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Foreword and Acknowledgments

And what is Concrete poetry?

For those who make it, a modified version of the handy definition
“poetry is what poets make” would be sufficient: Concrete poetry, then,
s what the poets in this anthology make. But anthologies are not made
%or poets. They are made for the general reader. And the general
reader, unfamiliar with the practices of the poets in this anthology, will
mot be put off so lightly. For him there must be at least the materials
% help him formulate his own definition. To this end, there are com-
ments by the poets on their poems, and biographies and bibliographies
imtended to lead him to the fuller body of material to which the present
collection serves as an introduction. The editor’s own definition—were
%= to ottempt one—would place the emphasis on poeiry rather than on
Concrefe. Concrete as opposed to what? Abstract? Analogies with the
wisual arts de-emphasize the poetic element in favor of the visual,
which is but a single (though consequential) aspect of the new poetry.
¥et it has been labeled (and the general reader will probably come
% the book with some such preconception) a return to the poem as
picture: to the Calligrammes of Apollinaire, the mouse's tail in Alice,
#e permutational poems of the cabalists, the anagrams of the early
Christian monks, the carmina figurata of the Greek Bucolic poets, the
pattern poems of the Babylonians, picture-writing itself. Indeed, the
poem os picture is as old as the hills, or the men who once lived in
#em, scratching their histories and fantasies in preliterate strokes on
#e walls of caves.
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But the makers of the new poetry in the early fifties were net
antiquarians, nor were they specifically seeking the intermedium be-
tween poetry and painting, the apparent goal of so many of their
followers. The visual element in their poetry tended to be structural, o
consequence of the poem, a “picture” of the lines of force of the work
itself, and not merely textural. It was a poetry far beyond paraphrase,
a poetry that often asked to be completed or activated by the reader,
a poetry of direct presentation—the word, not words, words, words or
expressionistic squiggles—using the semantic, visual and phonetic ele-
ments of language as raw materials in a way seldom used by the poets
of the past, It was a kind of game, perhaps, but so is life. It was born
of the times, as @ way of knowing and saying something about the
world of now, with the techniques and insights of now.

The confused geography of its beginnings reflects the universality
of its roots. Eugen Gomringer, a Bolivian-born Swiss, was the acknowl-
edged father of Concrete poetry. He called his first poems in the new
style, written in 1951, “constellations.” The "constellations” were similar
to, but uninfluenced by, the semantico-visual poster poems of Carlo
Belloli, protégé of F. T. Marinetti, the founder of Futurism, published
in 1948. When Gomringer and the Noigandres poets of Sac Paulo,
Brazil, agreed upon the name “Concrete” to describe the new poetry
in 1956, they were mutually unaware that Oyvind Fohlstrém (who
spent the first three years of his life in S&o Paule!) had published the
first manifesto of Concrete poetry—manifest for konkret poesi—three
years earlier in Stockholm. While Diter Rot, German-born and Swiss-
bred, was publishing his “ideograms” in geographically remote Ice-
land, and Carlfriedrich Claus was experimenting with Klang-gebilden
and Phasen in politically remote East Germany, in Vienna, Concrete
poetry was developing out of the collaborative efforts of a composer,
Gerhard Rishm, an architect, Friedrich Achleitner, a jazz musician,
Oswald Wiener, and the poets H. C. Artmann and Konrad Bayer. In
1957, the year Hareldo de Campos of Brazil introduced Concrete
poetry to Kitasono Katue of Japan, a Romanian-born artist, Daniel
Spoerri, leader of the “Darmstadt Circle” of Concrete poets (which
included a German dramaturgist, Claus Bremer, and an American
expatriate, Emmett Williams), published the first international anthol-
ogy of Concrete poetry.
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A decade later, after the Concrete “renaissance” in England, Ger-
many and Sweden during the early sixties, and the growing interest in
the new poetry in such diverse social settings as Czechoslovakia, France,
Spain and the United States, the poet Jonathan Williams could write,
with apparent justification: “If there is such a thing as a worldwide
movement in the art of poetry, Concrete is it."

The “international movement,” however, is blessed with a disunity
that unshackles it from the aims and aesthetic principles of the- many
manifestos it has engendered; o mixed blessing, to be sure. Poets of
o feather flock together, perhaps (at least during the exhibitions of
“Concrete” and “visual” poetry that yoke them together with increasing
frequency throughout the world); fortunately, however, they do not all
sing the same song. Side by side are militant social reformers, religious
mystics, lyricists of love, psychedelic visionaries, engaged philosophers,
disinterested philologists and poetypographers. Such diversity, reflected
n the pages of this anthology, may seem to rob the label “Concrete”
of any concrete meaning whatsoever. On the other hand, it shows the
extent to which the dynamic concepts of the new poetry have been
occepted as o Poetics valid for our time.

