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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).

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 Ko, 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, Asadvertising 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.
Magazines 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 8'4” 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% 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. am
among these and [ really appreciate the control it gives me
and also, and not less, the pleasure and satisfaction of doing
my 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
10w 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
Telate properly to the page may not satisfy the author and
may turn off the readér. If nothing else, the contributor is
encouraged to learn a bit about the work's relation to the
Page for himself. Beyond this, some contributions aren’t
even 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-
e

possible to use, if not undesirable.

The objectibn 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, I 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. Idon’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

works. I suspect other contributors have responded similarly.

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 chooges—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
or—in 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 5, some
have hundreds. But this readership is an intense one. Con-

el
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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 [ 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 noweditors. 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
theirwork. In Assembling the basic authority structure of a
magazine is destroyed. Their levels of participation run from
antagonistic to clownish to the heights of 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-
Wwhere 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
giggles 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.
Most 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-
&ine does not have any sequence to it and the reader is thus
lnyited to begin at any point and explore. Celebrity hunting
Will be jmpossible for him because few heavies are represent-
¢d in the first place and those who are can only be found by
trying to follow the alphabetical arrangement of the maga-
f.me‘a process that will only lead him through the contribu-

iong,
_ Can all this make a magazine that is more than the sum of
188 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.

1L

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 wouldn’t 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. I'll 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
yoursand ours) cannot survive without grants. The costs of
collating, inviting, mailing, covering, printing, etc. runs
81500 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 @ grant—in
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
McKaughn 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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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 “0” 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
ana 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 tangentia! to
and corrective of socially/psychologically experienced “‘re-
ality.” Art can work through a spectrum of modes covering
‘!1 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
Ffﬂnscend its own emotive contents to become conscious of
ltself both emotionally and intellectually through the prod-
ding of fragments of memory/experience. In these traces,

antra sees the gestalten of our universes as spatio-temporal
Thythms. Without begging the question of whether the Tan-
tra admits of any ontology, it would all seem to come down
to a matter of choosing within a failed and constricted cul-
ture or, in effect, allowing ourselves to be chosen. In the
latter case, visual mantras such as Tamman’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
and film the greatest illusion. What, after all, is abstract ex-
Pressionism expressing? Symbolic logic symbolizing? If 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
DAVIDET 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, 1 did not, so the following comments refer
only to issues Twq 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 Fouris ona
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 | 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. 1hope she has found a
new job and contributes to Assembling Six. Otherwise [ 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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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:

[ 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:] have said everything, have nothing more to say.

In this light it is well to examine my three contributions.

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, meTely depicts the mess we /
are and 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)

Il

LINES  DAYS  DOLIARS LINES  DAYS

(1) Bern Porter (3)
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John M. Bennett
IN FIFTH ASSEMBLING:

LORIS ESSARY
THOMAS MACAULAY
LARRY ZIRLIN

BY JOHN M. BENNETT IN APRIL 1975

TOUGH CLIPS

TOUGH CLIPS

TOUGH CLIPS

TOUGH CLIPS
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At the close of A DIFFICULT ACT T0 FOLLOW, after bringing Dickens'
Nagwitoh from fiotional eximtence in an English ocemetery in
1831 to real 1ife on the stage of Caesar's Palace in las
Tegas 1974, the magician goes on in his second show
o the only trick that can triumphantly

/
follow an act of literary magio » % @‘
in whick literature becomes " ' A
[
reals it is the revelation of the world )
s
itself, T uncreated by man,
alvays there, and more
@ anaging by far than any
literature or magic,

‘\
\' The magician draws open

A the curtains of his
3 puppet theater

to reveal the universe,

I have a good
idea what it

‘ looks 1ike
' % in thers,
AN
' It looke like the world, of ocourse,
” but it also lecks like this draving
I/ & ’ by Henry Korn,
/

h«
/ - (ary Moore
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Blair H. Allen Copyright 1975 by Blair H, Allen
9651 Estacia Court
Cucamonga, Calif. 91730 Page 1

1\@ $ % AS;
o Roolr% & Ty, 5 1718 ASSEupy
WMpIMp ¥PEP 66D WNP 06P BPEPEPS] WMEMD 66DESD BPEd

#* #* #* #* * * #*

' 02222272  The winged free compilers/editors of wild

wild wild ASSEMBLING never promised the 1literary world

a rose garden - none of the manicured classique hors d'oeuvres
the established critics 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 1t to get high onsessssseand 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
1039386060 = UMMM, oo e o2ight horesesces

ik
)

e

(betcha the F.B.I, will file this one)

© Abhhhhhhh but my finger landed onf my very own contribution
EAR PRINT at the beginning of the FIFTH ASSEMBLING and I
mst say that 1t strikes me as & seeeesAAAHEM) Seriously
nows The visual impact leaves me one-sideds.....SAAAAAAY
veeseethis compilation is tipping 1ike a table in a seance
imitating a cork in a sea in the middle of & typhoon.esses
Alright, so my prejudiced finger landed on the first.
inclination, That's what reders...I mean,,.readers..
when they puff on iointu made from ASSEMBLING pageSeesese
ALLRIGHT (got it right this time)let my random choosing
finger land ....ss0f course, of course, obvious genious/
ulrite ahhhh on obvious genius of our excellent editors and

compilers of ASSEMBLING who help grow the below

(s0 we can get hih er high)

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




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




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




PﬁgTﬁ
T/‘//KD FOR
HSSEMBZ/NA

|JHeRE CoNTRIBUTOR'S COP/ES MYy

Be Piened VP, Cocehsves AWO
EpiToRs WeT, Bhcx ISSves PU-
(HASED, ConSPIRACIES HATewen el

