  in  magazine  editing  technique.  That  came

 in  1970  when  Henry  Korn,  Richard  Kostelanetz,  and  Mike

 Metz  founded  Assembling.  This  is  not  to  say  that  we  have

 not  had  good  magazines,  or  that  these  magazines  have  not  in-

 cluded  innovative  material,  or  have  not  developed  new  pro-

 cedures  of  one  sort  or  another,  or  even  that  a  magazine’s  sole

 reason  for  being  is  to  provide  editors  with  the  opportunity

 to  revamp  the  editorial  principles  that  govern  them.  A  great

 deal  has  been  done  with  thematically  organized  magazines.

 I've  tried  to  follow  some  of  Pound’s  principles  in  my  own

 Stations  and  a  number  of  others  have  tried  similar  methods.

 We  have  had  a  few  attempts  at  oral  magazines  recorded  on

 tape  or  phonograph  record  and  we  should  have  some  literary

 and  interart  magazines  produced  on  video  tape  in  the  near

 future.  And  even  in  the  case  of  the  standard  grab  bag  maga-

 zine-—magazines  in  which  the  editor  merely  selects  more  or

 less  by  whim  whatever  interesting  material  comes  in  the

 mail—often  contain  more  innovative  material  than  maga-

 zines  governed  by  more  careful  editorial  principles.  But

 thematic  editing  is  essentially  an  old  approach  and  one  that,

 for  the  most  part,  at  least  as  practiced  today,  lacks  the  kind

 of  integrity,  sense  of  progression,  dynamism,  and  almost

 teleological  wholeness  Pound  longed  for.  When  magazines  of

 this  sort  have  achieved  more  than  the  sum  of  their  parts,  we

 can  chalk  that  up  primarily  to  the  developmental  abilities  of

 the  editors  rather  than  innovative  needs.  The  recorded  mag-

 azines—Black  Box,  Panjandrum,  Aspen—-while  taking  the  in-

 itial  innovative  step  of  switching  to  a  new  medium,  have

 been  uninnovative  in  their  basic  approach  to  the  microphone

 —it  is  as  though  a  conventional  magazine  had  been  put  to-

 gether  and  simply  read  into  a  recorder  by  the.contributors,

 taking  little  notice  of  the  new  possibilities  for  presentation

 that  the  new  medium  can  provide.  Also,  the  material  chosen

 for  these  magazines  has  generally  been  rather  conservative.

 Thé  grab-bag  approach  is  both  old  and,  as  an  approach,  un-

 interesting.  Its  main  function  is  to  allow  writers  to  get  a  lit-

 tle  circulation  on  isolated  pieces  before  they  appear  in  book

 form.  As  advertising  and  testing  this  is  fine  but  it  leads  to

 magazines  that  are  usually  uninteresting  as  whole  entities.

 This  is  not  to  say  that  we  are  in  a  period  that  lacks  good

 magazines.  The  last  two  or  three  years  have  not  brought

 forth  many  new  magazines  that  are  truly  interesting  but  the

 number  of  good  magazines  publishing  good  material  in  the

 last  15  years  has,  I’m  sure,  been  much  higher  than  in  any

 other  period  in  history.  Many  thematically  organized  maga-

 zines  during  this  period  have  been  thoroughly  interesting  and

 have  approached  salutary  completeness,  if  not  wholeness.

 And  the  recorded  magazines—well,  it’s  always  good  to  hear  a

 poet  read  his  own  work  and  at  a  time  when  there  are  no

 standards  of  orthography,  lineation,  punctuation,  paginal

 organization,  hearing  the  poet  read  is  often  absolutely  es-

 sential.  And  we  would  be  indeed  lost  without  the  grab-bag

 magazine's  ability  to  find  new  writers.

 The  problem  is  not  a  simple  one.  We  talk  continually  of

 innovation-indeed  it  is,  at  least  in  the  rhetoric  of  nearly  all

 of  us,  one  of  the  supreme  goals  of  the  contemporary  writer.

 We  talk  continually  of  giving  younger  writers  opportunities

 to  circulate  their  work.  We  talk  continually  of  wasted  effort

 and  wasted  time.  We  talk  continually  of  conviction  and  its

 relation  to  innovation  and  quality.  One  of  our  main  preoc-

 cupations  is  with  systems—we  talk  continually  about  them.

 But  a  lot  of  this  seems  to  remain  talk,  remain  theoretical

 maneuvering,  remain  part  of  a  closed  system  not  allowing  its

 own  principles  of  inclusion  and  exclusion  to  function  as  we

 expect  them  to.  Large  presses  ignore  new  material  in  most

 cases  (the  exceptions  being  the  publication  of  such  works  as

 Jerome  Rothenberg’s  anthologies)  and  large  magazines  often

 seem  to  function  in  a  different  world.  Quite  a  few  alternative

 presses  and  publications  bring  us  good  material,  give  us  more

 access  to  works  of  value  than  we  could  have  expected  at  any

 other  time  in  history.  But  something  still  seems  missing  to

 most  of  us.  What  are  we  missing;  how  can  we  find  it?  Per-

 haps  there  is  something  wrong  with  some  of  our  most  basic

 and  intuitive  approaches  to  what  we  do,  For  instance,  how

 do  we  read  the  magazines  we  see?  When  you  receive  a  maga-

 zine,  you  go  through  it,  pick  out  those  contributors  you've

 heard  of  before,  read  their  work  and  forget  the  rest.  You

 don’t  read  the  work  of  the  unknowns  until  you  see  their

 names  often  enough  on  tables  of  contents  or  start  hearing

 about  them  from  friends.  This  is  a  universal  and  total  pat-

 tern  and  I’m  guilty  of  it  myself.  Our  magazine  structures

 fail  in  introducing  new  people  not  because  they’re  categori-

 cally  excluded  (at  least  in  alternative  publications  they're

 not  categorically  excluded)  but  because  the  very  editing  of

 most  magazines  encourages  a  hunt  and  pick  form  of  reading.

 Magazinës  could  convey  more  than  the  sum  of  their  contri-

 butions  if  edited  intelligently;  if  this  potentiality  is  ignored,

 energy  is  wasted  and  large  areas  of  innovation  are  lost.  The

 editing  of  a  magazine  can  be  a  powerful  thing;  through  it  we

 can  change  our  habits  of  perception,  and  realize  our  desires

 for  innovations.

 In  this  essay  I  will  try  to  substantiate  this  claim,  showing

 how  Assembling  innovates  and  what  its  innovations  can

 mean  to  writers  and  readers,  Editor  Richard  Kostelanetz

 will  explain  the  magazine’s  demise  in  the  second  part  of  this

 essay,  In  the  third,  we'll  hear  from  some  of  the  contributors

 to  Assembling.

 Here’s  how  Assembling  is  set  up:  Potential  contributors
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 were  asked  to  print  at  their  own  expense  1,000  copies  of  no

 more  than  three  8⁄2”  x  11”  copies  of  works  to  be  included.

 These  were  collated  alphabetically,  the  more  or  less  standard

 contributors’  notes  were  inserted  after  the  contributions,  and

 these  bundles  were  bound  together  into  book  form.  Nothing

 was  rejected.  Assembling  appeared  annually  from  1970  to

 1975.

 That’s  a  simple  enough  procedure  but  it  has  profound  im-

 plications.

 Let's  begin  with  its  simplest  implication.  Contributors

 print  their  work  or  have  it  printed.  I’ve  had  considerable

 trouble  publishing  most  of  my  own  innovative  work,  because

 few  magazines  can  or  will  honor  my  demands.  In  the  case  of

 visual  works  it  is  almost  absolutely  essential  that  works  be

 printed  exactly  as  the  author  wants  them—the  few  exceptions

 being  productions  such  as  Ian  Tyson’s  realizations  of  other

 People’s  works.  Assembling  contributors  needn’t  fear  pro-

 duction  problems.  Beyond  this,  many  experimentalists  are

 using  color  and  elaborate  production  techniques  that  most

 magazine  editors  shy  away  from  or  can’t  afford:  Assembling

 contributors  are  not  restricted  by  the  financial  and  produc-

 tion  limitations  of  the  magazine.  Of  course  the  8⁄4  x  11  size

 is  somewhat  of  a  limitation  but  some  contributors  have  got-

 ten  around  this  with  fold  out  pages  and  divided  pages  and

 this  limitation  is  not  as  severe  as  “no  color”  or  “nothing  that

 Tequires  enlargement  or  reduction,  halftone  or  other  screen

 treatment.”  For  those  who  know  how  to  print  and  have  ac-

 cess  to  printing  equipment  Assembling  is  perfect.  I  am

 among  these  and  I  really  appreciate  the  control  it  gives  me

 and  also,  and  not  less,  the  pleasure  and  satisfaction  of  doing

 TMy  own  printing.  Of  course,  quite  a  few  contributors  can’t

 Print  their  own  contributions  and  have  to  have  it  done  by

 local  printers  or  an  organization  like  The  Print  Center.  These

 contributors  at  least  will  know  how  their  work  will  appear

 before  they  send  it  off  and  have  the  option  of  not  using  an

 Unsuccessful  piece  or  having  it  done  over.  Perhaps  most

 important,  though,  they  can  learn  a  little  about  printing  in

 the  process—a  kind  of  knowledge  nearly  essential  for  a  con-

 temporary  writer,  The  objection  has  been  raised  that  authors

 should  not  have  to  pay  to  have  their  work  printed.  This  is

 Perfectly  true  and  in  an  ideal  system  no  writer  would  have

 to  do  such  a  thing.  But  in  this  imperfect  situation  I  think  it’s

 better  to  pay  for  your  own  printing  than  either  have  your

 Work  unpublished  or  printed  incorrectly.  The  objection  be-

 COmes  more  serious  in  cases  of  color  work  or  more  elaborate

 techniques  but  I  think  the  answer  to  the  objection  still  holds:

 With  these  more  expensive  techniques,  innovative  works

 have  even  less  opportunity  to  be  published  and  the  possibility

 Of  incorrect  printing  is  greater.

 You  may  want  to  argue  that  this  holds  only  for  visual

 Works  and  that  there  are  other  kinds  of  work  at  least  as  im-

 Portant,  if  not  more  so,  that  don’t  require  this  kind  of  fussi-

 ness,  Perhaps  that’s  sometimes  the  case.  But  most  writing

 TOW  being  done  bears  some  relation  to  its  appearance  on  the

 Page—consider  a  poet  as  distinct  from  the  visual  workers  as

 Charles  Olson.  The  way  something  appears  on  a  page  is  im-

 Portant  to  author  and  reader  even  if  it  has  nothing  to  do

 With  the  meaning  or  impact  of  the  work—a  work  that  doesn’t

 *elate  properly  to  the  page  may  not  satisfy  the  author  and

 ™ay  turn  off  the  readér.  If  nothing  else,  the  contributor  is

 *ncouraged  to  learn  a  bit  about  the  work’s  relation  to  the

 Page  for  himself.  Beyond  this,  some  contributions  aren’t

 *Ven  printed  (a  hair  taped  to  a  page)  and  some  consist  of

 Ound  or  partly  found  poems  (newspapers,  text  printed  on

 Varying  materials).  Most  editors  would  find  these  works  im-

 possible  to  use,  if  not  undesirable.

 The  objection  most  frequently  raised  against  Assembling

 (and  in  the  case  of  granting  organizations,  most  disastrously)

 is  that  its  contributions  are  not  selected  by  a  central  authori-

 ty,  that  anyone  can  contribute  whatever  he  likes  and  that

 the  contents  must  therefore  be  just  junk  from  fools  who

 merely  want  to  see  their  names  in  print.  From  the  point  of

 view  of  pure  logic  this  is  an  unsound  position.  The  quality  of

 work  itself  can  only  be  judged  on  its  own  merit  whatever  its

 genesis,  Ultimately  the  quality  of  individual  contributions  to

 Assembling  can  only  be  judged  on  their  own  merits  and  I

 think  anyone  interested  should  just  get  a  copy  and  see  for

 himself.  My  reactions  are  for  the  most  part  positive  but  you

 shouldn’t  take  my  word  for  it.  You  may  find  the  third  part

 of  this  essay,  the  remarks  from  contributors,  as  a  testimony

 to  the  quality  of  work  included  but  this  only  as  an  encourage-

 ment  to  see  for  yourself,  Let’s,  however,  examine  this  argu-

 ment  against  Assembling  and  look  at  what  the  structure  it-

 self  can  do.  I  think  it  can  be  shown  to  be  groundless  and

 that  the  power  of  editorial  conceit  of  the  magazine  could

 indicate,  if  anything,  something  positive.

 Assembling  counters  one  of  the  most  deeply  intrenched

 of  literary  prejudices  head  on:  the  anathema  of  self-publica-

 tion.  It  has  become  a  truism,  so  often  repeated  as  to  seem

 unnecessary  even  to  mention,  that  no  one  or  at  least  only  a

 few  extremely  perceptive  individuals  will  support  or  even

 recognize  new,  innovative  work.  The  traditional  answer  to

 this  has  been  self-publication.  Self-published  works  range

 from  such  things  as  the  nearly  forgotten  but  truly  astound-

 ing  work  of  Harry  Crosby  to  what  have  become  best  sellers

 such  as  Thoreau’s  Walden,  Yet  we  fear  self-publication.  The

 writer  fears  it  because  it  inherently  confers  no  distinction;  it

 has  not  the  authority  of  print  nor  the  implied  backing  of  at

 least  a  publisher  and  his  staff.  The  charge  of  vanity  will  be

 leveled  against  him.  He  is  placed  in  a  class  of  foolish  vain

 people  who  cannot  really  produce  anything  satisfying  to  any-

 one  but  themselves  yet  have  to  aggrandize  themselves.  The

 reader  fears  self-published  works  because  he  is  afraid  he  will

 not  be  rewarded  for  his  efforts  and,  at  least  in  a  number  of

 cases,  because  he  is  not  sure  he  will  know  a  valuable  work

 without  being  assured  of  it—at  least  to  the  extent  that  com-

 mercial  publication  assures  him.  Is'  there  any  basis  in  reality

 for  this  belief?  I  think  not.  If  we  want  to  see  why'not,  we

 can  merely  attack  the  assumption  that  commercial  publica-

 tion  confirms  value.  Commercial  publishers  set  more  non-

 literary  goals  for  themselves  than  literary  ones.  For  instance:

 the  number  of  books,  usually  broken  down  into  subject  cate-

 gories,  to  be  published  during  a  season  is  usually  determined

 before  any  manuscripts  are  considered,  Also  determined  is

 how  much  will  be  spent  on  production  and  distribution  and

 how  much  will  have  to  be  made  as  a  result  of  sales  of  these

 books.  Manuscripts  are  then  selected  to  fit  the  grid  estab-

 lished  by  these  requirements  regardless  of  what  is  available.

 The  quality  of  manuscripts  available  will  have  little  to  do

 with  what  gets  published.  Some  books  are  even  written  sole-

 ly  to  fill  these  requirements.  This  system,  as  a  system,  is

 hardly  the  kind  that  should  assure  readers  that  the  book  they

 buy  will  be  worthwhile.  At  times  you'll  find  a  fair  number

 of  good  books  coming  from  commercial  publishers,  but  you

 should  be  able  to  see  from  this  example  alone  that  the  mere

 fact  of  commercial  publication  assures  you  of  quality  no

 more  than  self-publication.  I  don’t  have  any  statistics  on

 this  but  I  doubt  that  a  higher  percentage  of  valuable  books

 comes  from  commercial  houses  than  from  other  categories:

 government  and  university  publishers,  small  and  alternative
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 publishers,  and  the  ranks  of  the  self-published.

 With  books  that  have  been  around  for  a  while  reprinting

 and  republication  provide  something  of  an  index  of  worth

 but  not  a  truly  reliable  one.  As  time  goes  on,  a  sort  of  natur-

 al  selection  occurs.  Works  of  little  value  drop  out  of  print;

 quite  a  few  self-published  books  are  republished  by  larger

 houses.  I’ve  already  mentioned  Walden;  among  more  recent

 works,  let  me  mention  Barbara  O’Mary’s  This  Woman-—orig-

 inally  self-published  then  reissued  by  an  alternative  press.

 But  this  is  ultimately  a  poor  index:  we  are  just  beginning  to

 see  what  innovative  masterpieces  written  during  the  20s  have

 been  all  but  forgotten;  and  even  among  non-innovative

 works,  you'll  find  most  of  Wright  Morris’s  works  out  of  `

 print.

 The  prejudice  against  self-publication  remains.  Its  most

 pernicious  effects  are  on  self-confidence.  The  writer  is  not

 confident  in  his  work  until  it  has  the  authority  of  commer-

 cial  publication  conferred  on  it;  the  reader  doesn’t  trust  his

 own  judgment,  won't  read  something  and  decide  its  merits

 himself.  The  same  is  true  of  most  magazines:  they  seem  to

 confer  value  and  seem  to  assure  the  reader  of  the  value  of

 the  work  selected.  Yet  in  commercial  magazines  and  to  a

 too  large  degree  in  alternative  publications  the  same  patterns

 persist.  The  only  real  test  of  value  can  be  made  only  by

 author  and  reader.  We  may  get  tips  from  those  we  respect

 but  the  real  decisions  should  be  made  by  us,  by  ourselves.

 Editorial  systems  alone  do  not  assure  value.  But,  as  we'll

 see,  one  of  Assembling’'s  main  functions  is  to  return  that

 judgment  to  the  reader  and  writer  confronted  with  the  work

 itself,

 Reasonable  or  not,  we  have  our  axiom:  if  a  magazine  is

 not  edited  by  a  central  authority,  contributors—most  of

 them  unauthorized  incompetents—will  submit  uninteresting

 material.  Who  will  contribute?  People  who  merely  want  to

 be  famous  will  probably  not  want  to  submit  anything.  It  is

 made  very  clear  that  material  included  in  the  magazine  has

 not  been  edited  by  a  central  authority.  Distinction  is  not

 conferred  on  contributors  by  inclusion.  If  a  work  appearing

 in  Assembling  is  admired,  it  will  be  admired  not  because  it

 has  been  included  but  because  of  its  own  merits.  The  kind

 of  contributor  who  wants  recognition  only,  not  recognition

 for  anything  he’s  done,  will  not  be  interested  in  contributing;

 if  anything  he  would  be  embarassed  by  this  form  of  self-pub-

 lication.  People  who  do  conservative  work—of  whatever

 quality—will  probably  not  want  to  appear  in  the  magazine

 either;  they  may  have  enough  conviction  in  their  own  work

 to  publish  it  themselves  but  will  probably  not  want  to  ap-

 pear  in  the  company  of  the  radicals  who  make  up  the  bulk

 of  contributors.  So  a  sort  of  natural  selection  occurs  in  the

 plan  of  the  magazine.  If  sincerity  is  one  of  the  basic  require-

 ments  of  a  writer  we  will  find  the  insincere  weeded  out  be-

 fore  he  has  even  decided  to  contribute  anything.  Innovative

 writers  who  have  achieved  a  fair  degree  of  recognition—most

 of  these  older  people  who've  paid  heavy  dues,  have  persisted

 in  their  convictions  despite  the  obstacles,  most  of  them  orig-

 inally  self-published-will  probably  not  want  to  contribute

 either.  They  want  money  and/or  distribution.  This  is  not

 evil  of  them.  Good  work  deserves  recognition  and  distribu-

 tion.  Writers  should  earn  money  by  their  work,  at  least  as  a

 supplemental  income—very  few  actually  make  a  living  from

 their  compositions.  If  you  want  a  magazine  devoted  to  un-

 known,  mostly  young,  innovators,  you  won't  be  distracted

 by  many  tribal  elders  in  Assembling.  Part  of  our  axiom  was

 that  Assembling  would  attract  the  wrong  kind  of  people;

 what  in  fact  happens  is  that  the  majority  of  people  who

 would  be  unsuitable—the  insincere,  the  conservative,  the

 vacuous,  the  well-published—simply  don’t  contribute.

 The  category  left  after  this  process  of  exclusion  is  that  of

 the  young,  sincere,  innovative  writers.  There  are  a  few  ex-

 ceptions  such  as  Bern  Porter—an  older  innovator  who  has

 been  influential  to  a  small  group  of  innovators—but  Porter

 is  not  really  recognized  and  his  contributions  demonstrate

 a  laudable  insistence  on  continuing  to  publish  with  the

 youngest  and  often  most  radical  avant  gardists  rather  than

 merely  to  sit  and  complain  about  how  he  has  been  neglected.

 Those  who  contribute  to  Assembling  are  generally  those

 people  for  whom  small  and  alternative  presses  are  supposed

 to  exist.  Of  course  in  the  generally  decrepit  commercial  pub-

 lishing  field,  older  writers  who  have  gained  a  fair  degree  of

 recognition  would  go  unpublished  if  it  were  not  for  small

 presses.  This  includes  not  only  revolutionary  innovators  like

 Jackson  Mac  Low  and  Ian  Hamilton  Finlay  but  also  less

 violently  innovative  people  like  Charles  Reznikoff.  Be  this

 as  it  may,  small  and  alternative  presses  are  still  obliged  to

 work  for  the  benefit  of  the  younger,  unrecognized  innova-

 tors.  No  other  magazine  is  as  concerned  with  this  class  of

 innovator  as  is  Assembling.