The editor wishes to thank the poets in general for making the
anthology possible. He feels compelled, however, to express particular
gratitude to Haroldo de Campos, for bringing Portuguese—and Japa-
mese—poems to life through his translations and notes prepared espe-
cially for this anthology; to Dick Higgins, the publisher, whose idea
#e= book was in the first place; to Edwin Morgan, for the use of his
English versions of the Noigandres poets; to lan Hamilton Finlay, for
wonsatlantic friendship and encouragement; and to Eugen Gomringer,
The Noigandres poets, Hansijorg Mayer, Pierre Garnier and Henri
Chopin for permitting the editor to pick and choose from the works
ey had the courage, and the wisdom, to publish in their periodicals
‘and anthologies through the years.

Thanks are also due to the following poets and publishers for
permission to reprint previously published poems and statements. Page
sumbers refer to the pages in this anthology.—
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baum
bim

baum
bim

baum

bim

Friedrich Achleitner (195?)
“baum-bim is a confrontation of the words baum (iree) and bim, which is used in
German with bam: bim-bam is for children a synonym for @ bell or the ringing of
a bell, a sound-painting word. In this constellation the word is used in two ways:
1) baum = baum
2) baum — bam
so that we get a tension between the two meacnings.” (F.A.)



ruh
und
ruh
und
ruh
und
ruh
und ruh und ruh und ruh und
ruh
und
ruh
und
ruh
und

ruh

Friedrich Achleitner (1959)

“In ‘ruh und’ there is @ contrast between the meaning of ‘ruh’ (calm) and the
movement of the rhythm, which speeds up in the horizontal part of the constel-
lation.” (F.A.)




Friedrich Achleitner (1957)

rot = red

gnstatt = Instead of

e of the classics of pure concrete. The plot thickens when the poem is printed
# =ach rof in a different coler,




ge waida
ge waida
ge waida

ge ge waida
ge ge waida
ge ge waida

ge waida ge
ge waida ge
ge waida ge

ge ge waida ge
ge ge waida ge
ge ge waida ge

kim

Friedrich Achleitner (1959)
ge — gehe = walk, go

woida — weiter = further, farther
kim = kemme = come

(Viennese dialect)
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Alain Arias-Misson (1966)
“egospeak,” a bilingual sound poem,



Alain Arias-Misson (1966)

A “found” poem.

@fw lu %Pﬂufﬁ ot In ':Dz/grfétﬁ des *’fgrer*ﬁnm

PINUS SYLVESTRIS

PINUS MITI5
PINUS CEMBRA
MNUS PUMILIO
PINUS BRUTIA
PINLS FXCELSA
PINUS SABIANA

PINUS TADEA
PFiNLIS PONDERDSA

PINUS RESINDSA
PINUS HALEPENSIS

PINUS STROBIS

FINUS MONTEZUMAE
PINUS PINEA

PINLIS PALLISTRIS
PINUS OCCIDENTALIS

PINUS PINASTER
PINUS MACROCARPA

PINUS LARICIO
FINUS LAMBERTIANA

EEERS SRR PINUS AUSTRIACA

PINUS PYRENAICA
FINUS INSIGNIS
PINUS LONGIFOLIA

PINUS GERARDIANA

PINLUS CAMNARIENSIS




H. C. Artmann (1954)

“Fische. katwijk an see” catalogues fish found in the waters off o resort in
Hallond.



H. C. Artmann (1954)
in meinem garten = in my garden
verbluten — bleed to death

in meinem garten verbluten
die drosseln des wahnsinns
aus geometrischen fonténen
die drosseln des wahnsinns
in meinem garten verbluten
aus geometrischen fontanen
aus geometrischen fonténen
verbluten in meinem garten
die drosseln des wahnsinns
in meinem garten verbluten
die fonténen des wahnsinns
aus geometrischen drosseln
die geometrischen drosseln
in meinem garten verbluten
aus fontanen des wahnsinns
aus geometrischemwahnsinn
verbluten in meinem garten
deine drosseln zu fonténen

die drosseln — thrushes, snowball trees

des wohnsinns — of madness

aus geomefrischen fontdnen = from geometrical fountains

deine = thy
v = at

A graduel displacement of modifiers changes and expands the imagery.