SpToROBY LUEN/NG Dsc 9%
4:30 puw, HEWRY V-Toaw Ao,

[0 CoLumBi HelenTs, Leoereyy 1130
2 L-695- 088 2 WNore, Conrrisurirls

(0Pis NOT PIceo VP THEN L BE1ALE

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 Three blocks to Columbia Heights; L60 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 Cars 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; 8o 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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RICHARD KOSTELANETZ
D VORK
MKE METZ
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ASSEMBLING ASSEMBLING

[{ala 1%

AERERHARY

survived the conventional Nixonization
of establishment-controlled literaturee.

without ASSEMBLING, experimental avant-
garde art-literature wouldn't have

Allen

ASSEMBLING has been the consistent
vangard of all that i1s new in form
through a mix of art and literature,
the incredible collage of bound pages
where a fantasia of fearlessness 1s
a virtue, where a bilig book magazine
is more an art gallery of discoverye.
- Blair H.
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ASSEMBLING has been a place to
publish : IF I WERE A POET,

THE PEOPLE RUMBLE LOUDER,
and VALID FOR LIFE, It has
encouraged me when no one else was
engaged in that process. The text
below is to be read for its sound
gontent in dramatic fashion,

Ass Emblin
I1 Bmes Sag

S Sem Bling
As Sem Bl
Bmes Sag
Nilb Me, ..
Emb Ling
As Sem

Es Sag
R
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Love and thanks to Richard, Henry,
and Mike. ... 000.from Beth Anderson
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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, Cam
bridge, Mass.)

- betty bressi-

An invitation to contribute to
FIFTH ASSEMBLING brought me out
of a self-imposed retirement
from the ranks of those publish-
ing 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
linitations of my imagination
and pocketbook, The bonus was
finding myself in the company of
dozens, even hundreds of llke-
minded loons, An odd lot, for
sure; it feels like home, This,
I think, 1s what used to be
called anarcho-syndicalism half
a oentury ago, on oW 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

sy Sy (80

Allan Coleman
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I have already written at length
my 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?
Alvert Drake
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assem-blage (e-sem’blij), n. [Fr. < assembler; see
ASSEMBLE], 1. an assembling or being assembled. 2.a
group or gatherinﬁ 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 Sa-sem’b’l), v, & v.d. [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.). —S¥N. see gather.

agsem-bly (s-sem’bli), n. [pl. ASSEMBLIES (-bliz)], [ME.
assemble; OFr, assemblee < assembler; see ASSEMBLE],
1. an a.ssembling 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 lefis]ature. 4. a fitting together of
parts to make a whole, as in making automobiles, etc,
5. 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 (a-sem'bli-manz, n. [pl. ASSEMBLYMEN
(-men’, -man)], 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 glant, a factory in which parts, as of aircraft,
are assembled.

~Dreva78

Jesse Glass dv.
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an educational, exprescive,
therapeutic, co-operative,
non-political grab bag, an
altemative space, literary
counterpart, word & image
renderings that pleage the
eye, re-shape cognition by
shifting context of focus
from linear involvement in
one lane -- to pictorial,
over-all splashing, dive
in enywhere, backstroke

forward, Robert C, Morgan

43S EMBLINGOaBIIS
HAVING SUCCESCFULLY Z8CaPav
GraVITY  the establishment
Tts LURNanCUNL T 1 W &
time to use this network &
cross the threshold of SPACE
communicetion
Fi1l the VOID probe the
OUTYSRLIMITS modify
the FORNS hitch
your STAR to the cergo of

NEW LnsGES
Cﬂ%“09%4£7ka
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Bob Rizzo

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.

NG .oves
PERHAPS ONE OF THE-BEST WAYS
FOR ARTISTS TO DISSIMINATE
THEIR WORK TO A WIDE AND
VARIED AUDIENCE,

ROCHELLE RATNER
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Ken Saville

S I

FOURTH ASSEMBLING was the first
American Mag to include any of my
work and I was dead pleased at the

7/7/78 time - ahout a year before the

Dear Richard, ADOLF HITLER FAN CLUB began. That
I just got back from vacation. I was when I learned the "process of

g : $ S anine!

bought 1 of those unlimited bus passes. pubhcatxor‘x 'f“rom the beginning ;
I visited friends and family in Deer- later realising that whoever said
field Beach, Houston, Colo. Springs, "if you want to start a revolution

Olympia, and Madison. you need your own pFinting press"
I just got your invitation to was right because? since FOURTH
take part in Assembling Assembling. ASSEMBLING the miracle was that any
If I finish this statement in the next of my literature was prlntec} gt alls
20 minutes or so it can get into todays Surviving all the batFles with
mail, and I hope into the Pratt show. printers in the meantine, currently
To me Assembling means the shar- as pleased to
ing of momentum which helps me to be participate in
creative in unsanctioned directions. BIGHTH ASSEMBLING
I also got a note that The End of as in FOURTH, also
Intelligent Writing is OP. I'd still pleased that
like to do the project you suggested. ASSEMBLING is
Regards to Henry James. still in
existence,
Brian Sherman HEIL HITLER
letho i i
0g rpe University PAULINE SMITH i

Atlanta, Georgia
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for ASSEMBLING ASSEMBLING;
for/giving CHANCE en equal CHANCE

4
Fred Szymanski

%

lan Tarnman
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Anthony J, Gnazzo - C, C, and C

July 1978

Copyright © 1978, Anthony J. Gnazzo
All Rights Reserved.
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Richard Kostelanetz Madeline Metz

Mike Metz Scott Hyde

Henry James Komn Mike Metz

Richard Kostelanetz
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