 Our  axiom  implies  that  whoever  contributes  will  probab-

 ly  not  contribute  worthwhile  material.  The  suspicion  here  is

 that  the  author  probably  does  not  himself  know  which  of  his

 creations  are  well  done  and/or  that  he  will  not  give  his  best

 work  to  a  magazine  that  will  confer  upon  him  no  glory.  In

 addition,  some  readers  may  feel  that  they  will  not  be  able  to

 recognize  the  more  valuable  works.  Again,  I  think  this  view

 unfounded.  Authors  are  put  on  their  honor  as  it  were.  I’ve

 contributed  some  of  my  best  work  to  Assembling  because

 I  wanted  to  say  that  these  pieces  were  among  my  best  recent

 An  author  may  not  be  the  best  judge  of  his  own  work  but  an

 editor's  judgment  will  not  always  be  better  than  his.  At  least

 in  an  unedited  context  you  have  the  chance  to  see  what  the

 author  chooses—what  you  see  is  the  result  of  the  author's  de-

 cision  rather  than  a  second  person’s.  A  second  person’s  de-

 cision  can  be  valuable  and  if  we  didn’t  have  them  we  should

 want  them;  however,  in  the  current  dispensation,  it’s  good  to

 this  other  method.

 In  addition,  Assembling  not  only  allows  sincere  and  inno-

 vative  writers  to  publish  their  work,  it  actually  encourages

 them  to  be  more  innovative.  The  structure  of  the  magazine

 and  the  company  a  contributor  will  keep  in  it  can  encourage

 a  contributor  to  keep  on  coming  up  with  new  material.  He

 will  not  want  to  contribute  superficially  innovative  material

 because  other  contributors  will  be  able  to  see  through  him  if

 he  does.  There  is  something  demanding  about  the  freedom

 an  Assembling  contributor  has.  That  vacant  space  he’s  given

 can  draw  something  out  of  him,  challenge  him  to  do  his  best

 orin  the  case  of  some  of  the  more  dyonisiac  contributors—

 his  worst.  The  lack  of  editorial  restraint  encourages  him  to

 do  things  which  he  otherwise  might  feel  too  timid  to  do.

 We  have  now  come  into  the  area  of  participation  and  in

 this  area  quite  a  few  of  Assembling's  powers  lie.

 The  readership  of  Assembling  consists  largely  of  its  con-

 tributors.  This  readership  is  larger  than  that  of  many  small

 press  items  because  there  are  more  contributors  to  Assem-

 bling  than  to  most  magazines.  But  proportionately,  I  think

 Assembling  does  not  reach  as  many  people  beyond  contribu-

 tors,  per  contributor,  as  do  many  other  magazines.  I  mean

 Assembling  may  have  two  noncontributing  readers  per  con-

 tributor;  most  little  mags,  I'd  guess,  have  at  least  $,  some

 have  hundreds.  But  this  readership  is  an  inteñse  one.  Con-
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 tributors  can  see  what  their  fellow  innovators,  in  this  case

 nearly  all  of  them  peers,  are  doing  more  clearly  than  they  can

 in  magazines  not  so  thoroughly  devoted  to  avant  garde

 works.  This  can  encourage  an  intense  sort  of  self-evaluation.

 It  can  also  make  use  of  a  sense  of  competition—we’ve  heard

 a  lot  about  the  way  competition  can  stimulate:  here’s  one  of

 those  odd  cases  where  it  actually  does.

 In  addition,  contributors  can  find  their  fellows  and  start

 communicating  with  them.  I’ve  gotten  in  contact  with  at

 least  a  dozen  new  people  through  Assembling  and  other  con-

 tributors  have  done  the  same.

 Assembling  encourages  this  sense  of  participation  more

 than  any  other  magazine  I  know.  In  its  ability  to  stimulate

 participation  it  resembles  an  event  as  much  as  a  magazine.  It

 could  almost  be  called  an  international,  xenoplastic  happen-

 ing.  Some  contributors  seem  to  participate  in  an  almost

 ecstatic  manner,  The  event  of  the  putting  together  of  the

 Magazine  could  be  compared  to  the  Roman  feast  of  Saturnal-

 ia—an  event  in  which  social  and  class  distinctions  are  reversed

 and  strictures  of  the  normal  order  are  overturned.  The

 authors  are  now  editors.  Sometimes  contributors  will  at-

 tack  things  they  resent  through  the  magazine  in  a  direct  man-

 ner  you  won't  find  in  most  poetries  of  protest  and  enjoy  a

 sense  of  infinite:  possibility  not  imagined  in  some  of  the  wild-

 est  avant  garde  polemics  of  ten  years  ago.  Contributors  dem-

 onstrate  a  great  deal  of  spirit,  exhibit  a  sense  of  liberation  in

 their'work.  In  Assembling  the  basic  authority  structure  of  a

 magazine  is  destroyed.  Their  levels  of  participation  run  from

 antagonistic  to  clownish  to  the  heights  òf  high  seriousness.

 One  of  the  things  that  all  of  this  gives  the  reader  is  a  col-

 lection  of  works  more  varied  than  he  is  likely  to  see  any-

 where  else.  Most  magazines,  grab  bags  included,  leave  one

 With  a  feeling  of  monotony  of  tone.  Some  central  authority

 has  selected  the  pieces  included  and  that  authority’s  sense  of

 tone  usually  pervades  a  magazine.  Contributors  to  Assem-

 bling  go  from  outright  uninhibited  play  to  intense  soul

 Searching,  from  an  immediate  sort  of  plangency  to  undefined

 8iggles  to  grand  pronouncements  to  an  utter  serenity.  All

 these  set  into  sharp  relief  against  each  other.

 Assembling  should  have  a  larger  readership.  I’m  sure  it

 Wouldn’t  lessen  the  intensity  between  contributors  and

 there’s  a  lot  noncontributors  can  get  from  the  magazine.

 Ost  important  in  this  respect  is,  of  course,  the  high  quality

 Of  a  good  share  of  the  work  published  in  it.  This  should  go

 Without  saying.  Of  course  there  is  a  fair  share  of  uninterest-

 ing  material  in  Assembling.  Some  pieces  are  downright

 Wretched,  But  even  these  have  value.  Being  unedited,  the

 Teader  has  to  decide  for  himself  which  works  are  of  value  and

 Which  are  not.  One  of  the  main  functions  of  such  a  magazine

 should  be  to  shift  critical  authority  from  publisher  and  critic,

 Teturning  it  to  the  author  and  reader.  With  Assembling  the

 Teader  is  given  the  responsibility  of  exercising  and  developing

 S  own  discriminatory  abilities,  to  rely  on  and  to  develop  his

 OWn  sense  of  judgment.

 Assembling  presents  itself  as  a  chaotic  mass  of  works  that

 doesn’t  give  the  reader  any  immediate  sense  of  order.  The  mag-

 Zine  does  not  have  any  sequence  to  it  and  the  reader  is  thus

 1vited  to  begin  at  any  point  and  explore.  Celebrity  hunting

 Will  be  impossible  for  him  because  few  heavies  are  represent-

 ed  in  the  first  place  and  those  who  are  can  only  be  found  by

 trying  to  follow  the  alphabetical  arrangement  of  the  maga-

 en  process  that  will  only  lead  him  through  the  contribu-
 10ns,

 .  Can  all  this  make  a  magazine  that  is  more  than  the  sum  of

 1tS  parts,  whose  form  actually  has  a  meaning  beyond  its

 parts?  Can  it  encourage  innovation  and  make  that  innova-

 tion  available,  give  young  innovators  a  chance  to  get  work

 around,  meet  each  other,  and  participate  together  in  each

 other’s  developments?  Can  it  vitalize  a  young  writer's  integ-

 rity  and  return  authority  and  judgment  to  reader  and  writer?

 These  are  the  potentials.

 H.

 But  these  potentialities  will  not  be  realized  on  a  large

 scale—at  least  not  as  the  magazine  now  stands:  grant  money

 has  been  cut  off  and  the  magazine  is  as  good  as  defunct.  Per-

 haps  the  idea  may  be  resurrected  and  carried  on  by  someone

 else.  That  wouldnt  be  terribly  hard  to  do,  and  I  hope  some-

 one  will  pick  it  up  and  take  it  from  here.  We  may  note  that

 a  magazine  as  innovative  as  Assembling  should  not  depend

 for  its  existence  on  grant  money  and  hope  that  anyone  who

 carries  it  on  from  here  will  not  rely  on  money  from  an  ex-

 ternal  and  untrustworthy  source.  We  should  feel  truly  sad-

 dened  and  disgusted  by  Assembling’s  demise.  Mll  let  editor

 Kostelanetz  tell  the  story.  The  following  is  from  his  notice

 to  former  contributors.

 Dear  Colleague,

 Many  of  you  have  written  to  us  to  ask  when  we'll  be  do-

 ing  Sixth  Assembling,  and  we  regret  to  inform  you  that  the

 grants  committees  of  both  CCLM  and  the  National  Endow-

 ment  for  the  Arts  have  decided  that  this  year  you  cannot  be

 allowed  to  publish  totally  free  of  editorial  constraint.  Assem-

 bling  is  dead  for  now.  This  is  particularly  disappointing  to

 those  of  you  who,  like  ourselves,  have  already  prepared  your

 contribution  for  another  issue.

 As  we  explained  in  the  preface  to  Fifth  Assembling,  our

 experiment  in  publishing  openness  and  generosity  (both

 yours  and  ours)  cannot  survive  without  grants.  The  costs  of

 collating,  inviting,  mailing,  covering,  printing,  etc.  runs

 $1500  per  year,  without  recompense  for  our  time  and  in-

 terest,  Korn  has  been  unemployed  for  most  of  this  past

 year,  while  Kostelanetz,  having  published  The  End  of  Intel-

 ligent  Writing,  now  finds  his  work  cut  out  of  commercial

 contracts.  Simply  because  Assembling  has  grown  to  serve

 more  than  one  hundred  of  you  each  year,  we  can  no  longer

 afford  to  subsidize  it  ourselves.  1975  isn't  1970,  when  we-

 began.  So  we  applied  to  the  NEA,  whose  guidelines  specified

 that  “experimental  works”  should  be  favored,  Not  only

 were  we  the  one  and  only  avant-garde  press  to  get  ¢  grantin

 a  blatant  violation  of  the  mandate-but  the  NEA  specified

 that  the  low  amount  (itself  a  gross  insult  to  the  values  we

 represent)  be  used  not  for  Assembling,  which  we  emphasized,

 but  for  one-man  chapbooks,  thus  eliminating  nearly  all  of

 you  from  Assembling’s  services,  (And  for  this  they  get

 government  money!!)  So  we  applied  to  the  Coordinating

 Council  of  Literary  Magazines,  which  turned  us  down  flat,

 after  two  years  of  support  (including  a  grant  that,  as  we  ex-

 plained  in  the  preface  to  Fifth  Assembling,  would  have  killed

 us  two  years  ago,  did  we  not  campaign  to  have  its  stipula-

 tions  changed).  Since  the  proprietors  of  CCLM  insist  that

 excellence  be  the  only  criterion  for  awarding  grants,  it  is

 scarcely  surprising  that  the  recent  grants  committee  consist-

 ed  of  such  noted  advocates  of  quality  and  opportunity,  such

 veteran  opponents  of  little  magazine  mediocrity,  as  Molly

 McKaúghn  of  Paris  Review,  Tom  Dent  of  Nokimbo,  Arthur

 Vogelsang  of  American  Poetry  Review,  A.D.  Winans  of  Sec-

 ond  Coming,  and  Robley  Wilson,  Jr.,  of  North  American  Re-

 view.  The  fact  that  none,  absolutely  none  of  these  people
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 are  sympathetic  of  experimental  activity  is  a  clear  and  in-

 arguable  index  of  CCLM's  continuing  repressive  attitude

 toward  alternative  work.

 Assembling  seems  to  have  its  enemies,  to  be  sure—people

 who  are  opposed  to  what  it  represents  in  both  esthețics  and

 ethics.  In  our  observation,  they  fall  into  four  categories-

 authoritarian  editors  who  are  occupationally  offended  by  its

 editorial  concept  (i.e.,  the  freedoms  offered  our  contribu-

 tors);  envious  editors  who  covet  the  attention  Assembling

 has  received  and/[or  its  physical  size  (which  is  an  index  of

 massive  contributor  support)  and/or  its  influence  (especially

 in  the  appearance  of  publications  with  a  similar  editorial

 concept);  conservatives  who  simply  object  to  any  and  all  ex-

 periments  in  art  and  editing;  and  reactionaries  (or  fascists)

 who,  out  of  fear  of  the  greater  attractiveness  of  experiment-

 al  art,would  want  to  kill  everything  that  shows  originality

 and  initiative,  It  is  scarcely  surprising  that  the  NEA  small

 press  jury  includes  William  Styron,  John  Leonard,  Webster

 Schott,  Jack  Shoemaker  and  the  presidents  of  both  Alfred  A.

 Knopf  and  Atheneum.  (And  it  contains  no  one,  absolutely

 no  one,  sympathetic  to  experimental  activity,  in  another  ex-

 ample  of  scandalous  exclusion.)  It  is  indicative  that  both  this

 panel  and  CCLM's  shot  down  Assembling  in  its  prime,  when

 it  had  more  participating  contributors  than  ever  before  (in

 five  continents),  when  it  had  scores  of  new  people  wanting

 .  to  contribute,  just  as  it  was  gaining  international  recognition

 and  readership.  Assembling  was,  in  truth,  shot  down  not  be-

 cause  it  failed  in  its  aim  but  because  it  succeeded,  so  nobly.

 We  shall  have  to  have  other  ways  to  revive  Assembling.  If

 you  know  of  truly  enlightened  benefactors,  please  contact

 us,

 The  elimination  of  Assembling  is  yet  another  grisly  epi-

 sode  in  the  continuing  history  of  the  suppression  of  experi-

 mental  writing  in  the  U.S.  -the  decimation  of  originality  and

 opportunity,  on  behalf  of  seventies  mediocrity  and  closure.

 As  many  of  you  know,  commercial  publishers  totally  neglect

 experimental  work;  the  recent  NEA  grants  to  153  individual

 writers  included  no  experimentalists—none  at  all-nothing,

 amda,  nil;  the  grants  to  67  small  presses  included  only  one

 press  predisposed  to  experimental  work.  While  the  squares

 ran  off  with  the  loot,  the  Participation  Projects  Foundation

 got  only  one  grant,  itself  repressively  restricted,  as  we  noted,

 to  chapbooks.  When  one  of  us  (Kostelanetz)  confronted

 Leonard  Randolph  of  NEA  with  this  data  at  the  Maryland

 Writers  Council  symposium,  11  April,  1975,  Randolph  cited

 as  an  NEA  experimental  beneficiary,  one  William  Kotz-

 winkle,  whose  work  we'd  generously  classify  as  “imitation

 Brautigan”  and  which  has,  for  that  reason,  always  been  com-

 mercially  published,  Randolph  tried  to  create  the  impres-

 sion  that  no  writers  in  America  consider  themselves  experi-

 mentalno  one,  thus  denying  in  advance  that  people  like

 yourselves  exist,  This  is  scandalous—intellectually,  literarily,

 humanly.  It  violates  our  sense  of  decency  and  quality,  Merely

 writing  these  lines  (and  rereading  them)  makes  us  very,  very

 angr).

 III.

 During  the  last  two  years  or  so  I’ve  become  increasingly

 tired  of  the  standard  one-reviewer  one-view  one-subject  ap-

 proach  to  reviewing  and  have  been  working  on  formats  for

 multiple  and  group  responses.  Most  successftl  so  far  has

 been  my  Margins  symposium  series.  Assembling  seems  Very

 appropriate  to  multiple  response.  All  north  american  con-

 tributors  were  asked  to  respond  to  one  piece  or  one  fellow

 contributor.  There  might  have  been  more  responses  but  for

 several  unfortunate  circumstances.  A  number  of  contribu-

 tors  hadn't  yet  received  their  copies  due  to  some  problem

 with  the  mails—this  was  further  aggravated  for  Canadian  con-

 tributors  by  their  postal  strike.  Several  contributors  didn’t

 seem  to  understand  my  proposal—thinking  I  just  wanted

 feedback  to  digest  rather  than  print  as  is.  Several  anti-author-

 itarian  contributors  apparently  saw  me  as  some  sort  of

 authority  figure  and  merely  sent  me  cranky  letters.  You  can

 see  a  certain  surliness  in  several  of  the  responses  below—and

 I  say  bless  the  instinctive  distrust  of  the  contributors.  The

 following  is  what  I  received.

 Bruce  Andrews

 SIGNIFICATION

 [The  subject  of  this  piece  is  Ron  Silliman.  Ed.)

 Weighing  what  is  weightless  if  we  remain  at  a  distance.

 Performative  utterance.  ‘Reference  the  prize  yet  here  the

 booby  prize.  There  is  almost  no  such  thing  as  non-referen-

 tial  language  —  only  the  non-referential  organization  of  any

 language,  a  way  off  of  beyond  what  is  expected.  Up  close.

 Wouldn’t  reference  have  at  times  the  fakery  of  immaculate

 conception  —  “traceless”  —  and  thus  of  myth,  a  countering,

 to  alienate?  Familiar  usage  hiding  the  appearance  of  intent.

 “Words  only  become  nof-referential  through  specific  con-

 text.”  (The  Chinese  Notebook,  no.  110)  Words  only  be-

 come  referential  through  specific  context.  The  politics  of

 form,  formality.  Convention  and  intention  at  war?  Parxis:

 pragmatics.

 Reading  speed  /  post  position.  Syllables  where  it  occurs.

 Yet  for  what  purpose  are  the  interior  rules  formed  and  how

 are  they  to  be  recognized?  Jump  out  of  context  =  jump  free

 of  conventional  apprehension.  Or  a  series  of  Chinese  boxes

 —  passing  from  one  to  the  other  (“place  of  silk”  set  within

 “plethora  dimensions”)  so  the  varieties  of  velocity  creating

 simulacra  of  understanding,  as  when  “to  pulse  on”  and

 “making  a  bað  rolling  straight  faster”.  As  though  the  specif-

 ics  of  narrative  structure  could  ever  be  the  surest  guide  to  a

 structure  of  comprehension,  They  aren’t.  Content  as  an

 alibi  and  an  exceedingly  transparent  one  at  that.  The  plea

 of  having  been  elsewhere  at  the  time  of  any  alleged  act.

 Cause  /  effect  and  stimulus  /  response  may  be  tropes  for

 the  way  one  mechanism  relates  to  another,  yet  still  not  at  all

 for  the  way  we  embed  purposive  acts  within  a  situation,  or

 for  the  way  our  readings  taken  in  (inside-out)  their  presence;

 also  what  surrounds  it.  “making  a  short  time  fast”.  Just  as

 the  passage  to  get  there  wås  an  enfoldment,  a  reminiscent

 process.  “All  these  words  turning  in  on  themselves  like  the

 concentric  layers  of  an  onion.”  (TCN  no.  35)  Butis  context

 always  a  paradigmatic  concern?

 Grammar  suggesting  a  more  static  alignment  of  forces  out

 there  —  whether  the  prominent  noun  or  frozen  verb  —  its

 suggestive  powers  (its  ability  to  notate  states,  relationships)

 look  more  and  more  feeble  in  specifics.  We  are  usually  given

 a  fog  in  favor  of  any  directly  attended  detail  or  the  enhance-

 ment  of  what  is  occurring  now,  here.  The  disclaimer,  the

 false  clarity.  Language  can  do  other  things  :  a  model  of  im-

 mediate  perception.  Where  outside,  for  example,  are  we  so

 conscious  of  subtle  prolongments  —  “aim  same  synthesize”

 “a  do  grain”  “but  held  shoes”  —  elicited  lengthen  attention.

 Pressure,  the  molding,  doing  the  enlargements  of  time  to  re-
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 place  the  simplifications  of  meaning.  Or  metronomic.

 “shortly  wad  thank  city”.  With  such  separateness.  “he  I

 me  button”.  The  backgrounding  of  meaning  also  allows  it

 to  play  a  much  more  active  formal  role.

 “a  guide  language  the  people”

 “would  strike  a  blow  at  idealism”

 Does  context  only  disappear  in  our  experience  when  it  seems

 superfluous,  as  it  so  rarely  is  in  what  is  normally  called  read-

 ership?  A  word  shift  outward  through  a  set  of  its  own  en-

 hanting  (?)  conditions  —  by  which  form  and  activity  give

 mutual  evidence  of  each  other.  The  absentee  ballot.  Not

 writing  as  an  activity  but  —  constructivist  —  as  score  for  ac-

 tivity,  not  a  decoration  of  a  plot  (or,  to  say,  a  story).  Some-

 times  accumulation  as  a  prosodic  graph  of  possibilities  con,

 tained,  each  directed  out  (each  with  its  own  penumbra,  and

 implication  of  context)  and  then  directedly  refocussed.

 “cent  had  were  was  who  prostitution”.  Putin  place.  One

 might  suggest  the  idea  of  sprung  reference.  Semblance  of

 condensation.  “to  pulse  on  infusion  more”.  “the  names

 applause”,

 A  remarkable  autonomy  of  line  (as  witness  of  the  autonomy

 Of  language);  yet  even  here  the  lure  of  a  verb  form  occasional-

 ly  at  the  end  :  “draws”  “shift”  “sharply”  crisscrossing  that

 autonomy  with  its  determined  fixity.  Does  it  begin  to  sug-

 gest  between?  How  autarkic  the  individual  words  here?

 “meticulous  from  defeat”.  Yet  all  such  choices  seem  trans-

 Parent  (the  manner  is,  not  the  material)  in  a  way  a  too  stren-

 uously  sought  “substance”  can  never  be.

 The  process  involved  sends  up  a  record  of  causal  antecedence

 much  less  than  of  orchestrating  these  volitions.  We  see  like

 that.  As  though  the  mechanics  of  form  —  a  way  of  mocking

 the  very  character  of  form,  whereas  the  mechanics  of  refer-

 ence  just  throw  another  congealed  layer  upon  whatever  is

 Present.  “yang  hollow”.  “causes  are  yin”.  Intentions  are

 hollow  —  moreover,  they  are  here  not  logically  independent

 Of  the  forms  that  perform  them.  Thus  not  experienced  as

 Humean  causes.  “isnot  a  fixed  limiting”.  “to  draw  the

 lots”,  Evidence  of  what  it  is  not.

 Myth  comes  in  as  the  opposite  —  an  illusory  transparency,

 With  the  implication  that  it  is  merely  transparent,  as  though

 4  formal  structure  were  not  at  the  heart  of  its  substantive

 Content.  Myth  asa  blockage,  an  inability  to  get  beyond,  a

 Sounter-explanation,  then  such  use  of  language  as  is  here

 Suggested  begins  to  take  on  the  look  of  a  counter-myth,  not  a

 decoding  of  any  ulterior  myth  or  signifier  (an  explanation),

 but  :  a  formal  signification.  That  which  is  self-explanatory,

 Stlf-evident,  directly  and  directedly  here,  which  requires  no

 Supplementing  or  absent  context  to  become  intelligible?  In

 3nd  of  itself,  No  further  knowledge  of  causes.  No  sub-

 Süming  laws,  Not  vicarious.

 Richard  Kostelanetz

 I  hope  that  none  of  Assembling’s  200-or-s0  other  contri-

 butors  are  offended  if  I  suggest  that  Richard  Meltzer’s  con-

 tinuing  contributions  deserve  a  special  prize.  From  the  be-
 Sinning,  Meltzer  realized  that  an  invitation  to  contribute  to

 Hasbi  was  a  licence  not  only  to  be  absolutely  free,  to

 do  something  no  one  else  would  do,  but  also  to  transcend

 our  own  editorial  expectations.  Quite  simply,  he  discovered

 possibilities  we  had  not  envisioned  in  advance.  Whereas  pro-

 spective  contributors  were  invited  to  submit  one  thousand

 copies,  8⁄2  by  11”,  of  whatever  they  wanted  to  see  in  print,

 Meltzer  initially  offered  a  thousand  baseball  cards,  each  with

 a  different  “literary  move”  added  to  it.  Since  our  commer-

 cial  collator  couldn’t  handle  that,  Meltzer  then  sent  a  pack-

 age  he  called,  in  sum,  “Rin  Tin  Tin’s  Asshole  and  Penis.  It’s

 a  thousand  pages  of  all  different  shit  including  the  only  copy

 of  the  only  novel  I  ever  wrote.”  Since  one  was  forced  to

 imagine  a  whole  merely  from  observing  the  part,  it  was  a

 kind  of  conceptual  art.  Though  our  invitation  assumed  uni-

 formity,  he  discovered  the  possibility  of  absolute  diversity.

 “Each  one-page  thing,”  he  added,  “gonna  be  awhole  differ-

 ent  show  stopper.”  In  one  Assembling,  I  found  a  hand-writ-

 ten  note,  apparently  from  his  mother,  addressed  to  “To

 Whom  It  May  Concern”:  “Please  excuse  my  son  Richard

 from  school  today.”  For  Second  Assembling,  he  contributed

 a  thousand  more  pages  of  similarly  miscellaneous  material,

 and  that  book  also  contains  pieces  by  Borneo  Jimmy  Dupre,

 which  is  a  familiar  Meltzer  pseudonym,  and  Betsy  Wallace,

 which  I  take  to  be  a  pseudonymous  collaboration  between

 himself  and  his  paramour,  Roni  Hoffman,  who  has  also  con-

 tributed  regularly  to  Assembling,  Though  Meltzer’s  writings

 appear  all  over  the  map,  he  has  consistently  given  Assembling

 works  that  are,  as  we  claim,  “otherwise  unpublishable.”

 For  Third  Assembling,  Meltzer  contributed  a  four-page

 piece  which  Jerry  G.  Bowles  had  initially  solicited  for  his

 own  Assembling-like  publication,  Art  Work,  No  Commercial

 Value  (1972).  Though  Bowles’s  book  offered  total  freedom,

 like  Assembling,  Meltzer’s  contribution  made  Bowles  and  his

 publisher  double  back.  So  Assembling,  which  has  never  re-

 fused  anything  solicited,  got  a  truly  otherwise  unpublishable

 gem.  On  its  opening  page  is  the  contraction  “I’m,”  hand-

 written,  in  large  letters.  On  the  second  page  is  “going”  and

 on  the  third  is  “bald”.  On  the  fourth  page,  Meltzer  wrote,  in

 a  neat  square,  “But  not/  my  crotch,”  and  scotch  taped,  just

 below,  was  a  hair  whose  length  and  diameter  leads  me  to  be-

 lieve  it  came  from  a  pubis.  One  dimension  of  this  work  is,  no

 doubt,  an  awareness  of  its  awesome  compositional  process.

 For  Fourth  Assembling,  Meltzer  contributed  pieces  under

 several  pseudonyms,  including  Bob  Aab  and  Steve  Zwint  (so

 that  he  could  rip  off  both  the  front  and  the  back  of  the  tra-

 ditionally  alphabetical  book),  in  addition  to  Walter  Whiz  and

 Borneo  Jimmy  Dupre.  A  few  days  before  we  expected  to

 take  everything  to  the  collator,  Meltzer  called  up  and  asked  if

 I'd  like  his  stamp  collection.  Instinctively  I  replied  yes,  and

 later  that  evening  he  arrived  with  a  shopping  bag  full  of

 pages.  (These  were  distributed  throughout  a  thousand  books

 under  his  own  name.  Jonathan  Sisson,  in  his  review  for  the

 Minneapolis  Tribune,  singled  them  out  among  his  favorite

 contributions.)  I  later  discovered  that  the  year  before  Mel-

 tzer  had  offered  my  colleague  Mike  Metz  his  mouldy  sneak-

 ers  and  a  lot  of  other  old  clothes.  Meltzer  had  perceived  that

 Assembling  could  also  function  as  a  drop  for  highclass  gar-

 bage,  literary  and  otherwise,  which  was  not  an  intention  we

 iñitially  had  in  mind.

 Meltzer’s  contribution  to  Fifth  Assembling  resembles  Bob

 Aab's  to  Fourth.  In  my  copy  at  least  is  a  carbon  of  some

 critical  writing  about  rock  music,  apparently  Meltzer’s  own,

 typed  on  the  back  of  a  record-company  promotional  flyer,

 both  sides  of  the  page  apparently  constituting  his  contribu-

 tion.  I  understand  that  other  copies  of  Fifth  Assembling

 contain  pages  from  Bowles’  Art  Work,  NCV,  Meltzer’s  copies
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 |  мћісћ  меге  аррагепііу  гесусіей  Баск  Њгоцећ  Азветбііпг,

 Меіег  оѓ  езе  і  Бу  пом  аѕ  зресіасшіаг  ог  іпуепііуе  аѕ  һі

 ргехіоиз  ехрІоііаііопз  ої  ошг  тейішт,  Биі  І  вепѕе  (аі  һе,

 Іїке  еуегуопе  еіве  сопітібшііле  іо  Азветбіе,  мі  іо  Ђеціег

 пехі  бте,  ії  еге  і  опе.

 Коп  $Шітал

 ОМ  АЅЅЕМВИМС  АМО/ОВ  ГЕЕ  ВЕЈАЅО

 І  пі  аќ  І  доп’  геад  іќ,  рег  зе.  Ваќег,  І  ІооК  аі  й.

 Уһісһ  тау  ог  тау  пої  ће  маќ  опећі  ќо  Бе  опе.  Тһе  тар-

 атіпе  аѕ  а  моіе  І  теап.  Іаѓег,  ГІІ  геі  іпіегеѕіей  іп  ѕзоте-

 Ђоду’  могі  апд,  пої  һауіпр  а  Іоі  ої  іё  аі  һап,  сһесК  Баск

 Шеге.  1  арі  ќо  ћаҹе  Бееп  іп  аі  єаѕі  опе  іззие.  ке  Магу

 Аѕеу  ог  Мһаі?в-һів-пате  Еапіеу,  үһо  опсе  воі  һіѕ  аѕз  іп  а

 зїїпе  Бу  йоіпе  а  ѕегіе  ої  зіатрз  мії  іе  Ғасё  (ћеай,  таег)

 Ғасіпр  е  оһег  гау.  Іпіо  ће  ріпе.  Тһе  С-теп  таде  ћіт

 йеѕітоу  (Ње  ріаіе.  Виі  уош  Ѓогре  Њаќ.  Үош  геад  іі  іп  Ње

 рарег  апі  Кпом,  геафіпр  іі,  Њаќ  уош  мії  Гогреі  ії.  І  ѕоте-

 іле  уош  ассері  іп  Ше  уегу  асі  оѓ  теайіпе.  Үеагз  Іаіег,  Воз-

 тагіе  Маійгор  ѕепйѕ  уош  а  Боок  оќ  Магу’  ог  Тһе  Віаск  Та-

 тапішіа  тепііопз  Еагіеу.  $о  уош  Іоок  ет  ир.  ІР  а  рге-

 сопѕсіошв,  а  раћетіпе  оѓ  аі  аѕ  тисћї  аѕ  апуіпе  еке.  І

 пк  іі?  һагӣ  Гог  мотел  апд  теп  эћо’уе  Бееп  “іпіо  Ње

 риђівћіпе  ѕселе”  Гог  аже  {о  ипдетзіапі  із  аѕзитрііопз.

 Тһеу  йоп”і  Њіпк  аі  еу  зһошій  һаҹе  іо  рау  (о  ри  Ѓойћ

 Њеіг  оміп  ргојесіз.  Виѓ,  Іеіііпе  оетз  сопітої  Ње  топеу,

 оћегз  сопігоі  ће  агі.  Му  зһошій  уои  һауе  Ко  дерепд  оп

 Ње  оріпіоп  ої  оет  реоріе  {о  веі  уошг  мог  “ош?”  іо

 мћеге  реор!е  сап  ѕее  і?  Ооеѕ  апу  мтіќег  һауе  апу  сопії-

 бепсе  Њаќ  жћеп  ап  ейіќог  “сһоове$”  һіѕ  могк  (ог  ћетв)  і

 ЃоШомиз  аќ  Њеу  сап  ипдетѕіапд  іі  аззитрііоз,  15  іпіел-

 Нопѕ?  $о  ії  ехівіз  ѓог  (аі  ршгроѕе.  Аѕеу  апі  Ғагіеу  аге

 пої  “пем-сотегз  іо  апу  ріуеп  ѕсепе,  Биі  гаћег  КЊеіг  ѕсепе

 һаѕ  поќ  Бееп  мійеіу  тае  Кпомт.  Іее  ГеЈаѕи  маз  (таіпей  аѕ

 а  рһоќоргарћег,  бергее  гот  Соорег  Опіоп  ”64,  а  Ње  гірћі

 патеѕ  оп  Ње  теѕите  (сопѕиќаќіопз  міёћ  ЅіѕКіпі,  Абиз,

 екс.)  мо,  І  (аке  ії,  Бесате  іпіегеѕіей  іп  Ше  ітаре  аз  зірп

 апд  Ъерап  айдіпр  Іеііетв,  Іаприаре,  іпіо  №із  мог.  Іп  Ње

 мог  іп  АѕзетЫіпе  е  Баіапсе  Беѓмееп  геГегепсе  апі  поп-

 теѓетепсе  мауеге.  Із  атЬімаіепі.  Виі  зо  реагей  аі  і  уош

 сошій  “Григ  іє  ошї”  іё  чошійп"  “таке  зепѕе.”  А  Биллу  іп

 оіѕ  оп  ћаѓ  тірі  ђе  а  апке  пехі  ќо  а  ѕоскеі  пехі  іо

 е  даќе,  Тһе  Биплу  арреагѕ  Ќо  Бе  а  ѓоу,  ѕішіїей,  ап  ітаре

 оѓ  а  Биплу  уои  уошій  ргезепі  (о  а  сһіїї.  Веіом,  іп  һеауіег

 йоќей  “Ііпев,”  ів  а  репсіі  атопр  меейз  апі  Ње  Гойоміпе

 ехі:

 Тһоцећ  агайіпр

 іп  Ње  ітабіїіопз

 һе  геѓизей  Ње

 па!  агііѕіз

 “опе”  ѕоїиііо.

 Не  азо  ей

 “ке  а  Биллу.”

 Ш  ів  ке  Ке  ргоМет  оѓ  Гошг  йоотз,  ідепііса!  і  Гог  Ње

 погйв  ѕќепсііей  оп  еасһ:  Гайіез,  Сепііетеп,  ЕХІТ,  ризһ.

 һа,  Њеп,  оез  һе  доог  теап?  ҮЛаі  уои  реі  аге  ођјесі

 аїгіећі,  биі  мії  е  теапіпр  ігаіпеі.  Маі  уои  аге  зир-

 рове  ќо  зее  із  Каі  ріасе  меге  іі  шѕей  (о  Бе,  Үћаі  тоге

 сап  уои  аѕк?

 Наппаћ  Меіпег

 СВІТІСІ$М  ОЕ  МҮ  НАММАН  РООІ,  Гоп  рағе

 раве  2  мћу  спісіге  уои  йопі  ипаегіапі  ВОМТ  СОММІТ

 ЖНАТ  маг  еізе  апоег  йау  КЛуз  АТ  ТНЕ  ТІМ  РАТАСЕ

 СО  ҮІЅІТ  НІМ  Јілеіе  Бей  теапѕ  уои  таде  ап  его  215  г

 Үои  заій  Вһуз  допі  утііе  Ње  шпдегііпеѕ  апд  саріќаі  могі

 Кеер  іпіеггирііпе,  ехріаіп  Ветайеііе  ВЕАО  ТНЕ  ТАРЕ

 Стіеѓ,  а  рзусћіс  ѕаій  ту  уоісез  ҮОЦВ  УОІСЕ$  меге  а  тиі

 поі  ћетотоій  кеасћег  Његаріві  &  сотрапіоп.  $0  М№НУ

 ГІ)  Үои  һеаг  уошг  оул  үоісе  геай  Ње  ілез  оѓ  огіріпа]

 ќехі  аз  уои  уте  ҮОШ  СКІТІСІ2Е  ҮООВ$ЕІ  Е  Ыесашзе

 соріев  ої  АззетЫіле,  меге  геіштей  {о  Ковіеіапеіг  апд  уои

 опіу  таке  зепзе  по  опе  еіхе  һеатз,  Соппесіісиі  ма  пеуег

 ехріаіпеі  Ьу  һе  уоісез,  ТНЕ  ЕАК  үт  пеуег  ўепі  Шеге

 зсепе  иі  Ѕаісһійпапаа’  агат  АМО  Ооппіе’  рагепіѕ  аге

 №О  РЕКІОО$  гоо  тисћ  ЕХРІ.АТМ  ТНЕ  РНОМЕ  НЕМ

 ҮОШ  АІ.  уош  веі  теѕзавеѕ  уоџ  Лед  уоісез  УО  5ёё  0105

 оп  уошг  Ѓогећеай  Шке  НАМС  ОР  ог  РОМТ  СОМЕ  ућісћ

 теапѕ  Њеу”ге  Биѕу  ог  пої  ћоте  пої  еісоте  ог  ії  іе  уои

 еп  ѓо  гете,  ОВЕҮ  ВЕКА  уоиг  ашпі  Стеії  ѕауѕ  маѕ  уошг

 Сит  ің  а  Ѓогтег  Ше  МЕАТпезз  апд  раќіепсе  о  е  Іеаей

 Гот  Ветайеі:  А  РОЕТ  Сотрійп  НАМХАН  ЕГЕУЕМ

 маѕ  пеуег  таде  сіеаг.  УҮошг  аипі  йіез  Ње  опе  мћо  маз  ішт-

 іпе  80  іштей  81.  Ѕһе’  ауе.  ПОМ№Т  ЕАТ  $ТАКСН  репіоі

 ООМТ  СКІТІСІЛЕ  ВНҮ$.  Стііісіте  Ње  гі  сһаКм.  ТОО

 ОРЕМ.  Кипдаһпі  гівеѕ  гот  е  Базе  ої  Ње  зріле  УНЕКЕ

 Ње  15  сһакта  ів.'  ЗЕУЕМ  і  аі  һе  {ор  оѓ  тотіле  ћеай

 СООР  СІКІ.  ООМТ  №КІТЕ  МОВЕ.  ЅІСМ

 ЅІСМ  ҮОЦК  МАМЕ

 Наппаћ  Меілег

 Іогів  Еввагу

 ИТЕВАТОВЕ  АЅ  ЕЕГ)  ТНЕОКҮУ/СИТОКЕ

 АЅ  ПЕЅОГАТІОМ

 Тһе  мтіііеп  могі  і  аһмауѕ  а  Паве/тойшіаќіоп.  Мій  “Р”

 аѕ  сшіќига!  ѕігискцге  апі  “№”  ав  ошг  агі,  Ње  геѕшКалі  рага-

 іт  Бесотеѕ  (Њаќ  оѓ  ап  іпуегіей  (М)еіаі  (О)хіде  ($)еті-

 сопаиског  іп  місії  Ње  вошгсе-о-йгаіп  еїїесі  ої  Ње  еіесігі-

 са!  беій  ів  јиві  Каі,  уіеііпр  Іевв,  аінауз  Іевз,  іпсгетеліаЇу

 евз,  һап  тоге.  Р  Байет  (о  гедисііуе  виЬтівзіоп  ошг  іпі-

 рив:  Беіебв,  ретсерііопз,  Ѓогтв.  №  Ѓогсей  (Њгоцећ  Ње  Пих

 іпіо  а  тедисііоп  ко  аБѕшгдііу  уіеійв  опіу  Ње.таіп(епапсе  оѓ

 ап  іпсгеабіпріу  епіторіс  мгійіле.

 Тгайіќіопаі  Атегісап  Шегаішге,  ої  м/ћісһ  ме  ате  Боіћ

 һеіг  апі  регректаќог,  һаѕ  Літіќейі  іівеі  ќо  а  пш]!  ве  мій  іі

 сопііпией  хао  ол  ће  шпгеѕоіуей  сопсегпѕ  ої  (ће  18

 апі  19  сепќшгу  сћіійгеп  ої  пакте,  Меп  еуеп  Ње  Ката

 Ѕиіта  із  поі  іпехһацхііЫе,  Ње  тіѕзіопагу  розіііоп  і  сегіаіл-

 Іу  евз  зо.  Роїііісаі  теуоіиііоп  епііеззіу  ге-сапіей  аімауз  ге-

 шік  іп  Бісепіепліаїв.  А  овз  і  а  Бозз  ів  а  Боз.  Мћо’  пехі?

 Айег  маїКіпр  іпіо  а  (тее,  Матрегі  Ршіег  адтіќіей  аі  зһе

 вам  ік  Би  дій  поі  гесорліте  ії,  Же  Гайіпр  Ко  йепу  Ње  ге-

 ѕшНапќ  раіп  апі  сопішѕіопз,  зе  йі  шпдегвсоге  (Ње  уіка!

 роіпі:  емегуіћіпд  йерепа  оп  тесовпіоп  апа  іЗепііїсаіїоп.

 Тһе  и/ћо!е  ргоЬіет  сопѓеѕзед  опе  мау...  “То  Њіпк  (Њаі

 І  һай  ѕо  тисћї  ќо  до  міќћ  іё...  І  маз  аігеаду  ѕіск  ої  Ње

 мћое  ѕиђјесі.  Моћһіпр  сап  Ье  тоге  йгеагу  Њап  ‘сооїлезе”

 ..,  Њаќ  соуетз  ир  Ње  Ѓасі  аќ  ќе  сһагасіег  із  илаМе  іо

 сопуеу  апуќһіпр  ої  Гогсе  ог  іпіегезі,  а  Кіл  ої  зосіоіоріса!

 сооїпезѕ  ѕооп  Ко  Бесоте  а  Гад...  АП  із  маѕ  аБоиі  {о

 ѕргоші  а  оуег  Атегіса...:”  Јаск  Кегошас.
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 ment  of  the  verbal  into-and-against  materials/the  blank

 page  of  course  in  the  language  format  is  the  material  of  si-

 lence  aná  all  its  possible  implications/use  of  page  “silence”

 as  a  format  for  a  reluctant  self-questioning  language/language

 as  phenomenon  and  as  self-referential  discourse/language

 that  confronts  the  historically  stained  nature  of  all  given

 things  even  the  minima  the  names  and  things  to  which  we

 turn  from  familiar  overburdened  degraded  speech/all  this  is

 significant  for  us  now

 b!

 this  is  a  field  of  innumerable  material  “meanings”  which

 now  and  again  at  various  points  gives  rise  to  verbal  represen-

 tations  of  sub-verbal  human  sounds  (cough,  shhhhh,  clap,

 mmmmm,  and  so  on)/all  familiar  performance  situation

 sounds  by  the  way/and  also  in  relation  to  which  it’s  possible

 for  Zelevansky  to  offer  any  number  of  verbal  annotations/

 these  annotations  serve  varied  functions/that  is  for  example

 to  propose  locations/to  establish  spatial  and  conceptual  re-

 lations  in  this  flat  quite  deliberately  unnatural-looking  realm

 (A  platform/In  the  auditorium/At  Home/a  plane,  etc.)

 a2

 also  works  that  explore  the  concept  of  “mapping”:  maps

 or  models  of  space  phenomena  in  space  locations  of  things  in

 space  etc./“interior”  mapping  by  the  verbal  map  or  model  of

 its  own  territorial  properties/perhaps  a  third  mapping  that

 arises  from  1  and  2/location  of  the  “auditor”  the  “writer”

 chronicler  etc.  in  relation  to  1st  and  2nd  space/trying  to  find

 out  exactly  where  “I”  am  in  these  worlds  or  texts/and  of

 course  there  is  the  potential  for  at  least  a  4th-Sth-6th  map-

 ping  by  the  “reader”

 b?

 through  these  annotations  Z.  is  also  able  to  include  more-

 or-less  essentially  verbal  (rhythmic  and  visual)  zones/such  as

 the  upper  zone  of  repetition  and  syllabic  and  tonal  reorgani-

 zation  and  emphasis  of  the  small  closed  language  field  of  4

 words  (we  all  you  know)/the  letter  m  field/the  faint  hand-

 written  zone  across  and  around  the  “turntable”  area/very  dif-

 ficult  to  “read”  but  about  which  or  from  which  one  might

 fabricate  a  number  of  tonal  or  even  narrative  readings

 0

 April  13/cold  wind/yellow  forsythia/madras  green  walls/

 zest  of  lemon  and  caraway/mortar  and  pestle  “russian

 bronze”/pine/cold  “february”  wind  in  pine/green  “winter

 green/“april”  blue  sky/bluegrey  cloud  +  orange  awning  in

 “april”  blue  sky  field

 a?

 not  so  much  by  choice  as  through  the  dictates  of  materi-

 als  we  are  working  with/we  find  ourselves  becoming  more

 involved  in  material  and  spatial  meanings  usually  reserved  for

 the  painting  format/there  are  literally  infinite  possibilities

 for  the  creation  of  complex  presences  of  verbal  or  verbal  +

 non-verbal  materials  and  for  the  conversations  harmonious

 or  corrosive  among  all  these  propositions  facts  and  quota-

 tions

 b?

 attention  ought  to  be  paid  to  Z's  uses  of  different  type

 faces/  do  they  have  (as  they  might)  different  affective  quali-

 ties  in  relation  to  the  specific  language  etc.?/also  one  might

 think  of  these  pages  of  visual  fiction  as  a  sort  of  essay  on  the

 literary  uses  of  the  straight  line/mathematical  technical  look

 of  graph  paper  and  its  usefulness  for  establishing  precise

 measurements  relations  of  scale  etc./zones  that  suggest  musi-

 cal  staffs/use  of  cubes  on  differing  levels  of  realistic  represen-

 tation/that  is  the  fairly  naturalistic  speakers  the  abstract

 cubes  and  boxes  available  for  composing  a  platform  etc.

 at

 what  is  called  for  now  is  a  new  generation  of  cartograph-

 ers

 b

 finally  about  Z.  we'd  like  to  suggest  a  reading  of  the  verbal

 elements  parallel  to  the  line  and  box  elements/the  repetition

 and  variation  of  scale  placement  etc.  of  letters  terms  and  sọ

 on/on  side  2  for  example  relations  among  At  Home/AT

 SCHOOL/at  my  seat  etc./also  for  example  the  movement

 from  the  “turntable”  on  the  “recto”  to  the  diagrammatic  A

 Record  circle  on  the  “verso”

 að

 visual/verbal  work  offers  us  the  opportunity  to  create  an

 actual  terrain/while  the  square  faceless  territory  of  the

 normal  page  the  lack  of  immediate  sensory  “meaning”  en-

 courages  the  familiar  quest  for  depths  for  truths  off  the  page

 in  the  archive  etc.

 0

 “maeve”  in  yellow  vw/April  15/the  simultaneous  tubes/

 the  closed  the  open  “and  so  on”/about  2:45  ——  4:15/

 breezes  through  air  field/spr(sum(Summer)ing)mer)ing
 *

 natural  code/flowering  insects  bions  and  so  on  and  on

 Sean  Bradley

 comments  on  “land  use  in  illinois”  by  donald  lipski

 but  secretly  we  thirst.

 i  have  my  blue  shirt  on.  early  april.  quiet.

 but  secretly  we  thirst.

 the  candle  is  lit.

 but  secretly  we  thirst.

 or  the  art  of  calligraphy.

 but  secretly  we  thirst.

 lipskis  work  to  me  has  the  holiness  of  calligraphy.  of  man-

 tra.

 after  looking  at  one  of  his  pieces  i  want  to  write.  with  pen

 or  twig  or  sumi  stick  or  candle  or  blood.  just  write.

 but  secretly  we  thirst.

 write  my  grandfathers  name.  michael  xidas.  or:  thomas

 bradley.

 over  and  over  spilling  out.  the  handwriting  itself.  a  poem.

 a  mood.  a  calling  to  the  spirits.  come  to  us.  love  us.  the

 use  of  ashes.
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 but  secretly  we  thirst.

 lipski  uses  “soybeans”  and  “hogs”  and  “barley”  and  “peach-

 es”.

 it  might  just  as  well  be  “hessee”  or  “cheerleader”  or  “kafka”

 or

 “shit”.  the  art  of  calligraphy  calling.  pick  any  word.  words

 of  the  midwest,  or  words  of  tu  fu.

 but  secretly  we  thirst.

 following:  falling:  descending:  journeying:  into  the  piece.  it

 moves  by  hand.  the  spaces  with  the  same  importance  as  the

 letters,

 as  the  shapes.  one.

 but  secretly  we  thirst.  :
 he  is  taking  us  into  illinois.  into  the  blood  of  the  word.  into

 the  blood  of  the  earth.

 but  secretly  we  thirst.

 we  have  forgotten  our  hands.  we  have  forgotten  the  beauty

 they

 are  capable  of.  we  have  forgotten  how  to  see.  how  to  ap-

 preciate

 the  ink,  the  movement,  the  moment,  the  calligraphy  itself.

 this  as  much  as  the  meaning.  this  as  much  as  the  meaning.

 but  secretly  we  thirst.

 we  say  “what  did  it  say”  not  how  it  said  it.  or  why  it  said

 it.  the  beauty  in  the  telling  itself.

 but  secretly  we  thirst.

 people  are  afraid  of  calligraphy.  afraid  of  its  reaching  into

 places  where  they  cannot  control.  afraid  of  turning  off  the

 rationality  and  feeling  the  piece.  afraid  to  stop  thinking.

 and  just  sit  there.

 but  secretly  we  thirst.

 have  replaced  the  hand.  faster.  easier  to  read.  less

 “mistakes.”

 more  binding.  well  it  says  right  here  in  print.  in  print.  in

 print.  in  print.

 but  secretly  we  thirst.

 not  that  printing  is  not  cannot  be  beautiful.  ee  cummings

 saw

 beauty  in  printed  letters.  but.  to  exclude.  to  condemn.  to

 castrate  handwriting.  calligraphy  for  the  press.  we  have  lost

 something.

 but  secretly  we  thirst.

 take  a  piece  of  paper.  and  write.  take  a  phrase  you  like.  or

 a  book  title.  the  miners  pale  children.  or:  the  minneapolis

 telephone  directory.  repeat  and  repeat  and  repeat  and  repeat

 that  phrase.  write  it,  chant  it  until  there  is  nothing  else

 but  the  chant.  one.

 but  secretly  we  thirst.

 land  use  in  illinois  uses  the  state  to  give  shape.  use  any  shape-

 no  shape.  follow  energy  patterns  on  the  white  page.  make  a

 spiral

 inward.  or  work  away  from  the  heart.  the  writing  itself  will

 guide  you.

 but  secretly  we  thirst.

 i  can  remember  saint  raymonds  school.  writing  twenty  spell-

 1ng

 words  one  thousand  times  each.  how  i  hated  it  then.  never

 realizing  i  was  doing  calligraphy.

 but  secretly  we  thirst.

 in  the  heart  of  david  lipskis  calligraphy  is  corn.  if  we  stare

 into  the  page  long  enough  it  is  a  mirror.  our  skin  is  covered

 with  ink.  signatures  of  all  whom  we  have  loved.  all  who  have

 touched  us.  a  black  briefcase  at  our  side.  full  of  opium.

 full  of  corn.

 but  secretly  we  thirst.

 america  needs  more  calligraphers.  more  graffiti.  more  murals.

 more  tattoos.  more  excrement  in  the  halls  of  the  capital.

 but  secretly  we  thirst.

 in  the  center  of  the  midwest.  a  man  is  writing.  he  has  a  beer

 belly.  the  writes  in  blue  ink.  he  is  forming  america  with  his

 hand.  with  his  words.  he  shapes  the  body.  he  fleshes  out  the

 dream.  a  poem  is  born.  a  poem.

 but  secretly  we  thirst.

 i  ĉan  hear  his  scribbling  by  the  cow  shed.

 but  secretly  we  thirst.

 it  is  midnight  in  america.  but  he  is  still  writing.

 i  can  hear  him.

 but  secretly  we  thirst.

 this  review  should  be  calligraphy.

 but  i  am  lazy.

 but  secretly  we  thirst.

 the  candle  is  burning.  night.

 but  secretly  we  thirst.

 quiet.  quiet.  quiet.  quiet.  quiet.  quiet.  quiet.

 but  secretly  we  thirst.

 the  avenue  is  calling  me.

 but  secretly  we  thirst.

 night.  4/11/75

 but  secretly  we  thirst.

 john  bradley

 but  secretly  we  thirst

 mineapolis.

 4.11.75  but  secretly  we  thirst.

 john  bradley  m
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 The  whole  problem  summarized  another  way.  .  .  “Neuro-

 sis  is  the  contemporary  expression  of  romanticism  where  the

 ideal  wish  was  unfulfilled  and  ended  in  withdrawal.  .  .:”

 Anais  Nin.

 All  of  which  is  by  way  of  introduction  to  Ian  Tarnman’s

 visual  poetry.

 The  juxtaposition  of  linguistic  and  typographical  elements

 against  astral  projections  at  one  and  the  same  time  mocks

 our  creative  efforts  and  suggests  the  efficacy  of  creativity.

 Loneliness  and  isolation  are  the  controlling  motifs  of  “Gal-

 axies.”  Against  the  physical  void,  fragments  of  communi-

 cable  forms  appear  at  seemingly  random  loci.  Tarnman’s

 constructions  are  less  an  impositions  of  form  on  chaos  than

 the  merging  of  the  two.  In  his  piece  “Negative  of  M81  Spiral

 in  Ursa  Major,”  he  has  inverted  the  black-white  shading  of

 the  previous  gaing,  zipperesque  projection  and  indicated  the

 “teeth”  by  means  of  alphabetical  outlining.  The  net  effect,

 however,  is  to  draw  the  eye  into  the  Void,  the  sense  directed

 inward  by  the  rounding  off  of  the  letter  “j”  imposed  on  the

 letter  “o”  in  the  initial  composition.  The  preeminence  of

 the  Absent  in  the  resultant  piece  tends  toward  removing  the

 artist-as-manipulator  from  our  perceptions.  To  look  for

 Tarnman,  or  a  poem,  or  a  poem  by  Tarnman  brings  us  peril-

 ously  close  to  the  error  of  assuming  that  there  is  some

 “thing”  in  the  heavens  that  is  “Pisces”  apart  from  the  arbi-

 trary  demarcation  of  the  human  science  of  astronomy.  Only

 the  form  persists.  If  our  perceptions  are  the  same  as  his,  per-

 haps  those  in  spite  of  him,  we  are  close  to  order  as  art,  rather

 than  the  converse,  and  forced  to  consider  the  possibility  of

 an  a  priori  literature.

 Tarnman  as  a  visual  Pythagorous  whose  universe  is  com-

 Posed-of  phonemes  and  morphemes  instead  of  numbers?  Not

 quite.  Rather,  we  have  the  suggestion  that  the  successful

 exercise  of  creativity  consists  in  the  coupling  of  a  form  with-
 in  the  mind  to  a  Form  within  the  Mind.  ORDER  as  art.

 The  entire  issue  isn’t  as  ridiculous  as  it  sounds.  Tantric

 thought  has  long  recognized  that  art  requires  positive  ma-

 terial  with  which  to  work  instead  of  non-being  contemplat-

 ing  itself  or  the  unsupported  assumption  that  the  writer  cre-

 ates  something  out  of  his  imagination  that  is  tangential!  to

 and  corrective  of  socially/psychologically  experienced  “re-

 ality.”  Art  can  work  through  a  spectrum  of  modes  covering

 all  possible  categories  of  emotional  experience  and  expres-

 sion,  the  forms  of  art  stimulating  latent  traces  belonging  to

 these  modes  so  that  the  mind  “eats”  them,  tasting  their

 Juice  or  rasa.  Tasting  rasas  in  sequence  allows  the  mind  to

 transcend  its  own  emotive  contents  to  become  conscious  of

 itself  both  emotionally  and  intellectually  through  the  prod-

 ding  of  fragments  of  memory/experience.  In  these  traces,

 Tantra  sees  the  gestalten  of  our  universes  as  spatio-temporal

 7hythms.  Without  begging  the  question  of  whether  the  Tan-

 tra  admits  of  any  ontology,  it  would  all  seem  to  come  down

 t0  a  matter  of  choosing  within  a  failed  and  constricted  cul-

 ture  or,  in  effect,  allowing  ourselves  to  be  chosen.  In  the

 latter  case,  visual  marítras  such  as  Tarnman’s  can  direct  us  to

 those  Forms  which  exist  independent  and  apart  from  cultural

 Straw  men,

 His  final  poem  in  the  series,  “Magnetic  Poles  no.  2”,  ap-

 Proaches  the  superimposition  of  a  filmstrip  in  the  form  of  a

 SPectral  analysis  of  a  star  cluster.  What  better  choice  with

 Which  to  end  the  poems.  Film  the  greatest  cultural  product

 3nd  film  the  greatest  illusion.  What,  after  all,  is  abstract  ex-

 Pressionism  expressing?  Symbolic  logic  symbolizing?  |f  it

 18  true  that  we  fail  to  see  what  is  familiar  and,  in  the  process,

 Ve  forgotten,  it  is  no  less  true  that  the  only  inherent  un-

 certainty  in  Heisenberg’s  principle  is  our  own  self-chosen

 organization  of  time  and  space.

 Davi  Det  Hompson

 RONI  HOFFMAN  ALWAYS  PRECEDES

 DAVI  DET  HOMPSON

 After  a  few  moments  consideration,  I  began  to  giggle  at

 the  proposal  that  Assembling  should  be  reviewed  and  the  re-

 views  could  be  written,  in  part,  by  the  contributors  them-

 selves.  I  can’t  imagine  a  system  better  designed  to  explode

 by  the  forces  of  its  own  internal  contradictions.  Anthology

 reviews  are  the  reflections  of  editorial  judgements  and  when

 such  judgements  are  not  made,  as  with  Assembling,  the  re-

 flections  should  disappear.  And  to  expect  any  ego-driven

 contributor  to  ignore  his/her  own  superior  pages,  in  defer-

 ence  to  another's,  shows  optimism  worthy  of  a  government

 economic  advisor.

 I  have  decided  to  write  of  Roni  Hoffman’s  pages  simply

 because  they  have  always  acted  as  an  introduction  to  mine.

 My  interest  is  based  on  their  location  rather  than  their  con-

 tent;  a  more  appropriate,  I  believe,  “review”  selection  for  a

 publication  like  Assembling.  Although  Roni  contributed  to

 Assembling  One,  I  did  not,  so  the  following  comments  refer

 only  to  issues  Tw  through  Five.

 Her  contribution  to  issue  Two  is  a  sheet  of  cheap  yellow

 paper  with  two  green  rubber-stamp  images  of  a  cartoon  dog

 with  the  name  “Peabody”  underneath.  Issue  Three  has  the

 same  yellow  paper  with  three  black  tilted  rubber-stampings

 of  tiny  goats,  one  under  the  other,  connected  at  the  horns  by

 two  red  X’s  made  by  a  felt-tip  marker.  Issue  Four  is  on  a

 pink  page  with  a  thin  red  crudely  drawn  outline  of  a  pig,  to

 the  left  of  page  center,  containing  a  red  rubber-stamp  of  a

 smaller  pig.  Her  page  in  Issue  Five  is  much  more  elaborate,

 reflecting  the  upgrading  of  technical  quality  throughout  this

 issue.  Black  and  grey  silhouettes  of  walking  pigs  form  a  bor-

 der  on  a  pink  page  for  two  couples  of  mirrored  dancing  pigs

 in  jackets,  the  top  couple  touching,  the  bottom  ones  sepa-

 rated.  None  of  the  pages  are  identified,  titled  or  signed.

 A  quick  check  of  my  other  copies  of  Assembling,  the

 ones  I  haven't  given  away,  confirm  that  Roni  Hoffman’s

 pages  do  not  carry  the  same  image  in  each  copy  of  an  issue,

 with  the  exception  of  the  offset  page  in  Five.  They  are,  how-

 ever,  identical  in  attitude  and  system.  Maybe  Roni  Hoffman

 sees  some  obscure  poetic  purpose  in  all  that  stamping.  May-

 be.  But  I  think  she  just  likes  animal  pictures  by  the  pageful

 and  at  the  cheapest  possible  price.  It  makes  sense  to  me.

 I  know  nothing  about  Roni  except  of  what  is  given  in  the

 biographical  notes.  In  issue  Two  she  was  listed  as  an  assistant

 art  editor  for  True  Story,  in  Three  as  an  art  editor  for  Natur-

 al  Gardens  and  Home  Handyman,  in  Four  as  art  editor  for

 Silver  Screen  Magazine  and  in  Five  as,  alas,  the  former  art

 editor  of  Silver  Screen  Magazine.  I  hope  she  has  foúnd  a

 new  job  and  contributes  to  Assembling  Six.  Otherwise  I  may

 not  be  able  to  locate  my  pages.

 Betty  Bressi

 ROY  ARANELLA:  “V  LETTER,  FOR  MARTINE”

 Roy  Aranella  gives  us  a  visual  poem  the  first  line  of  which

 is  “The  heart  is  a  lonely  hunter”  and  transforms  this  familiar

 book  title  into  something  new.

 Concrete  or  visual  poetry  takes  many  forms,  two  of  which
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 are  seen  more  frequently  than  others  in  American  publica-

 tions.  One  type  uses  words/letters  without  regard  for  mean-

 ing  or  content.  Words/letters  are  a  means  used  to  create  a

 visual  pattern,  design  or  configuration.  This  design  or  con-

 figuration  communicates  primarily  on  the  visual  level.  An

 excellent  example  of  this  form  of  visual  poetry  is  found  in

 Jiri  Valoch’s  “Homage  to  Ladislov  Novak”  in  Concrete  Po-

 etry:  A  world  view  by  Mary  Ellen  Solt  (Univ.  of  Indiana,

 1971,  p.  147).

 Another  form  of  visual  poetry  uses  rearrangement  of

 words  or  phrases  to  create  new  meanings.  Through  repeti-

 tions  and  variations,  the  poem  is  turned  around,  changes  so

 that  meaning  is  presented  in  a  different  way.  Our  percep-

 tion  is  changed.  This  form  of  visual  poetry  requires  precision

 and  imagination  in  the  use  of  language.  For  it  to  work,  it

 must  hold  the  reader’s  attention,  it  must  intrigue  and  ask  the

 viewer  to  look  at  it  again  and  again.  Aranella’s  poem  does

 this  and  he  leaves  us  with  “the  heart  is  a  lovely  hunter”.

 Lovely.

 Geoffrey  Cook

 NOTES  TOWARDS  A  DEFINITION  OF  DEFINING

 Very  often  with  very  experimental,  innovative,  or

 avant-garde  work,  it’s  best  not  to  apply  critical  standards  at

 all,  for  when  reflecting  on  the  object  (or  idea)  we  may  not

 feel  we  have  enough  understanding  to  fully  grasp  it;  yet,  as

 sensitive  observers,  we  feel  there  is  (or  may  be)  substance  to

 the  object  (or  idea)  which  is  (or  maybe)  eluding  us.  At

 other  times,  when  after  thinking  deeply  upon  an  experiment-

 al,  innovative,  or  avant-garde  aesthetic  experience,  we  can

 grasp  an  intellectual  understanding  (for  criticism  is  no  more

 than  the  attempt  to  form  some  sort  of  understanding  to  the

 pre-cognitive  impulse  that  created  a  specific  object  [or  con-

 cept]),  &,  at  those  times,  criticism  can  honestly  be  entered

 into  by  the  perceiver.  In  Richard  Kostelanetz’s  work  I  find

 his  visuals  to  be  exciting  extensions  of  the  literary  realm  in-

 to  the  graphic  genre;  yet  quite  frankly  his  experimental

 prose  baffles  me,  which  only  proves  how  lacking  my  own

 perception  is.  But  I  do  not  wish  to  discourse  on  Kostelan-

 etz’s  work  at  all.

 I  wish  to  write  a  few  notes  on  the  needs  that  created  my

 own  piece  in  The  Fifth  Assembling,  “Theme  &  Three  Varia-

 tions  on  Michael  McClure’s  Ghost  Tantra  no.  39  /  (for  four

 voices)”.  Poetry  &  writing  in  general  is  an  intellectual  art—

 we  do  more  thinking  than  moving  our  body.  Poetry  is  com-

 munication  on  a  highly  refined  yet  on  an  unabstract  level.

 So,  we  see  that  the  perceiver  is  basically  using  his  mind  rath-

 er  than  his  sense  or  his  body  (the  standard  criterion  of  qual-

 ity  in  poetry  is  how  well  the  poet  can  make  the  mind  mimic

 the  senses),  but  this  cuts  the  poet,  as  well  as  his  audience  off

 from  whole  realms  of  aesthetic  experience.  When  I  was  an

 adolescent,  I  had  demonstrated  possibilities  as  a  composer/

 musician,  a  plastic  artist,  &  a  writer.  Through  circumstances

 &  a  series  of  decisions,  I  was  trained  so  that  when  I  did  de-

 cide  to  dedicate  my  life  to  my  creative  talents,  I  became  a

 writer.  But  this  whole  ranges  of  my  personality  denied.  For-

 tunately,  the  arts  are  synthesizing,  &  the  musician  who  cru-

 cified  the  poet  is  resurrecting  him,  too.  In  the  “Theme  &

 Three  Variations”  I  am  approaching  the  musical  (as  many

 composers  are  approaching  the  poetic  in  their  sound-text

 compositions),  but  I'm  creating  a  “music”-like  experience  in

 a  way  no  conservative  literary  person  would  recognize  as

 such).  Therefore,  something  is  created  that,  hopefully  satis-

 fying  is  (although  aesthetically  challenging)  to  the  perceiver.

 If  you  ever  hear  my  work  (or  other  poets  or  musicians  work-

 ing  with  the  same  synthesis),  I  hope  you  do  not  take  your

 standard  prejudices  of  what  music  or  poetry  should  be,  for

 what  you  hear  will  be  neither  of  these,  but  rather  something

 which  is  the  synthesis  of  two  or  more  aesthetic  disciplines.

 Much  of  what  you  will  see  in  the  Assembling  anthology  is

 literature  that  is  reaching  out  into  other  genres—usually

 music  or  the  plastic  arts.  It  is  a  record  of  literary  individuals

 fulfilling  themselves  &  liberating  their  audiences  from  the

 standárd  cliches  of  literary  genres.  Without  this  liberation,

 literature  will  die  because  it  has  become  technologically  ob-

 solete  (more  satisfying  media  have  been  devised  to  fulfill

 the  standard  function  of  literature),  but  that  does  not  mean

 that  people  will  stop  reading  or  attending  performances  of

 literary  material,  but  they  will  read  &  search  for  that  which

 only  the  literary  utterance  can  fulfill  best.  This  is  what  we

 are  searching  for,  &  creating.

 Ascher/Straus

 SOME  NOTES  ON  OTHERS  <>  OURSELVES  «S  A  <>?

 a

 anyone  can  tell  you  by  looking  at  the  brief  section  of

 Green  Inventory  in  Assembling  that  we  approach  intermedia

 work  from  the  language  zone

 0

 about  4/that  is  between  3:30  and  4:30/on  April  12/  fixed
 site  of

 the  wooden  steps/twins  pass  <  heading  south

 “freddy”  passes/egyptian  blue  raincoat

 want  an  orange?

 you  can

 want  an  orange?

 juice  yourself  up!

 an  orange?

 pinepinepinepinepinepinepinepinepinepinepinepinepinepine

 (orange)

 twins  pass  ——>  heading  north

 b

 notes  on  p.  zelevansky’s  pages  from  Jericho/zelevansky

 offers  a  complex  elegant  and  technical  looking  surface/that

 is  perhaps  the  world  of  sound  equipment/familiar  exterior

 forms  on  the  order  of  speakers  turntables  microphones

 switches  etc./+  an  abstracted  geometrical  conceptual  version

 of  an  interior  human-electrical  world  of  sound/this  is  perhaps

 on  one  level  a  map  of  the  world/that  is  of  the  possible  /ook

 of  the  world  of  the  musical  performer  &  musical  listener

 @  and  the  intricate  realm  or  field  of  recording  playback

 amplification  and  so  on  the  “wall”  screen  or  structural  ma-

 trix  that  conceals-connects  performer  and  listener

 0

 about  2/2:30/  or  3  pm/on  April  14/yellow  light  on  green

 “madras  green”  wall/facing  the  small  north  window/grey  pep-

 per  shingle  roof  shingle  roofs  12345"  concealed  presence

 “idea”  or  “memory”  of  “Jamaica  Bay”/breezes  through  air

 field/win(spr(win(spring)ter)ing)ter

 al

 however  we  find  ourselves  more  and  more  having  to  deal

 with  materials/with  the  nature  the  presence  of  materials/we

 find  significant  various  styles  of  work  related  to  the  move-
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 Richard  Pierson

 THE  NEW  KILROY

 Davi  Det  Hompson  is  a  beautiful  name,  and  deserves  to

 survive.  Obviously,  Davi  Det  Hompson  (aka  Davi  dET  homp-

 son)  agrees.  No  trickery  is  too  low  for  him  if  it  allows  his

 name  to  worm  its’  way  into  the  real  time  situation  of  his

 readers.  In  the  case  of  Fifth  Assembling,  ‘Davi  Det  Homp-

 son’  crawls  into  the  skin  of  the  unsuspecting  Assembling

 contributor  who  sits  on  his  couch,  idly  leafing  through  the

 magazine.

 Unless  he’s  planning  a  pyramid,  Davi  Det  Hompson’s

 only  hope  for  cultural  immortality  will  be  in  print.  He  has

 wisely  decided  to  exercise  as  much  control  as  possible  over

 the  use  of  his  electrifying  monicker,  less  the  power  of  his

 verbal  monuments  to  himself  be  depleted  by  shabbily  de-

 signed  card  catalogue  listings.
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 [To  the  right:  the  Hompson  piece  reviewed  by
 Pierson.  Ed.]

 Sats  newton!

 n38  fold-out  stiek
 S  and  all  that  di

 Barbara  Drake

 “Haw  Can  You  Tell?”

 Davi  Det  Hompson

 pressed

 His  Leo  against  Her  Arm
 (B

 as  they  red

 Assembling
 Ò

 “Thats  Your  Name”
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 Bern  Porter

 BERN  PORTER  COMMENTS  ON  HIS  THREE  ISSUES  OR

 THREE  SINGLE  CONTRIBUTIONS  TO  THREE  ISSUES

 OF  ASSEMBLING

 My  problems  at  64  after  authoring  53  books  reduce  to

 four:

 I  have  a  great  deal  more  to  say

 There  are  no  words  in  which  to  say  it

 I  have  no  place  in  which  to  publish  it

 I  have  no  one  to  listen  to  it

 That  is  until  Assembling`made  it  possible  to  overcome

 these  embarrassing  deficiences;  further,  I  foresee  nor  know  of

 anywhere  else  that  will  aid  me.

 Fortunately  my  last  contribution  in  the  last  issue  finishes

 me:I  have  said  everything,  have  nothing  more  to  say.

 In  this  light  it  is  well  to  examine  my  three  contributiòns.

 The  first,  using  a  combination  of  words  and  numbers,

 proclaimed  each  is  tricky  plus,  together  they  are  more  so  and

 in  total  do  little  but  im  pinge  the  eye—the  brain  and  thinking

 are  not  bothered.

 The  second,  a  line  drawing,  merely  depicts  the  mess  we  |

 are  añd  have  been  in  and  shows  an  exit  leading  to  the  next

 one  coming  up.

 The  third  reduces  our  numbers,  words  and  stews  to  infin-

 ity  in  an  azure  sky.

 As  I  said/asked  is  there  anything  more?

 Bern  Porter

 (2)  Bern  Porter

 LINES  DAYS  DOILLARS  LINES  DAYS  DOLLARS

 (1)  Bern  Porter  (3)  Bern  Porter
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 John  M.  Bennett

 LORIS  ESSARY

 THOMAS  MACAULAY

 LARRY  ZIRLIN

 TOUGH  CLIPS

 TOUGH  CLIPS

 TOUGH  CLIPS
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 Furbling  and  struggling  along  yet

 easily  finding  the  way  back  at  the

 end  of  each  long  night's  tour  of

 newyork  streets,  cafeterias,  bars,

 Leveloprent  of  the  texts  always  in

 the  morning,  sometimes  after  sleep

 sometimes  before.,  iixing  a  day's

 observations  with  the  deadly  pages

 of  the  newyork  times,  It  was  then

 that  it  became  difficult  to  read  a

 Burroughs  text,  And  he  was  the  on

 ly  experimentor  getting  work  into

 print,  Collecting  those,  and  yet

 seldom  reading  them,  Have  not  yet

 read  any  Burroughs  since,  Finding

 that  Dead  Fingers  Talk  being  some

 climax,  and  going  on  to  other  act

 ivities,  mostly  theater,  and  even

 Burroughs  did  one  event  which  was

 overly  crowded  and  we  couldn't  get

 in,  but  heard  it  described  and  it

 was  written  about  in  the  papers,

 Now,  That  there  are  books  about

 Burroughs,  perhaps  it  is  possible

 to  search  back  and  study  it,  If,

 But  then  again  who  and  why?  And

 others;  August  Stramm,  Gerhard

 Rihm,  Konrad  Bayer,  Jiří  Kolář,

 There  are  others  besides  William

 S,  Burroughs,  you  know,

 Loris  would  write  "in  the  mornin

 g  and  then  wa

 But  earlier,  1k  2long  the

 Levendosky  &  river,  watchi

 I  collaborat  ng  the  fisher

 ed  on  an  add  men  and  somet

 ing  machine  imes  stopping

 tape  mobus  s  to  read,  ,,"

 trip  of  impr

 ovised  Faulknerisn  inprovisation

 some  quoted  some  less  poetic  and

 now  I  don't  even  know  who  we  mai

 led  it  to,  Used  the  two-toned  r

 ed  and  black  ribbon  as  Faulkner

 wanted  for  his  Sound  and  Fury,

 printed  multicolored  rather  than

 simplified  italics  and  standard,

 Now  that  we  know  there  is  histor

 ic  precedence,  how  are  we  to  use

 our  own  literary-critical  knowle

 dges?  And  the  intrigue  with  the

 Dada,  and  NaDa,  and  CaNaDada?  I

 echo  Kostelanetz,  saying:  Loris

 your  work  is  beautiful,  He  says

 "brilliant",  Then  I  answer  your

 question  saying,  Yes,  Compile  a

 list  of  criminals  like  a  Lord  Hi

 gh  Grand  Inquisitor,  and  add  it

 to  the  list  of  your  25  favorite

 words,
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 REVIEW  OF  A  DIFFICULT  ACT  TO  FOLLOW  (HENRY  KORN)  by  Cıry  Moore

 Henry  Korn's  A  DIFFICULT  ACT  TO  FOLLOW  is  the  newest

 and  perhaps  finest  example  of  the  "Surreal"  or

 "Felicitous  Apocalypse"  type  of  short  fiction  by  this

 surprising  writer.  Other  stories  in  this  vein,

 along  with  most  of  his  other  published  short  fiction,

 DRAW.AG  BY  KRN  divided  into  what  I  think  are  appropriate  categories,

 may  be  seen  in  a  chart:

 SHORT  FICTIONS  BY  HENRY  JANES  KORN

 Surreal  or  Felicitous  Pathetic/Realistic
 Anocalypse  Stories  Play  Stories  Stories

 K  A  DIFFICULT  ACT  TO  FOLLOW  DOGS  IN  WAR  (FOURTH  ASSEM-  CAUGHT  LOOKING

 (FIFTH  ASSEMBLING)  BLING  AND  EXACT  CHANGE)  (FIFTH  ASSEIBLING)

 K  EINSTEIN  GOES  TO  THE  Z00  KING  KONG  IN  THE  KITCHEN  =  xX  ONE  THING  PERFECTLY

 (TIIRD  ASSEMBLING)  (FOUTH  ASSEMBLING  AND  CLEAR  (EXACT  CHANGE)
 EXACT  CHANGE)

 X  FOUR  DREAMS  DREAMED  BY  THE  TAMPA  --  JUNE  2,  1898
 GIRL  WHO  ATE  THREE  DESSERTS  HOW  WE  KNOW  WHAT  WE  KNOW

 (SECOND  ASSEMRIING  AND  ABOUT  THE  INCAS

 EXACT  CHANGE)  (FIRST  ASSEMBLING)

 THE  CONDEMNED  OF  ALTOONA  THE  HISTORY  OP  FRANCE
 (EXACT  CHANGE)  (EXACT  CHANGE)

 *  THE  PONTOON  MANIFESTO

 (EXACT  CHANGE)

 Y  LOW  AND  BEHOLD

 (EXACT  CHANGB)

 EXACT  CHANGE  (ASSEMBLING  PRESS)  is  the  only  collection  of  Korn's  short  fictions

 from  magazines,  Stars  indicate  stories  I  think  are  terrific,

 According  to  my  classification  system,  the  "Surreal"  is  Korn's  richest  vein,

 and  the  one  from  which  he  most  often  brings  forth  true  blood,  A  DIFF)CULT

 ACT  TO  FOLLOW  had,  in  FOUR  DREAMS  DREAMED  BY  THE  GIRL  WHO  ATE  THREE  DESSERTS

 and  LOW  AND  BEHOLD,  difficult  acts  to  follow,  FOUR  DREAMS  is  short  enough  to

 quote  in  full  on  the  next  page.
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 FOUR  DREAMS  DREAMED  BY  THE  GIRL  WHO  ATE  THREE  DESSERTS

 One:  It  was  the  day  of  my  wedding.  All  about  me  were  black  children

 with  snow  cones  covered  with  different  flavored  syrups.  My  husband  was

 dressed  in  an  ice  cream  vendors  uniform  and  1  was  angry  at  him  for

 giving  the  cones  away  free  instead  of  ch  ging  fifteen  cents,  He  turned

 around  to  say  I  should  be  grateful  for  y  at  Iwas  getting  and  he  pulled  a

 small  ring  out  of  his  pants  pocket.  Whun  I  put  it  on  my  finger  it  burst

 into  flames  and  I  woke  up.

 Two:  I  dremptI  was  dead  and  I  woke  up  to  find  it  was  not  so,  I  went

 downstairs  and  found  my  mother  baking  a  cherry  cobbler  in  an  old  hat

 that  belo:ed  to  Grandpa.  When  I  asked  what  she  was  doing  she  swung

 at  me  with  a  rolled  up  lish  towel,  I  ran  around  to  the  back  of  the  house

 where  my  dolls  were  lined  up  in  an  enormous  hole,  I  stared  at  the  black-

 ness  until  I  woke  up.

 Three:  I  dreamed  the  Astronauts  were  my  Uncles  and  they  came  to

 bring  me  chunks  of  the  moon.  We  lined  them  up  on  the  kitchen  table

 and  each  piece  fit  together  like  a  three  dimensional  jig  saw  puzzle,

 When  the  pieces  were  put  together  they  spelled  my  name,  My  uncles

 smiled  and  showed  me  some  dehydrated  cinnamon  cubes,  They  were

 larger  than  I  expected  from  seeing  them  on  television,

 Four:  I  dreamed  that  Jesus  and  I  were  playing  Chinese  Checkers,

 He  was  winning.  I  wanted  to  give  up  but  I  was  afraid  to  tell  him,  After

 we  were  done  we  went  into  the  bathroom  and  he  let  me  comb  his  hair.,

 HENRY  J.  KORN
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 λζ  1Ώ9  οἴοσο  οἳ  ἡ  ΡΊΟΌΙΠ'  ΑΟἹ  ΤῸ  ΒΟΙΟ,  αἴτος  ὑσίηρίηρ  δΊ  οκϑηδ'

 Μαρνὶ  τα  ἔσου  {1οὐἱοπα]  οσἰβύθηοθ  1η  δη  Βηρ]  15  ο9ηθΊοΣΥ  ἰη

 1831  ἴο  τοῦὶ  1179  ου  (πο  βίαρο  οὗ  0δθβασ'  Ρη]δοθ  1η  Ια

 Τρεκ  1914,  ἰηο  παρὶοἶαη  6095  ου  1η  ΑΒ  βοοοηὰ  ΒΛοΥ

 το  ἴθ  οὐἷχ  ὑσίος  ἰηβῦ  οπη  ὑσλυπρηβη  τσ  β

 Το]Ίου  δη  αοὐ  ο  1119Ι3}Σ  παρὶο  δ  ὸ  Ἂς  ΦᾺι ΄  Ν ἀπ  νὴ  ος  11{16σα  ητο  ΌθοοπθΒ  Ν
 “Ι

 τοῦ]!  ἀψ  ἀν  ἵπο  τοτο]αίίου  οἳ  ἵδο  ποτ]ὰ  ι  ν  σι
 1591,  Νοε  Ὡπογθα  θὰ  ἘΣ  ΠΆΠ,

 ΒΊΝΑΥΒ  1079,  ἡπὰ  ΠΟΥ

 (5  ἈΠΑΖΊΩΡ  ὋΣ  ΤᾺΣ  ΤΆΔ  ΔΣ 111918  0079  ΟΥ  παρ]  Ον

 ἰ  Το  παρ]  οἶδη  ἀχανδ'  οΎ9η
 λό  ἴηο  σωτἰδίην  οὗ  ἠἱα

 Ῥηρροὺ  Ίηθαίος

 το  τουθα]  119  ΏΏἰτΟΙΆΘ,

 ν  :  μάζα,  Ν Ὁ  αὶ  1.  λατὸ  ἃ  βοοὰ αν  ἠλ,"  ὶ
 1ᾶθα  πηαὶ  ἀν

 1οοκ5  11Κ9

 ΄
 ἡ  1η  ἔΆθτθι

 {1  ΤΊ  Ίοοκε  11Κο  ἵλθ  γοσ]ὰ,  οἳ  ΟΟΏΙΕΘ,

 Ζω  νηΐ  ἐδ  αἶδο  Ίθαΐκ  1Ίκο  ἰδία  ἀταγίηρ /  ΄
 Ι  ὋΝ  ες  Ἐγ  Εϑητγ  Κοχ,

 ν  κ  ἰνοσσο
 -  ν.μ  "ι /  κ--  ΟΑΥΣ  ΝΟΟΥ͂Θ
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 Blair  H.  Allen  Copyright  1975  by  Blair  H.  Allen
 9651  Estacia  Court
 Cucamonga,  Calif.  91730  Page  1

 xP  S  A
 s  Yy,  $  Re  of  sss  “Eig
 umpump  epep  oep  mmp  eop  kpepepsa  mpmmp  oepeep  Vped

 *  *  *  +  *  +  *  +

 ;  02Z7ZZZZ  The  winged  free  compilers/editors  of  wild
 wild  wild  ASSEMBLING  never  promised  the  literary  world
 a  rose  gaiden  -  none  of  the  manicured  classique  hors  d'oeuvres
 the  established  erities  love  to  nibble  on.  No,  ASSEMBLING
 has  compiled  their  very  own  backyard  of  avant-garde  weeds
 grown  in  the  tradition  of  Dada.  So  much  good  unguided
 stuff  in  brilliant  array  that  $t's  hard  to  pick  just  one
 for  a  wheeeeeeee  review,  Tear  out  a  page,  roll  it  up,  and
 smoke  it  to  get  high  Onee...  .and  like  Dada,  we'll  pick
 one  of  the  contributors?  work  -  at  random  -  and  review  it
 (with  maximum  B.S.)  in  the  manner  of  whatever  comes  into

 my  head,  Slug  o'  beer  for  a  chaser  to  smoking  ASSEMBLING

 Iesssseeee  -  wamm...  right  hor6..

 E

 (betcha  the  F.B.I,  will  file  this  one)

 `  Ahhhhhhhh  but  my  finger  landed  on  my  very  own  contribution

 EAR  PRINT  at  the  beginning  of  the  FIFTH  ASSEMBLING  and  I

 mist  say  that  it  strikes  me  as  &  ......AAAHEMI  Seriously
 now.  The  visual  impact  leaves  me  one-s1deds......SAAAAAAY
 seese  .this  compilation  is  tipping  like  a  table  in  a  seance
 imitating  a  cork  in  a  sea  in  the  middle  of  a  typho0n....e.
 Alright,  so  my  prejudiced  finger  landed  on  the  first...
 inclination,  That's  what  reders...I  mean,..readers...get

 when  they  puff  on  Pu  made  from  ASSEMBLING  pag0S.«eee. ALIRIGHT  (got  it  right  this  time)let  my  random  choosing
 finger  land  0n......0f  course,  of  course,  obvious  genious,
 ulrite  ahhhh  on  obvious  genius  of  our  excellent  editors  and

 (so  we  can  get  hih  er  high)
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 Page  2

 There  is  my  finger  (o00000ps)  hand  on  editor  Richard
 Kostelanetz!'s  visual  poem  and  like  so  many  of  his  visual
 poems,  words  telescope  time  and  experience  and  spread
 meaning  as  they  stand  alone

 Kostelanetz!'s  visual  poem
 projects  an  aura  of  sorcery
 from  a  few  rarified  words

 with  import  heavy  on  the

 incisive  choice  sending  the
 reader  to  the  research

 shelves  of  discovery,

 Henry  Korn's  two  fine

 short  stories  reveal

 opposite  situations;
 the  first  is  a  surreal
 story  about  a  magician

 presenting  his  ultimate
 illusion,  a  mind-trip
 into  the  universe  of

 his  imaginations  the
 second  is  a  poignant

 baseball  story  about
 ambition  stuck  in  the

 confines  of  mediocre

 talent.

 vi,

 i  "
 4  ;

 And  Mike  Metz'!s

 invisible  poeem

 of  expected

 appearance  sends
 readers  on  a  search

 for  a  will  o'  the

 wisp  they'll  never
 seo  unless  they  slip
 into  the  5th

 demension,
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 What's  that?  I  was  supposed  to  pick  ONE  contributor,
 but  not  kowtow  to  the  honchos?  0.K.  We'll  try  again...

 My  finger's  found  the  heavy  symbolism  of  Beth  Anderson's
 RRrrRrr  rr  letter  sound  arrangement.  A  mad  dog?  A
 motorcyć¢le?  A  hot  rod?  Frustration?  Anger?  RrrRrrRRrrrr
 rising  like  a  cloud  of  noise  and  (smog?)  to  fill  the
 atmosphere  as  emission  from  the  impatience  of  engines
 gunning  a  furious  pace  for  the  mod  future  shock,  ...RRrrrr
 RrrrRRrrRrrrrrrRRRRrI  Phantom  of  future??????  (Contented
 cat's  purr  with  hiccups  after.  a  meal?  A  swarm  of  hornets?
 A  menacing  overflight  of  invisable  bombers?  RrRrRRrrrRrr
 RRRRrrrrrr  An  enraged  mob?  Your  own  revolution?  RRrrRrrr
 An  empty  stomach?  RRrrrrRRrrrrrRRRRRRRRRRRR  a  rocket  to

 the  moon?  A  mind  trip,  Whatever  you  want  it  to  be.

 Whoooooops!  Ficklie  er  fickle  finger  slipped  to  another
 page.  David  Franks  "REJECTS:  (a  work  in  progress)  hits
 on  the  relatión  of  viewpoint  in  subjective  rejection,
 things  we  cast  away  in  disdain  without  really  examining
 them,  the  failure  to  observe  what  is  there  right  under
 our  very  own  n080S......like  simple  type  erase  pieces
 ready  for  the  wastebasket  after  practical  use  and  filled
 with  typed  letters  eliminating  typing  mistakes.  Throw
 away?  Not  so.  Franks  finds  that  the  letters  mix  with
 the  design  on  the  tape  for  aesthetic  possibilities.

 Typed  out  phrase/sentence  pieces  become  small  poems  with
 big  discovery  meanings  for  mind  probes.  Franks  has
 photographed  and  blown  up  six  discards  for  a  two  page
 gallery  showing.  Some  make  me  think  of  Mark  Tobey

 paintings.  Just  think  if  these  were  reproduced  on  8'x  l!
 canvas!  Think  if  they  were  sixty  by  thirty  feet!  And
 in  full  sun  with  halos  around  them!  Franks  could  reproduce
 them  on  billboards  in  black  and  white  and/or  rainbow
 combination!  I  CAN'T  BELIEVE  A  SIMPLE  TYPE  ERASE  COUID

 START  ALL  THIS!  And  to  think  I  used  to  throw  these  visual
 poems  away  without  thinking  or  seeing

 this  zeitgeist  of
 rejects AN  soaring  over

 ASSEMBLIMP  the  moon-whitened
 sand  of  seashores

 For  unblocking  preserved  in
 And  re-directing  the  rings  of  Saturn
 The  flow  of  cosmic  traffic

 Aaaaaaaaarrrrrrgghh!
 Heavy  weed  these

 ASSEMBLING  pages

 sle  flapping  around
 AD  in  like  crazed  moths...» =  $  Shot  doves?

 »  :  i  ,  isy
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 PARTY

 THIRD  FOR,

 A  SSEMBLIN  é
 [JHErE  Con  TRIBVTOR'S  COPES  NA)

 BE  PIcKED  VP,  CoutEAsves  AWO

 Editos  Wet,  BACK  ZSSves  Puk-

 CHASED,  ConSPiRAC  IES  HA  TOHE  El

 Sprorony  Evën  Dee  J%
 0:30  p.n,  Henny  Yonn  ABAN,

 160  CoLunB/A  Hel  GHTS,  evo  yy  (lao,
 Ld  693-  08E  A  Wote;  Conrrsuros
 Copies  NOT  PictrEo  VP  THEN  VIL  BE  MBE)

 DIRECTIONS:  By  Subway:  Take  Seventh  Avenue  IRT  to  Clark  Street,  which

 is  the  first  stop  in  Brooklyn,  Go  out  main  exit,  and  turn  right  onto

 Clark  Street,  Walk  hree  blocks  to  Columbia  Heights;  160  stands  on

 the  southwest  corner,  OR  take  Levington-Fourth  Avenue  IRT  or  BMT

 (RR  train  only)  to  Boro  Hall,  Walk  west  (toward  the  river)  on  Montague

 Street  to  the  end,  turn  right  onto  Montague  Terrace,  and  walk  L00
 yards  to  Columbia  Heights,

 BY  Car:  Go  across  the  Brooklyn  Bridge,  staying  in  the  right  lane,

 and  take  the  first  exit  to  the  right,  then  swinging  into  the  left  lane
 on  the  exit  ramp;  so  that  you  can  take  the  first  left  onto  Cadman  Plaza,

 Drive  one-quarter  mile  to  Montague  Street,  Turn  right  and  follow  it  to

 the  end,  Tur  n  right  onto  Montague  Terrace,  which  runs  into  Columbia

 Heights,  (see  above)
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 Bye.;

 F  Bornue JF  TH  i
 イイ

 Hs<gnR  cn  A

 Pier-  UF  Phery

 fo  Tt  (ourerg  VTORS

 HT  HE  hr  Cin  Te

 6  TREET  evorin
 f  ETUEEN  Tonr  4  TER  STEED

 Ste  Pec  1%  5:00-7Z00  pn

 (Tare  "ETRAm  (  iG  her  ST
 (fieST  STOP  1H  do  Vou  FACE
 Ou  Ta  7.  hcl  ont  YY  ong  Hair

 (LOWKS  TouARDSs  THE  Riveg  )
 ¥  Tuosg  Not  codnb  SHOUD  CET  THER  J  copigs  Bw  ¥
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 AEBERIARD

 ASSEMBLING  has  been  a  place  to

 publish  :  IF  I  WERE  A  POET,
 THE  PEOPLE  RUMBLE  LOUDER,

 and  VALID  FOR  LIFE,  Ithas

 encouraged  me  when  no  one  else  was

 engaged  in  that  process,  The  text

 Love  and  thanks  to  Richard,  Henry,

 and  Mike........írom  Beth  Anderson

 »  go  0 Bn: EM
 TA  ST  below  is  to  be  read  for  its  sound
 tera  4  Saar  content  in  dramatic  fashion,
 F  EFELER  Ass  Em  Bling ri  OX  :
 adad  S  Ass  Emblin
 Oo  o  Ra  Il  Bmes  Sag RESA  Snigs  p  Nil  B  Mess  ...
 „SRi  PiaR  S  Sem  Bling
 g39o  Ogg  As  Sem  Bl  Bling bI  os  O  dg!
 TSE  R  OPO  Y  Bmes  Sag  Ass HOs  O  io  y  Sa  G 830E  Ea  Nilb  Me...  a
 RAgE  Sagai  d  Emb  Ling  Nise
 VEERERPEER  As  San  ing Sna  H  f0  Es  Sag  Ga
 B88  HEBA  SR  Nil  B...  G
 Oor  n  Baad  oHa

 TUME  LITILE «d  v  n EDAS  28a  Sal
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 1970s  as  bowed  ground  bert  by  our  hope  dogged

 by  edifice  institution  barrier  (of  sight-  the

 don't  see,  “have  no  guilt")  package  (  mmay
 vs.  relay,  cathecting  ;  exhibit  vs.  firecracker

 &  cherrybomb),  coercive  expectation  (of
 entertainmert,  "fit,"  distraction,  rewarded,  vs.

 art  as  provocation  of  experience,  a  sharing;

 they  [who,even?]  hear  &  see  —  an  officialdom

 in  absentia,  as  market  force  —  but  only  what

 they've  always  already  read  :  art  as  confir-

 aion,  blandishment,  grooved  socialization,

 official  standards,  defensive  [as  offensive]

 stapctsiaation.  dA  detour),  fatalism  cynictsm inscribed  in  the  global  &  then  the  domestic

 political  economy  (  late  capitalism)  as  in  super-

 structure,  everyday  life,  consciousness,  The

 chill.  Not  the  1960s  (task:  g0  beyond,  &  go

 back  from,  excavate  ,  widen  contradictions  —

 for  ex.,  what  we  found  in  The  New  American

 Poetry  1945-1960  &  find  bracing  hypotheses,

 or  paths,  momentum,  new  arenas  :  expanding  yet

 viciously  imperial  on  spw)  this  decade  : incentive  structure  :  dilufe,  sacralize  the  atoms,

 entrap.  rhetoricize,  egoism,  dampen  :  recession,

 amnesia,  repression,  repressive  desvblimatron.

 We  have  not  gone  underground  but  blossom  in

 the  furrows,  "otherwise  unprintable,"  the

 community  —  the  assembled  body,  text  of

 impatience  ;  write  the  future.

 Bruce  Andrews  Fme  1478

 Dear  ASSEMBLING,

 I  feel  the  need  to  express  my
 warmest  thanks.  No  sooner  did  I

 start  reading  ASSEMBLING  than  it

 began  to  work.  I  couldn't  be-
 lieve  it.  I  wasn't  hungry.  Be-

 fore  I  was  always  hungry,  as  a

 result  I  was  extremely  intro-

 verted.  I  never  wore  a  bathing

 suit.  I  hope  my  experience  can

 help  others.  The  true  miracle,

 however,  is  my  new  attitude  to-

 ward  life.  Before  I  was  always

 depressed,  tense.  Now  I'm  in  a

 position  to  do'my  job  with  calm
 contentment.  It's  amazing  how
 much  self  confidence  I've  built

 up  in  just  this  short  while.  In
 addition,  ASSEMBLING  is  very  at-

 tractive  and  my  acquaintances

 compliment  me  on  my  good  taste.

 Again,  ASSEMBLING,  many,  many,

 thanks.  Si  incerely,

 David  Arnold

 Rf  ti  SETRSD  fap  ajs  raain
 aat  it  is  and  also  indicates  the  nature  t
 everythin  that  is  no  longur  or  nt  yd  tha  thing
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 ASCHER  STRAUS

 SHEILA

 THE  POET  &  THE  PALINDROME

 "Many  a  time,"  the  poet  said  to  the

 palindrome,"  we  poets  are  constantly

 dismayed  by  the  vagaries  of  literary

 poseurs  who,  in  beseeching  us  to  cet,

 actually  indict  us  for  creating."

 The  palindrome  remained  silent,

 "They  give  lip  service  to  originality,

 preferring  instead,  like  an  endowment
 which  here  shall  go  unnamed,  the  effu-

 sivity  of  the  regular,  of  the  creedo

 that  goes  mundane!"

 The  palindrome  said  nothing.
 "But  o  how  wonderful  indeed,  'the

 poet  began  again,  'is  the  pastiche
 that  is  ASSEMBLING,  which  saves  us

 from  the  fallen  graces  of  the  mags

 that  breathe  effete;  for  what  should
 be  done  if  bridled  and  úncirculated

 our  pages  went  unread,  unseen?  What

 would  be  there  for  us  to  do  oh  wise

 palindrome  to  make  our  presence  known?

 The  palindrome  smiled,

 "Poop,"  was  all  it  said,  as  it  shit

 upon  a  flyer  that  read  "Mail  to  Stop
 l,  Washington,  D.C,"
 :  setot  mark  axelrod
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 Caw  a  hat,
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 al-ter-na-tive,  n,  1,  an  opportunity  fo

 r  choice  between  two  things,  courses  or

 propositions,  either  of  which  may  be  cho

 sen,  but  not  both,  also,  a  proposition

 to  choose  between  two,  so  that  if  one  is

 rejected  the  other  must  be  chosen,  2.  L

 oosely,  a  choice  or  offer  among  more  tha

 n  two  things,  hence  one  of  the  things  of

 fered.  .  .  See  CHOICE,

 (Webster's  New  Collegiate  Dictionary,  se

 cond  edition,  1949,  Riverside  Press,  Can

 bridge,  Mass.)

 An  invitation  to  contribute  to

 FIFTH  ASSEMBLING  brought  me  out

 of  a  self-imposed  retirement
 from  the  ranks  of  those  publish-

 1ng  poetry,  The  offer  was  irre-
 sistible:  to  present  whetever  I

 wished  to  publish,  under  my  own
 editorial  control  and  production

 supervision,  subject  only  to  the
 limitations  of  my  imagination

 and  pocketbook,  The  bonus  was

 finding  myself  in  the  company  of

 dozens,  even  hundreds  of  like-
 minded  loons,  An  odd  lot,  for

 sure;  it  feels  like  home,  This,

 I  think,  1s  what  used  to  be
 called  anarcho-syndicalism  half

 a  century  ago,  l  don't  know  who

 or  what  put  the  kibosh  on  that

 --  though  I've  got  my  guesses  --
 but  the  time  may  be  ripe  for  its

 resurgence,  It  seems  to  work,

 (Maybe  that's  what's  wrong  with Gh
 Allan  Coleman
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 I  have  already  written  at  length

 ny  feelings  about  the  assembling

 concept.  It's  great!  When  I  first
 heard  about  it  (ca.  1971)  I  did  a

 special  assembling  issue  of  my  mag,
 HAPPINESS  HOLDING  TANK--it  was  a

 great  success,  people  turned  in
 remarkable  examples  of  creative
 work  which  an  editor  could  wait  a

 lifetime  for  and  never  get.  I  think

 it  has  to  do  with  asking  a  writer

 to  become  an  artist/editor/printer

 in  order  to  solve  this  question:  what

 does  one  put  on  a  sheet  of  8$  X

 11"  paper?  No  easy  answer  there.
 I  have  a  complete  set  of

 ASSEMBLINGS,  and  lately  I've  been

 using  them  a  lot  in  classes  of
 all  kinds,  from  grade  school  to

 college.  A  good  many  models  there,
 so  that  students  can  see  how  others

 faced,  and  answered,  that  question:
 what  to  do  with  space?

 Albert  Drake
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 as-sem-blage  (ə-sem’blij),  n.  [Fr.  <  assembler;  see
 ASSEMBLE],  1.  an  assembling  or  being  assembled.  2.a

 group  or  Satherine  of  persons.  3.  a  collection  of  things. 4.  a  fitting  together  of  parts,  as  of  a  machine.  5,  a

 whole  that  results  from  such  fitting  together.

 as-sem-ble  SEA  v.f.  &  vi.  [ASSEMBLED  (-b'ld), ASSEMBLING],  [ME.  assemblen;  OFr.  assembler,  asembler;

 L.  assimulare  <  ad-,  to  +  simul,  together],  1.  to  gather

 together  into  a  group;  collect.  2.  to  fit  or  put  together

 the  parts  of  (a  machine,  etc.).  —SYN.  see  gather.

 assembly  (9-sem’bli),  n.  [p].  ASSEMBLIES  (-bliz)],  [ME.
 assemble;  OFr,  assemblee  <  assembler;  see  ASSEMBLE),

 1.  an  assembling  or  being  assembled.  2,  a  group  of

 persons  gathered  together,  as  for  legislation,  worship,

 etc,  3.  [A-],  in  some  States  of  the  United  States,  the

 lower  house  of  the  jegistatue  4.  a  fitting  together  of parts  to  make  a  whole,  as  in  making  automobiles,  etc.

 $.  the  parts  to  be  thus  fitted  together.  6.  the  factory

 in  which  such  assembling  is  done.  7.  in  military  science,

 a  call,  as  by  bugle  or  drum,  for  soldiers  to  form  ranks.

 assembly  line,  in  many  factories,  an  arrangement
 whereby  each  worker  performs  a  specialized  operation

 on  the  work  as  it  is  passed  along  from  one  to  another,

 often  on  a  slowly  moving  belt  or  track,

 as-sem-bly-man  i  n.  [pl.  ASSEMBLYMEN
 (-men’,  -mən)],  1.  a  member  of  a  legislative  assembly.

 2.  [A-],  in  some  States  of  the  United  States,  a  member

 of  the  lower  house  of  the  legislature.

 assembly  piant,  a  factory  in  which  parts,  as  of  aircraft, are  assembled,

 ~  DREVA  78
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 Gama,
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 You  know  I

 was  there.

 DAVI  DET  HOMPSON

 If  Assembling  was  a  house

 and  you  wanted  to  add  a  room

 all  you'd  have  to  do

 is  just  open  the  window
 a  little  more

 which  is  like

 saying
 it's  a

 neat  clearing  in
 a  forest  with  no

 trees  in  it

 yet  it  keeps  on

 growing  &  growing

 /'78

 Edward

 Kaplan

 ASSEMBLING
 laaceaureo
 tcelceteprpo  droppeth
 erieaceied  as
 rienthrtna  the
 n'lnthicat  gentle
 aetrecath  rain
 tgi  itli  efron
 1.1.64  siva  heaven
 vo  caen
 e  u  n

 s

 T  J  Kallsen

 600  Bostwick

 Nacogdoches  TX  75961

 What  is  a  critic  and  scholar

 doing  in  Assembling?  Although
 the  task  is  impossible,  one

 should  at  least  TRY  to  be  equal

 to  one's  subject.  But  if  there's

 anything  more  conformist  than  the

 commercial  publishing  establishment,

 it's  the  G.D.E.D.  (god  damn  english

 department,  inc.),  whose  own

 journals  and  presses  (with  just  a

 precious  few  exceptions:  Critique,

 Chicago  Rev.,  Illinois)  never
 dream  of  letting  it  happen.

 Assembling  is  more  than  an  outlet;
 it  is  an  example  and  a  cleverly

 seductive  invitation  to  younger

 critics  who  can  experience  what

 "alternative!  means.  Once  you've

 tried  it,  you  wouldn't  trade  it

 for  Random  House,  Harvard,  or  the

 world.

 -Jerome  Klinkowitz
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 an  educational,  expressive,

 therapeutic,  co-operative,

 non-political  grab  bag,  an

 altemative  space,  literary

 counterpart,  word  &  image

 renderings  that  please  the

 eye,  re-shape  cognition  by

 shifting  context  of  focus

 from  linear  involvement  in

 one  lane  --  to  pictorial,

 over-all  splashing,  dive

 in  anywhere,  backstroke

 forward.  Robert  C,  Morgan

 A  SS  MBILI  N  G  OnBIIS

 HAVING  SUCCESSFULLY  sSOAPsD

 GRAVITY  the  establishment

 Its  TURNAHUUND  T  I  B  i

 time  to  use  this  network  &

 cross  the  thresholå  of  SPACE

 communic:tion

 F111  the  VOID  probe  the

 OU  T  iR  LIMIT  S  modify

 the  FORKS  hitch

 your  STAR  to  the  cergo  of

 Ni  LniaGYS

 C/D  i  a  gl
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 What  does  Assembling  mean  to

 me?  A  few  years  ago  it  meant

 a  chance  to  publish,  but  this

 time  to  publish  what  I  wanted,
 not  limited  to  the  choices  of

 editors  who  almost  never  chose

 the  pieces  I  liked  most.  In

 the  past  two  years,  my  work
 has  moved  toward  a  concern  with

 visual  elements  (as  in  the  col-

 laborations  with  Bernard  Solo-

 mon  in  Assembling  7)  or  with

 'found'  poems  (as  in  the  pieces

 in  Assembling  8).  These  pieces

 would  have  been  produced  whe-

 ther  there  was  an  Assembling  or

 not,  but  knowing  there  would  be

 at  least  one  magazine  where

 such  pieces  could  appear  in  a

 friendly  environment  helped
 ease  some  of  the  frustrations

 and  fears  of  creation.

 ROCHELLE  RATNER

 Bob  Rizzo

 ff

This content downloaded from 
������������108.12.209.211 on Mon, 15 Dec 2025 06:52:20 UTC������������� 

All use subject to https://about.jstor.org/terms



 l

 of  ASSANBLINA

 Ken  Saville

 —

 1

 al

 —

 T

 Tsc

 >

 manfa  a

 »»  (Y  iY  |
 ta

 :

 1  [WIVI

 Iim  MIs

 =  A

 =-

 mapami

 =|3S  >  9  EM  A

 y  H  iSS  Ii  TE

 r

 >|  >O  Y  ><=  |—

 >  u|  =  ia  i

 ario  m  E  o  =>  =  e id...  De  baf |  i

 7/7/78

 Dear  Richard,

 I  just  got  back  from  vacation.  I

 I  visited  friends  and  family  in  Deer-

 field  Beach,  Houston,  Colo.  Springs,

 Olympia,  and  Madison.

 I  just  got  your  invitation  to

 take  part  in  Assembling  Assembling.
 If  I  finish  this  statement  in  the  next

 20  minutes  or  so  it  can  get  into  todays

 mail,  and  I  hope  into  the  Pratt  show,

 To  me  Assembling  means  the  shar-

 ing  of  momentum  which  helps  me  to  be

 creative  in  unsanctioned  directions.

 I  also  got  a  note  that  The  End  of

 Intelligent  Writing  ís  0P.  I'd  still
 like  to  do  the  project  you  suggested.

 Regards  to  Henry  James.

 Brian  Sherman

 Oglethorpe  University

 Atlanta,  Georgia

 FOURTH  ASSEMBLING  was  the  first

 American  Mag  to  include  any  of  my

 work  and  I  was  dead  pleased  at  the

 time  -  about  a  year  before  the

 ADOLF  HITLER  FAN  CLUB  began.  That

 was  when  I  learned  the  "process  of

 publication  from  the  beginning",
 later  realising  that  whoever  said

 "if  you  want  to  start  a  revolution

 you  need  your  own  printing  press"

 was  right  because  since  FOURTH

 ASSEMBLING  the  miracle  was  that  any

 of  ny  literature  was  printed  at  all,

 Surviving  all  the  battles  with

 printers  in  the  meantime,  currently

 as  pleased  to

 participate  in
 EIGHTH  ASSEMBLING

 as  in  FOURTH,  also

 pleased  that

 ASSEMBLING  is

 still  in

 existence,

 HEIL  HITLER

 PAULINE  SMITH  Copyright  1978
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 AS  SEMBLANCE,  -ING

 We  accord  the  avant-garde  a  malapropos  seriousness.  At  the

 point  of  public  acceptance,  its  objects  hang  in  our  most

 prestigious  galleries,  commanding  high  prices.  Frequently  in-

 novative  in  syntax,  dominated  by  neologisms,  phonetically

 alien,  its  texts  confound  a  facile  interpretation  on  even:  two

 or  three  readings.  Safely  attenuated  through  time,  the  per-

 sonal,  social  and  sexual  anguish  of  its  first  practitioners
 offers  us  a  reassuring  emotional  voyeurism.  Most  importantly,

 because  the  avant-garde  is  concerned  with  the  directionality

 of  an  art  to  which  we  have  affixed  our  profoundest  fears  and

 hopes,  trying  to  take  us  beyond  our  failures  and  inadequate

 successes  to  a  place  of  triumph  and  salvation  we  have  as  yet

 only  glimpsed,  we  regard  it  with  the  same  somber  respect  with

 which  we  regard  classic  tragedy.

 What  we  expect  of  the  avant-garde  is  no  more  than  the  arc

 of  the  tragic:  birth,  struggle,  death  and  rebirth  in  a  new

 knowledge  and  vision.  The  static  nature  of  the  tragic  pattern,

 however,  is  reflective  of  a  world  gone  dead,  bereft  of  possi-

 bilities,  wholly  determinant.  Contradictorily  and  laughably,
 we  have  narrowed,  not  widened,  our  expectations.

 If,  however,  the  distortions  of  tragedy's  mask  we  would

 wear  do  not  fit  the  convolutions  of  our  flesh,  we  should  not

 forget  that  we  have  a  second  'face'  to  put  on  things.  'The

 comical,'  writes  Kierkegaard,  'is  present  in  every  stage  of
 life,  for  wherever  there  is  life  there  is  contradiction,  and

 wherever  there  is  contradiction  the  comical  is  present.'  For

 all  our  art,  we  still  live  in  an  age  of  un-reason,  absurdity,

 the  inexplicable,  the  surprising  and  the  nonsensical--in
 short,  the  very  essence  of  the  comic.  It  is  by  embracing  the

 comic,  however,  making  a  logic  of  the  absurd  as  Gautier  calls

 it,  that  the  avant-garde  most  nearly  fulfills  its  claims  and

 expectations.

 Comedy,  wrote  Meredith,  is  'the  ultimate  civilizer'  because

 it  requires  that  we  regard  ourselves  sceptically.  'Often,'
 writes  Wylie  Sypher,  'we  are,  or  have  been,  or  could  be,
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 Quixotes  or  Micawbers  or  Malvolios,  Benedicts  or  Tartuffes.

 Seldom  are  we  Macbeths  or  Othellos.  Tragedy,  not  comedy,

 limits  its  field  of  operation  and  is  a  more  closely  regulated

 form  of  response  to  the  ambiguities  and  dilemmas  of  humanity.

 The  comic  action  touches  experience  at  more  points  than  the

 tragic  action.'

 The  highest  comedic  act  of  the  avant-garde  is  its  first

 act,  the  generation  of  an  object  that  at  worst  may  never  be

 understood  (even  by  its  creator)  and  at  best  may  be  only  mis-

 understood.  Paradoxically,  only  when  the  avant-garde  ceases

 to  be  recognizable  in  the  first  instance  as  'art'  with  the

 imprisoning  responses  that  perception  automatizes,  and  is  ex-

 perienced  initially  as  the  substance  of  our  lives  presented
 as  'art,'  does  it  fulfill  the  freedom  and  scope  it  claims  for

 itself.  If  this  experience  does  not  occur,  if  the  object  is
 rejected  and  ridiculed,  we  should  recall  Schopenhauer's
 statement  that  laughter  'is  simply  the  sudden  perception  of

 incongruity'  between  our  ideals  and  the  actualities  in  front

 of  us,  As  Mephisto  further  explains  to  God,  one  cannot  under-

 stand  man  unless  one  is  able  to  laugh,  'for  man  must  strive,

 and  striving,  he  must  err.'

 We  should  not  treat  lightly  this  laughter  of  the  avant-

 gardist  and  his  audience,  so  seemingly  different,  yet  so  much

 the  same.  A  laugh,  argues  Anthony  Ludovici  in  THE  SECRET  OF

 LAUGHTER,  is  man's  means  of  displaying  his  fangs.  Like  any

 other  animal,  man  needs  to  show  his  fangs  only  when  threat-

 ened.  We  laugh  in  self-defense  as  a  tactic  for  survival,  to

 be  re-born  in  ourselves,  not  in  another  world,  as  a  warning

 and  as  an  acceptance  of  being  warned.  As  Nietzsche  notes,  man

 laughs  only  because  he  can  suffer  terribly,  and  his  worst

 sickness  is  the  thwarting  of  his  will,

 The  avant-garde  is  not  rooted  so  much  in  our  mental  selves

 as  în  our  biological  selves.  So  situated,  art  is  not  a  plea
 for  salvation  but  a  saving  itself,  of  self.  We  are  the  other

 that  we  would  become.  As  comedy,  the  avant-garde  shows  us  its

 homeopathic  nature,  curing  folly  by  folly.  Our  incomprehen-

 sion  of  objects  is  an  incomprehension  of  ourselves.  If  an

 avant-garde  work  cannot  be  accomodated  in  our  lives,  it  is

 because  our  lives  are  not  possible,  the  work  clearly  is.
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 We  have  moved  very  far  away  from  the  ideas  that  life  and

 art  are  somehow  at  variance  and  that  avant-garde  art  is

 'elitist.'  'The  higher  comic  vision  of  life,'  writes  Sypher,
 'is  humane,  an  achievement  of  man  as  a  social  being.'  Avant-

 garde  art  remains  our  best,  conceivably  our  only  response,  to

 a  world  increasingly  fragmentary  and  over  which  our  individ-

 ual  control  is  minimal.  It  signifies  only  and  all  of  the  par-

 ticipation  brought  to  it.  It  is  not  referenced  to  a  known

 world,  any  representational  social  situation  of  either  things
 or  human  beings.

 'You  cannot-a  kid  me,  dere  ain't  no  sanity  clause,'  is  the

 way  Chico  Marx  expressed  it  in  A  NIGHT  AT  THE  OPERA  which

 Henry  Korn  takes  as  an  epigraph  to  his  PROCEEDINGS  OF  THE

 NATIONAL  ACADEMY  OF  THE  AVANT  GARDE.  Elsewhere,  Korn  writes

 of  two  men  in  a  room  singing  loudly,  each  in  response  to  the

 other,  filling  the  room  with  alternate  balloons  of  sound.

 'Sometimes,'  says  Korn,  'we  call  this  Opera  and  other  times

 it's  the  on-going  process  of  life  itself.'  Korn  understands
 much  of  what  Kafka  was  getting  at  in  his  notebooks  where  he

 explained  he  wanted  to  exaggerate  situations  until  everything

 becomes  clear.

 So,  we  have  a  catalog  of  the  'National  Academy'  consider-

 ing  the  'art'  of  'programmed  immortality,'  'nostalgia  for  the

 future,'  'fluorescent  chicken  bones.'  Art  exists  where  art  is
 perceived  and  it  is  frequently  mis-perceived.  Still,  anything
 can  be  art  at  that  point  where  we  remove  the  object  from  the

 realm  of  the  practical  and  personalize  it  through  our  own

 sense  of  esthetics.  Our  misperceptions  occur  because  we  allow

 our  reactions  to  art  to  be  institutionalized,  enslaved  to  the
 sort  of  'official'  certification  represented  by  the  tests
 Korn  appends  on  behalf  of  his  hypothetical  officials  in  order

 to  prove  to  everyone  how  well  we've  understood  what  they  want

 us  to  understand  of  these  'official  proceedings.'
 (It  should  be  apparent  that  the  most  fundamental  reason

 for  the  rejection  of  avant-ġarde  art  in  the  larger  culture  is

 not  that  it  cannot  be  comprehended  or  has  no  commercial  value,

 but  that  it  lies  beyond  the  control  of  'official'  institu-
 tions  of  art.  We  do  not  need  critics  to  explain  it  and  make

 it  meaningful  to  us.  It  cannot  be  referred  to  an  already
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 controlled  'tradition'  of  art  and  given  a  'safe'  meaning

 through  affixing  a  dollar  value.  By  'safe,'  |  mean  an  inter-

 pretation  that  does  not  challenge  the  entrenched  positions  of

 vested  interest  of  the  art  bureaucracy  which  has  less  to  do

 with  esthetic  values  and  more  to  do  with  their  own  lack  of

 self-image  and,  often,  their  inability  to  produce,  as  art-

 ists,  an  object  that  can  satisfy  even  themselves.  An  'of-

 ficial'  view  of  art  occurs  at  just  that  moment  that  art  it-

 self  is  seen  to  have  'failed.')

 Once  freed  of  an  established  view  of  art,  Korn  challenges

 us  in  THE  PONTOON  MANIFESTO  to  take  up  the  gauntlet  and  write

 our  own  stories.  Thirty-three  fictional  beginnings  are  pro-

 vided  on  index  cards,  not  so  much  as  he  says  'to  be  shuffled

 and  read  in  any  order,'  but  to  be  expanded,  completed,  re-

 solved  on  our  own  terms  which  may  not  at  all  be  the  way  Korn

 himself  saw  the  scenarios  worked  out.  But  the  biting  under-

 side  of  comedy,  our  very  real  chance  for  failure  is  always

 present  here.  Here,  Korn  says,  is  not  anywhere  but  just  here.

 And  he  suggests  to  us  a  story  that  begins  by  imploring  a

 computer  to  begin  a  line  with  the  word  'Jesus,'  but  the  com-

 puter,  created  without  ears,  could  not  hear  the  request.  Pon-

 toons  are  only  flotation  devices,  and  a  pontoon  bridge  has  as

 many  gaps  through  which  to  plummet  as  places  to  step.  'Mobil-

 ity  isn't  salvation  (but  it  gets  me  there  and  brings  me  back.')

 ',..1  asked  ((Don  Juan)),'  writes  Carlos  Castenada,  'if
 controlled  fully  meant  that  his  acts  were  never  sincere  but

 only  the  acts  of  an  actor.'  'My  acts  are  sincere,'  he  said,

 'But  they  are  only  the  acts  of  an  actor.'  And  Muhammad  Ali

 in  Korn's  RETROSPECTIVE  is  the  consummate  comic  actor  of

 our  time.  'I  don't  have  to  be  what  you  want  me  to  be,'  says

 Ali.  And  Korn  knows  that  it  isn't  so  much  boxing  that  is  Ali's

 artas  it'ishis  life.

 In  a  brilliant  section  of  that  book,  'Assaying  Ali:  A  Con-

 versation  Among  Body,  Mind  &  Spirit',  the  triune  aspects  of

 ourselves  discuss  what  Ali  means  to  each.  And  though  the  Body

 sees  Ali's  art  as  boxing,  for  the  Body  itself,  our  biological

 animal  existance,  'he's  a  measure  of  a  lot  of  my  ideas  about

 the  world.  He  helps  me  come  to  grips  with  some  basic  ques-

 tions.'  Ali  is  'an  all  encompassing  idea,'  he  has  'created  a
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 compelling  epic  drama  out  of  his  life,'  is  'a  clever  liar.'
 The  Spirit  sees  him  a  bit  more  removed  and  ethereal,  as  a

 'true  hero,'  while  the  Mind  is  largely  content  to  narrate

 matters,  relate  incidences  and  facts.  The  RETROSPECTIVE,  how-

 ever,  is  not  fact  as  fiction,  but  the  fiction  of  fact.  Ali,  a
 clever  liar,  is  nonetheless,  'an  American  myth,  but  black'
 (italics  added).  'In  a  world  filled  with  vagueness,  sports
 are  absolute,'  says  the  Body,  'someone  clearly  wins  and
 loses.'  But  Ali  is  a  clever  liar.  Ali,  as  would  the  avant-
 garde,  transcends  time,  his  moment  in  history.  But  Ali  is  a

 clever  liar.

 There  is  much  of  the  Imposter  in  Ali,  what  Korn  calls  'wise

 ignorance.'  In  the  fertility  rights  from  which  our  concept  of

 comedy  developed,  the  Imposter  first  profaned  the  rites,  then

 was  beaten  and  driven  out.  Or  first  feasted,  then  sacrificed.
 Our  sins  are  thus  symbolically  cleansed,  At  one  point  in  the

 history  of  the  Christian  Church,  each  Lent  saw  the  monks  ap-

 point  a  Lord  of  Unreason  to  rule  over  a  Mass  at  which  an  ass

 was  worshipped,  where  the  Litany  was  literally  brayed.  In  so

 doing,  these  worshippers  would  come  out  from  behind  the  masks

 of  their  official  selves,  and  when  the  masks  were  replaced,

 it  was  with  a  new  perspective  on  the  fraudulence  of  their  ex-

 istence,  the  finite  forever  separated  from  an  Infinite  so
 devoutly  desired.  'The  heart  of  truth,'  knows  Ali,  'is  war-
 ring.'  This  is  our  exact  change.

 Tampax  bombs  are  sometimes  the  weapons  of  that  war  fought

 in  a  world  where  frustrated  hatchet  murderers  sit  in  their

 rooms  and  write  out  the  tenses  of  the  verb  'to  torso.'  Among

 the  influences  Kenneth  Gangemi  lists  in  his  CORROBOREE  are

 Lewis  Carroll,  Charles  Chaplin,  Edward  Lear,  Erik  Satie,
 Samuel  Beckett--all  in  their  diverse  ways,  intellectual
 clowns.  Gangemi  himself  adopts  the  role  of  the  clown  of  in-

 tellect  for  a  society  in  which  a  businessman's  obsession  with
 pubic  hair  leads  to  the  invention  of  rail  transportation,
 religion  declines  into  a  party  of  social  freaks,  politicians
 recite  absurd  slogans  and  poets  eat  alphabet  soup.  It  would
 be  easy  to  dismiss  this  world  as  an  absurd  fiction  if  the

 logic  of  it  all  were  not  so  apparent  in  contemporary  Ameri-

 can  culture.  Clearly  recognizable  are  the  familiar  processes
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 of  capitalism,  sexuality,  art  and  politics  which  form  the

 core  of  our  waking  concerns.  Obsessed  by  them,  however,  we

 have  warped  the  objects  of  our  thoughts  and  cares,  so  that

 a  woman's  genitals  have  no  more  value  than  that  of  the  mar-

 ket  potential  for  new  colored  string  tampons.  Nouns,  objects--

 the  products  of  culture--are  totally  bereft  of  any  significa-

 tion  outside  the  twisted  shades  of  darkness  smeared  on  them

 by  our  ids,  not  set  free,  but  given  license.

 Written  about  again  and  again,  there  is  no  escape  here

 from  lust,  genitals  and  sexual  hygiene.  There  is  no  appeal  to

 a  spiritual  realm  possible  because  it  is  our  spirits  which

 have  infused  the  objects  we  have  created,  Gangemi  has  re-

 versed  our  evolutionary  pattern  and  returned  us  to  the  exact

 point  that  we  ceased  being  animals,  a  point  at  which  we

 become  aware  of  our  bodies  and  first  experience  shame.  Ani-

 mals  are  not  self-conscious  of  their  bodily  acts,  but  for  us,

 sexual  obscenity  denotes  our  first  psychological  fall  from

 grace.

 Having  reached  this  point,  Gangemi  knows  there  is  nothing

 else  to  do  but  laugh  at  one  another.  A  student  of  pubic  hair

 does  do  research  in  a  pubic  library.  To  be  able  to  laugh  at

 evil  and  error  means  that  we  have  somehow  surmounted  them,  In

 this  light,  the  pun  of  his  title  is  easier  to  understand.

 'Corroboree'  in  Australian  English  is  an  'uproar,'  or  a

 'tumult,'  the  word  taken  from  a  dance  festival  held  at  night

 by  aborigines  to  celebrate  tribal  victories.  But  we  are  also

 dealing  with  an  almost  television-like  neologism  in  which

 Gangemi  becomes  the  recipient,  the  'corroboree'  of  the  verb

 'to  corroborate,'  which  means  to  make  more  certain,  'to

 strengthen.'  So  are  we  ali.

 If  Kenneth  Gangemi  accepts  the  world  as  a  given,  Jean-

 Jacques  Cory  does  not.  His  field  of  reference  is  not  the

 world,  though  we  do  have  LISTS  of  presidents,  writers,

 masterpieces,  masters,  cities,  mountains,  ambiguities,  dol-
 lar  signs,  pseudonyms,  lackies,  the  reflections  of  Herman

 Kahn,  memories  and  so  on.  But  they  are  our  own  personal

 presidents,  our  writers,  our  masterpieces,  our  masters,  our

 cities,  our  mountains,  our  r  ambiguities,  our  dollar  signs,

 our  pseudonyms,  our  refTections  of  Herman  Kahn,  our  mem-
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 ories  and  our  so  ons.  Ultimately,  all  references  in  his  con-

 structions  are  to  our  minds,  not  to  his.  These  LISTS,  in  and

 of  themselves,  may  be  entirely  meaningless  to  Cory;  meaning

 is  not  his  concern.  He  is  laughing  at  (and  with)  us,  tyran-

 nizing  us,  by  testing  our  associations  about  the  objects/

 people/phenomena  that  float  loosely  in  our  consciousnesses

 against  the  responses  to  them  elicited  from  the  particular

 form  in  which  he  has  them  arranged.

 'Poetry,'  observed  W.H.  Auden,  'makes  nothing  happen.'  The

 great  majority  of  poetry  does  make  nothing  happen  because  it

 accepts  the  world  as  a  given.  It  is  essentially  static  because
 it  is  not  under  its  own  control,  but  is  prodded  and  flailed

 into  directions  determined  by  social  insanity  rather  than  the

 sometime  brilliance  of  individual  madness.  As  Freud  sug-

 gested,  civilization  only  endures  because  of  commonly  shared

 neuro/psychoses.

 Out  of  Cory's  juxtapositions  come  motions.  However  ele-

 vated  our  tourist  sensibilities  about  Mt.  Everest  may  be,  to

 discover  that  it  is  just  one  bulge  among  many,  including  Mt.

 Communism  which  many  of  us  may  prefer  not  because  of  poli-

 tics  but  because  it  sounds  less  like  a  flashlight  battery,
 we  are  not  the  same  for  our  discovery.  Or  perhaps  we  learn

 nothing  except  the  fact  that  John  Quincy  Adams  took  office  in

 1825.  What  sinister  qualities  in  the  year  1825  have  led  to

 its  inclusion  in  a  piece  of  fiction?  Nor  are  we  the  same  for

 learning  that  women  are  'perspicacious'  or  that  Cory  may  very

 well  not  be  Cory  at  all  (his  disclaimer  to  the  contrary)  but

 actually  Reginald  Irving  or  even  Maximillian  Ned.  Godfrey

 Thomas?

 We  are  not  speaking  here  of  the  mere  assimilation  of  in-

 formation.  Were  that  the  case,  Cory  would  have  failed,  done

 nothing  more  than  dug  another  canal  for  impulses  to  pass  over

 in  our  cerebral  cortex.  He  has  done  precisely  the  opposite:

 overthrown  the  lingering  notion  of  the  reflex  arc  by  smashing

 reflex  against  reflex.  In  so  doing,  he  has  clarified  our

 thoughts  undoubtedly  by  confusing  us.  In  that  confusion,  how-

 ever,  there  is  the  possibility  of  genuine  perceptual  freedom,

 We  do  possess  more  wisdom  singly,  perhaps  the  tribal  shar-

 ing  of  comedy  notwithstanding,  cautions  Donald  Porter  in
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 his  AS  IF  A  'FOOTNOTE'1  TO  THE  FINAL  GLORY.,..  As  he  'docu-

 ments'  the  history  of  the  footnote  in  its  development  to  meet

 a  social  need  of  differentiating  what  is  essential  from  what

 is  peripheral,  the  text  of  his  book  is  less  and  less  that  of

 a  recognizable  standard  English--abbreviations  proliferate,
 footnotes  require  footnotes,  the  text  itself  gradually  drops

 into  the  footnotes  themselves.  As  a  race  locked  into  history,

 the  social  process  robs  us  of  our  individual  ability  to  de-

 termine  value.  Just  as  the  avant-garde  understands  we  must

 transcend  the  determinacy  of  time  in  order  to  realize  our-

 selves,  so  Porter's  scholars  fret  over  being  understood

 exactly  as  they  are  across  time  and  they  seek  a  final,  un-

 ambiguous  static  nature  that  cannot  be  misinterpreted.  They

 die  while  they  are  yet  alive,  unable  to  risk  the  slightest

 disorder  though  it  surrounds  them,  contemporaneously  in  the

 form  of  Skid  Row  bums,  maniacal  futurists  manipulating  ab-

 stract  laws  and  a  very  real  potential  for  nuclear  holocaust,

 Unlike  the  avant-garde  which  understands  time  to  be  no  more

 than  any  other  element  of  an  event,  to  be  acknowledged  when

 useful,  ignored  where  irrelevant,  or  redefined  where  appro-

 priate,  Porter's  scholars  have  yielded  compłetely  to  time,

 made  İt  more  precise  and  omnipotent  in  each  smaller  unit

 they  detail,  until  every  aspect  of  time  is  implicit  in  each

 miniscule  notation,  no  thing  else,  nothing.

 We  have  literally.  looked  at  ourselves  from  a  'lower

 level,'  the  bottom  of  the  page,  and  know  what  is  incorrupt-

 ible.  Possibly  not  ourselves,  certainly  not  our  beliefs  or
 shared  assumptions.  Implicit  in  Porter's  work  is  the  warning

 that  we  ought  not  to  take  too  seriously  even  our  comedy  or

 our  art  unless  we  can  do  them  without  sapping  them  of  their

 vitality  through  a  compulsion  to  ossify  them  as  an  assertion

 of  some  absolute  aspect  of  ourselves,  a  final  footnote  to

 an  unrealized  glory.  Otherwise,  as  the  bombs  we've  built  go

 off,  there  is  nothing  else  to  do  but  buy  a  balloon  and  sip

 a  little  wine,  finding  at  the  bottom  of  the  final  page  one

 moment  in  which  we  are  at  last  free  to  play  in  a  final,  ul-

 timately  irrelevant  way.

 'The  attempted  completion  of  any  event  suspends  it.'  Mike

 Metz  knows  better,  too.  His  SELECTED  STRUCTURES  is  an
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 annotation  of  objects  that  require  participation  to  'complete,'
 to  make  into  a  structure  we  would  call  'art.'  He  offers  us  a

 number  of  'models'  for  behavior,  hiding,  intention.  The  nature

 of  models  is  such,  however,  that  they  conform  only  to  them-

 selves  and  not  to  the  world  beyond.  What  is  true  of  models  is

 only  true  of  models.  'Beneath  a  shapeless  form,'  comments

 Metz,  'is  a  definite  structure.'  So  we  are  compelled  to  behave

 in  a  way  that  we  drive  the  spike  into  our  own  flesh,  It  is  our

 fault,  he  tells  us,  we  point  to  ourselves.

 Might  not,  however,  the  reverse  be  true,  that  beneath  a

 definite  form  there  is  a  shapeless  structure?  Metz's  pieces

 remain  only  analogies  of  personal  processes,  not  the  processes

 themselves.  His  work  is  dominated  by  the  curve,  not  the

 straight  line  with  its  inevitable  link  of  two  points,  And,  as

 Malraux  notes,  when  archaic  sculpture  represented  human  lips

 cupped  into  a  smile  we  have  our  first  indication  that  man  has

 become  aware  of  his  soul.  The  question  is  to  which  self  we.  will

 point.

 'ART  CREATES  WORLD  MADE  ENTIRELY  FROM'

 'LIFE  COPIES  THE  POETRY  OF'

 'THE  TRUTH  OF  FICTION  IS  THE  POWER  OF  ARTIFICE  IS'

 Art  itself  is  part  of  the  selection  process,  Richard  Koste-

 lanetz  tells  us  in  his  MANIFESTOS,  and  our  options  are  exactly

 those  of  the  possibilities  of  our  language,  'Poetry,'  he  quotes
 the  formalist  critic  and  linguist  Roman  Jakobsen  in  the  After-

 word  to  VISUAL  LANGUAGE,  'means  the  giving  of  form  to  the  world,

 which  is  valuable  in  itself.'  We  are  not  to  Kostelanetz  so  much

 our  langauge  as  our  language  is  us,

 Meaning  and  shape  are  complimentary  in  his  work,  he  tells  us,

 and  a  piece  like  COME  HERE  elaborates  what  he  means.  The  sexual

 pun  becomes  obvious  as  the  text  sperm-like  works  its  way  across

 to  the  center  of  the  page  where  a  visual  explosion  occurs,  The

 nature  of  the  event,  however,  remains  ambiguous,  Åre  we  to  see

 the  final  imploded  pattern  as  some  sort  of  hopeful  fertiliza-

 tion  fulfilling  the  promise  of  a  fruitful  union,  or  are  we  to

 understand  the  pun  of  the  shift  in  verb  tense  from  'come'  to

 'came'  as  an  implicit  statement  of  failure,  that  the  joy  of

 reaching  our  destination  may  not  be  sustained?

 The  world  of  language  can  be  as  painful  as  any  other,  par-
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 ticularly  when,  as  Kostelanetz  notes,  his  visual  poetry  refers

 to  other  realms  of  experience  and  more  general  processes.  He

 calls  his  pieces  in  VISUAL  LANGUAGE  'a  minimalist  beginning'

 and  so  they  may  appear  at  first  reading.  There  is  something  in

 their  simplicity,  however,  of  Paul  Klee's  'little  scrawls'
 which  so  aptly  document  the  absurd  suffering  of  contemporary

 man.  In  their  childlike  nature,  Klee  represented  by  his

 strokes  much  of  the  inability  of  a  child  to  accept  the  world

 his  parents  had  fashioned  and  the  wisdom  of  that  rejection.  We

 find  in  VISUAL  LANGUAGE  the  promise  of  an  American  presidency

 reduced  to  a  processual  ideogram  in  which  'Nixon'  gradually

 yields  'Noxin.'  Perhaps  it  is  most  indicative  that  the  word

 'asphyxiation'  appears  literally  choked  as  its  letters  pile
 and  collapse  on  themselves.

 Kostelanetz's  visual  extension  of  language  tells  us  more  of

 ourselves  through  time  than  even  we  even  simultaneously  know.

 Arranged  in  book  form,  the  text  of  ONE  NIGHT  STOOD  displays  an

 interpersonal  relationship  coterminous  in  its  beginning  and  in

 its  cessation.  Read  forward,  two  individuals  who  bring  so  lit-

 tle  of  themselves  to  each  other  that  they  sometimes  speak  in

 almost  monosyllabic  grunts  meet  and  fashion  a  sexual  encounter.

 Read  backwards,  however,  we  experience  the  deterioration  of  the

 event,  the  inevitability  of  it  all,  as  we  watch  them  come  a-

 part,  the  woman  possibly  passed  on  to  another  friend  of  the

 artist.

 Sometimes  we  are  almost  trapped  in  language  as  language.

 The  pun  of  'ST00D'  Kostelanetz  elaborates  in  a  Tong  poem  he

 calls  RAIN  RAINS  RAIN.  To  read  the  poem,  however,  the  pattern

 we  most  often  find  is  'rain  rains  rain.'  An  object  only  yields

 an  object  identical  to  itself.  Yet,  the  poem  consists  of

 visually  and  typographically  varied  instances  of  the  two  words

 'rain'  and  'rains.'  There  is  less  confusion  here  than  meets  the

 eye  when  we  understand,  as  does  Kostelanetz,  that  language  is

 the  first  and  ultimate  multimedia.  Only  as  language  does  it

 yield  itself,  but  words  occur  instantaneously  across  all  the

 senses  of  our  nervous  system  and  our  nervous  system  occurs

 instantaneously  across  all  our  body  and  all  the  world  to

 which  it  has  been  extended.  Something  of  the  question  of

 COME  HERE  has  been  answered,  for  the  implosion  of  langauge
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 is  also  a  corresponding  explosion.

 Just  as  poetry  is  the  possibility  of  langauge,  so  language
 is  the  possibility  of  all  things.  Kostelanetz  shows  us  this
 in  his  NUMBERS  where,  to  understand  these  poems  and  stories,

 we  must  understand  'numeracy'  or  the  way  numbers  are  within

 their  own  language  which  is  also  our  langauge  when  we  grow

 beyond  the  stuttering  resistance  of  our  tongues.  Of  numbers,

 Jung  wrote  that  they  are  'a  mysterious  something  midway

 between  myth  and  reality,  partly  discovered  and  partly  in-

 vented....'  As  such,  they  are  much  like  ourselves.  Further,
 as  we  perceive  their  properties,  we  'name'  these  properties,
 turning  their  existence  in  space  and  time  into  a  linguistic
 nascence  which  is  identical  to  the  scope  and  substance  of

 what  we  possess  of  the  totality  of  etymology.  In  these

 pieces  that  scope  has  expanded,  clearly  noting  that  the  ele-
 ments  of  a  generative  process  of  language  goes  beyond  a

 simple  psychological  confrontation  with  phenomena  that  is

 resolved  finally  in  our  mouths.

 Every  number  has  as  an  element  a  word  to  signify  it.  7  is

 also  'seven,'  5  also  'five.'  Just  as  we  are  all  at  our  deep-
 est  beings  something  not  quite  flesh,  so  poetry  and  fiction

 are  not  quite  language.  Art  is  no  less  characterized  than  are
 the  world's  economies  by  the  concept  of  synergy,  the  idea

 that  a  whole  may  be  greater  than  the  sum  of  its  parts.  In

 MODULATIONS  and  EXTRAPOLATE  Kostelanetz  expands  on  the  impli-

 cation  of  NUMBERS  and  realizes  his  fiction/poetry  at  those
 points  in  our  perceptions  where  distinctions  first  occur.  We
 are  offered  nuances  without  content,  images  without  reflec-

 tions,  conjunctions  which  continue  to  infinity  and  occur  only

 there,  not  at  the  point  on  the  page  where  we  encounter  them.

 We  have  come  full  circle  in  something  of  a  Kierkegaardian

 sense,  treating  any  given  instance  of  art  not  discretely  but

 İn  toto.  At  any  given  point  in  these  matrices  of  geometric

 patterns  all  their  possibilities  are  present,  just  as  every-
 thing  appears  to  be  absent.  The  decay  from  quadrants  to  pa-

 rabolas  to  squares  in  EXTRAPOLATE  at  the  other  end  is  the

 beginnings  of  its  growth.

 Though  innovative  and  generative  in  this  form,  what  is

 involved  in  works  like  MODULATIONS  and  EXTRAPOLATE  is  im-

 plicit  in  all  poetry.  A  line  from  Wallace  Stevens  such  as

 'we  live  in  an  old  chaos  of  the  sun,'  requires  the  same

This content downloaded from 
������������108.12.209.211 on Mon, 15 Dec 2025 06:52:20 UTC������������� 

All use subject to https://about.jstor.org/terms



 inventory  of  perceptions,  vocabulary  and  emotions  as  Koste-

 lanetz's  shapes.  Traditional  poetry,  however,  does  not  ask  us

 to  experience  it  on  the  same  primal  level  as  do  these  works,

 always  permitting  itself  to  be  resolved  according  to  what  is

 already  known  of  the  'lived'  world  of  things  and  pre-existing

 organizations.  Our  first  perception  of  the  'sun'  is  wholly
 different  from  the  second;  in  that  instance  we  have  the  first

 experience  to  which  we  can  compare  it.  After  an  initial  per-

 ception,  little  more  than  comparative  modification  is  in-

 volved  in  any  cognitive  process.  Here  we  are  dealing  with  the

 genuinely  new.

 We  have  come,  then,  to  the  end  of  our  avant-garde  comedy,

 to  a  situation  where  it  is  almost  impossible  to  say  anything

 about  that  of  which  we  are  speaking.  How  do  we  understand

 something  never  before  experienced?  In  itself,  we  probably

 do  not.  What  we  do  do  is  immediately  begin  a  comparative

 process  to  fit  this  alien  object  into  categories  and  meanings
 we  already  possess,  ironically  robbing  it  of  its  own  attri-
 butes  and  imbuing  it  with  those  of  other  previous  encounters.

 Everything,  as  we  have  seen,  has  changed,  neither  the  new  or

 the  old  is  quite  the  same,  but  we  are  not  sure  exactly  why  or

 how.  We  have  entered  into  a  caucus  dance  where  we  go  round

 and  round  in  a  circle  and,  though  going  nowhere,  get  some-

 where.  Our  faith  is  in  absurdity  and  our  faith  is  absurd.  And

 yet.

 And  yet,  this  end  was  in  the  beginning.  ASSEMBLING  PRESS

 began  in  1970  with  the  first  issue  of  ASSEMBLING,  a  collec-

 tion  of  objects  collected  without  reference  to  an  editorial

 philosophy,  a  non-negotiable  esthetic,  a  tradition,  a  school
 of  criticism,  or  even  a  gestalt  of  the  magazine  itself.  In
 one  very  real  sense,  the  magazine  may  be  said  not  even  to

 exist.  What  does  exist  is  the  compilation  over  the  years  of

 hundreds  of  objects  freed  from  any  arena  other  than  them-

 selves.  What  we  may  know  of  any  given  issue  tells  us  nothing

 of  the  art  facts  that  delineate  it.  If  we  understand  that

 these  objects  are  'uncensored'  we  do  not  know  that  any  of

 them  are  concerned  with  censorship.  If  we  understand  that  we

 have  these  texts  and  drawings,  paintings,  and  scores  before

 us  İn  spite  of  their  commercial  potential  or  its  lack,  we
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 do  not  know  that  commerciality  is  an  aspect  of  any  of  them.

 These  ways  of  viewing  art,  as  something  to  be  suppressed  or

 sold,  are  rarely,  if  ever,  aspects  of  art  itself.  They  are,
 however,  a  straight  jacketing  blindfold  forced  on  us  by  the

 structure  of  art  as  it  exists  in  our  contemporary  culture.  The

 triumph,  here,  of  the  magazine  is  that  it  succeeds  absolutely

 in  giving  primacy  to  the  objects  of  art  itself.  No  longer  need

 we  dissipate  our  energies  in  struggling  to  accomodate  both  an

 art  object  and  its  environment.  Here  they  are  synonymous.

 This  is  an  occurence  of  the  greatest  importance.  All  the

 elements  we  hold  so  dear  in  the  avant-garde,  freedom,  growth,

 no  longer  need  be  just  an  attitude  toward  an  external  society

 and  set  of  circumstances.  A  structure  itself  has  been  fash-

 ioned  from  these  attitudes  in  which  the  external  and  internal

 world  unite.

 Hundreds  of  objects  into  the  thousands  stand  before  us  as

 naked  as  we  stand  before  them.  Our  laughter  at  that  naked-

 ness  is  no  longer  the  joke  of  shame  but  the  first  notes  of  a

 celebration.

 Loris  Essary

 (With  thanks  and  appreciation  to  Wylie  Sypher  whose  essay

 'The  Meaning  of  Comedy'  was  so  useful  in  the  creation  of  my

 own.)
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 NEA  3  (Rev.)  OMB-128-RO001
 Project  Grant  Application

 National  Endowment  for  the  Arts

 Applications  must  be  submitted  in  triplicate  and  mailed  to  the

 Grants  Office  (Mail  stop  500),  National  Endowment  for  the  Arts,

 Washington,  D.C.  20506

 I.  Applicant  organization  Il.  Literature  Program/Category  under  which  support  is  requested:

 (name  and  address  with  .  A  Development  Grants Assembling  Press  (ParticipatLon—— 4  IlI.  Period  of  rt,  ted
 P.0.  Box  1967  Projects  Fán)  1  ng  SUY  Í,  1978  gung  June  30,  1981
 Brooklyn,  NM  11202  month  day  year  month  day  year

 IV.  Summary  of  project  description  (complete  in  space  provided.  Do  NOT  continue  on  additional  pages.)

 Since  the  recent  ASSEMBLING  is  40%  larger  than  its  largest  predecessor,  it

 is  apparent  that  we  are  serving  a  large  number  of  American  writers  who
 would  not  otherwise  be  so  freely  published.  In  line  with  the  intentions  of

 "development  grants,"  we  are  applying  to  do  three  GRAND  ASSEMBLINGS,  which

 will  differ  from  their  predecessors  in  that  we  will  print  and  bind  1500

 copies  of  all  material  submitted  by  invitees,  For  FIRST  GRAND  ASSEMBLING,
 we  will  invite  at  least  two  hundred  previous  contributors  to  ASSEMBLING  to

 submit  no  more  than  four  pages,  camera-ready  for  offset  printing,  of  what

 ever  they  wanted  to  include.  For  SECOND  GRAND  ASSEMBLING,  we  would  invite

 for  THIRD  GRAND  ASSEMBLING,  we  would  invite  500  experimentalists  into  an

 1800-page  book,  The  results  would  not  only  be  a  grand  inventory  of  contem-

 porary  literary  possibilities,  but  also  be  truly  incomparable  annuals,  the
 best  in  America  since  New  Directions  of  the  forties  or  American  Caravan

 (1927-36)  .  Copies  will  go  gratis  to  the  contributors,  who  constitute  the

 initial  sophisticated  audience,  and  the  inder  will  be  sold  only  to  liy
 braries  and  collectors.  We  think  that  GRAND  ASSEMBLINGS  constitute  the

 most  propitious  way  to  extend  our  editorial  concept,  which  has  been  identi

 fied  in  Margins  as  the  "only  one  gut  innovation  in  magazine  editing  tech-
 nique"  since  Pound's  Exile.  As  examples  of  the  six  ASSEMBLINGS  and  supple-

 ments  we  have  published  in  the  past  two  years,  we  enclosed  one  ASSEMBLING

 V.  Estimated  number  of  persons  expected  to  benefit  from  thiş  project  ANd  One  award-winning  supplement.
 125  000

 r

 VI.  Summary  of  estimated  costs  (recapitulation  of  budget  items  in  Section  IX)
 Total  costs  of  project

 A.  Direct  costs  (rounded  to  nearest  ten  dollars)
 Salaries  and  wages  $  10,000
 Fringe  benefits

 Supplies  and  materials  5,800 Travel  0n Special  00 Other  44,000
 Total  direct  costs  sA  R00

 $

 Total  project  costs  s32  800

 B.  Indirect  costs

 V.  Total  amount  requested  from  the  National  Endowment  for  the  Arts  $  59,800

 VIII.  Organization  total  fiscal  activity  Actual  mosi  cal  period  Esti  fiscal  period rg  ygn  peri  s|  matsp  8At  pe A.  Expenses  1.  $  2-000  2$
 B.  Revenues,  grants  &  contributions  1$  :  2.  $—10,000

 Do  not  write  in  this  space

 Evaluation  of  prior  year(s)’  projects  [12131]  PJS  $  mmm  "CPS  S  `  Audit  report  DA
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 1952

 1957

 1968

 1969

 1970

 1971

 1972

 CHRONOLOGY

 Henry  James  Korn  and  Richard  Kostelanetz  first  meet  over  lemonade

 and  oatmeal  cookies  on  a  suburban  lawn.

 Korn  joins  Troop  Seven,  of  which  Kostelanetz  is  the  Junior  Assistant

 Scoutmaster.  Korn  is  a  tenderfoot;  Kostelanetz  an  eagle  scout.  To-

 gether,  they  propose  a  merit  badge  in  alternative  publishing;  the  pro-

 posal  is  rejected  as  “ahead  of  its  time.”

 Kostelanetz,  now  in  Manhattan,  is  asked  by  Korn,  now  in  Brooklyn,

 for  advice  on  publishing  his  short  stories;  Kostelanetz  recommends

 Richard  Goldstein,  who  publishes  “The  Pontoon  Manifesto”  in  US  3

 (1970).  After  an  initial  reunion  on  the  Brooklyn  Bridge,  Korn  and

 Kostelanetz  begin  eating  in  Chinatown  as  often  as  possible.

 Dick  Higgins  gives  Kostelanetz  his  extra  copy  of  Omnibus,  a  German

 compilation  which  he  later  shows  to  Korn;  though  neither  can  read

 any  language  other  than  English,  they  agree  to  generate  something

 similar  in  America.  Kostelanetz  introduces  Korn  to  Kenneth  Gangemi.

 The  initial  Assembling  appears  with  42  contributions  from  ten  states

 and  three  countries;  Visual  Language  is  published.  Assembling  obtains

 Box  1967  (1967!)  at  the  main  Brooklyn  P.O.

 Mike  Metz  joins  the  compilers  and  takes  particular  charge  of  produc-

 ing  the  final  book.  Kostelanetz’s  specialties  are  writing  the  prefaces

 and  corresponding  with  the  contributors;  Korn  is  in  charge  of  general

 administration  (e.g.,  the  P.O.  Box  and  the  bank  account).  Driving

 Sam  Korn’s  ancient,  carton-heavy  Cadillac,  Korn  and  Kostelanetz  be-

 gin  making  yearly  Labor  Day  pilgrimages  to  Providence,  where  the

 collation  is  organized  in  Metz’s  living  room.

 Assembling  is  mentioned  in  both  the  New  York  Times  and  Saturday

 Review  in  the  same  week.  Korn  and  Kostelanetz  sit  back  and  wait

 for  Pulitzer  Prizes,  until  Metz  tells  them:  “You  should  hang  by  your

 big  toes  so  long!”  Bill  Henderson  invites  Kostelanetz  to  contribute

 an  essay  on  Assembling.  to  The  Publish-It-Yourself  Handbook,  there-

 by  insuring  its  place  in  the  history  of  American  literature  and  Ameri-

 can  publishing,  maybe.  R.  Meltzer  expands  the  concept  of  Assembling

 by  offering  dirty  laundry  and  moldy  sneakers  as  his  contribution  to

 Third.
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 1973

 1974

 1975

 1976

 1977

 1978

 Assembling  receives  its  first  grant—from  the  Coordinating  Council  of

 Literary  Magazines,  which  attaches  deleterious  strings  that  are,  after

 much  protest  and  needless  hassle,  wisely  cut.  Metz  moves  to  Staten

 Island  and  lives  to  regret  it,  saying,  “Suicide  on  Staten  Island  is  re-

 dundant.”  Korn,  Kostelanetz  and  Metz  begin  eating  in  Little  Italy  as

 often  as  possible.  Higgins  forwards  Donald  Porter’s  “As  If  a  Footnote”

 to  Kostelanetz.

 Several  path-breaking  books  appear  under  the  imprint  of  Assembling

 Press,  which  affiliates  with  the  Participation  Projects  Foundation.

 Karl  Young's  symposium  appears  in  Margins  just  after  CCLM  defunds

 Assembling,  honor  tarnishing  dishonor.  Assembling  Press  receives

 from  the  National  Endowment  for  the  Arts  its  first  grant  of  one  thou-

 sand  dollars  to  do  one-person  books  only.

 NEA  funds  Assembling  Press  again,  doubling  the  ante,  to  do  books

 like  Korn’s  Muhammad  Ali  Retrospective,  Kostelanetz’s  Twenties  in

 the  Sixties  and  Gangemi'’s  classic  Corroboree.  Sixth  Assembling  ap-

 pears  a  year  late,  for  reasons  “beyond  the  control”  of  the  official

 compilers.  Korn  goes  gray,  Kostelanetz  grows  bald,  Metz  gets  flat

 feet;  all  gain  weight.  They  begin  to  favor  health-food  joints.

 CCLM  funds  Seventh  Assembling,  which  has  131  contributors  from

 five  countries  and  26  states.  The  New  York  State  Council  on  the

 Arts  cheats  Assembling  Press,  which  obtains  a  lawyer,  files  a  claim

 and,  after  unnecessary  hassle,  expects  to  be/is  fully  funded  to  pro-

 duce  several  more  books.  Sam  Korn  sells  his  Connecticut  house,

 forcing  the  Press  to  move  two  tons  of  paper  to  New  York.

 CCLM  defunds  Eighth  Assembling,  which  nonetheless  appears,

 thanks  to  the  efforts  of  Douglas  Turnbaugh  and  the  generosity  of  the

 Ludwig  Vogelstein  Foundation,  which  also  supports  the  book  that

 you  are  now  reading.  Thanks  to  Andrew  Stasik,  Pratt  Graphics  Cen-

 ter  sponsors  an  exhibition  of  Assembling,  the  first  institutional  show

 anyone  can  remember  ever  given  to  an  American  art-literary  periodi-

 cal  and  small  press.  Nonetheless,  the  rigged  jury  at  the  NEA  rejects

 the  application  to  do  a  Grand  Assembling  and  several  unusual  books

 as  “ahead  of  their  time.”  Korn,  still  in  Brooklyn,  and  Kostelanetz,

 still  in  Manhattan,  nonetheless  expect  a  Pulitzer  Prize  for  innovative

 publishing,  eventually;  Metz,  still  in  Staten,  remains  dubious.
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