Ronaldo Azeredo, “"tic tac'’ (1956)
até — il

esloca = stop

esfica — stretch




WWWVYWVVWVNEILOC
WVWWVVVWVWVEILOCI
VVVVEILOCIK

VEITOCIDADE

Ronaldo Azeredo (1957)

“The Futurists tried to paint motion. It was an iconic mofion, imitative of reality,
like, for example, Cesare Simonetti's ‘Treno in corsa,’ which has the shape of a
projectile. Azeredo’s poem has a different purpose: its dynamic structure moves—
and by itself. We may only think of o kind of abstract iconography. The reit-
eration of YVV—a verfiginous decrescendo—gives on the visual level the same
semantic information achieved by the final line of the poem.” (Haorolde de
Campos)



Ronalde Azeredo (1957)
como a vento — like the wind
tomovido — commoved

com o cuvide = with the ear
como o vivo = like the living
locomovide — lacomoted

ou vinda = or coming

como 4] vento
comovido

com o ouvido
cOomo o vivo
locomovido

ou vindo




ruaruaruasol
ruaruasolrua
ruasolruarua
solruaruarua

ruaruaruas

Ronalde Azeredo (1957)

“The sun's rays disclosing themselves along the street. In the last line, the blank
conveys the solar information, and the s, first letter of sol/sun, pluralizes ruas/
streets. The process becomes endless.” (Harolde de Campos)




COrpo a pouco
pouco a corpo
COrpo a pouco

pouco a corpo

Renalde Azeredeo (1960)
corpo = body

a=+to

pouco = little

corpo a corpe — body 1o body
pouco a pouco = little by litile
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Stephen Bann (1964)

" ‘Dominikus Zimmermann' was inspired by the beautiful 18th century pari
church of Steinhausen built by Zimmermann, and the inscription on the org:
loft which contained the name followed by the description architect, plasterer
The separation of Zimmermann's functions of creating a structure and decorati
its interior, which in this church were combined with such harmony, provid
Bann with a model of artistic unity. . . . Within the conventions of concrete
etry Bann has explored the grophic and phonetic potentials in the name.
diagonal lines of each letter evolve into a pattern olthough there is no dominan
formal structure. There are two messages divided by a central diagoral—im




ST. €e€ples

Stephen Bann, “Landscape of St. Ives, Huntingdonshire” (1966)
re this poem with lan Hamilten Finlay's “Horizon of Holland” and Aram
n's “lan Homilton Finlay.”

., domini and zimmermann. The first is a suggestion of the dedication of the
t to @ spiritual ideal of the eternal nature of his achievement; the second
rates the simple human function of his creation—zimmer mann (room maon).
. " (Josio Reichart, introduction to concrete peetry britain canada united
, Edition Hansjérg Mayer, Stuttgart 1966)



toppo sileosio
DEsSUne SPErs
impossibile
attendere

immaobili

ordini di postazione

cosl

cantiare

¢ un modo

di piangere
...avanti ardiu

le fiamme nere

son come il simbelo

carlo belloli futurista
fronte centrale, 1943

Carlo Belloli

A poster-poem from the collection parele per la guerra, first published by
zioni di Futuristi in Armi, Milan 1943. On September 8th of that year, Italy su
dered unconditionally; on October 8th, she declared war on Germany, her
Axis partner,




treni

I treni

umbria 1943

Carlo Belloli
published in testi-poemi murali in 1944, with a preface by F. T. Marinetti.
last of his many manifestos, written shortly before his death, Marinetii, the
of Futurism, described the new poetry of Belloli as “ . . . . creazione orig-
di zone-rumori construiti ofticamente sulla pagina-spazio tofale. . . . “.



Carlo Belloli (1943)

un sorriso = a smile




Carlo Belloli
-poem 25 in the collection parole per la guerra. In Janvary 1945, when the
= was written, the Allied beachhead forces came ashore at Anzio and began
struggle against the Germans that lasted until the following May.

anzio

anzio

lascia

I’italia

aperta

un pube di donna
spalancato

non per amore

carlo belloli futurista
23 gennaio 1944




uomini soli mistic
mistici uomini sol
soli misktici uomin

una donn

Carlo Belloli (1948)

The poems in tavele visuali are the earliest examples of the kind of semantico-
visval constructions that were to be called “concrete” in the middle fifties.



primo tempo

secondo lempo

Carlo Belloli (1948)




Carlo Belloli (1951)



Carlo Belloli (1951)



cerchio
cerchio
cerchio
cerchio
cerchio
cerchio
cerchio

cerchio
cerchio
cerchio
cer

cerchio
cerchio
cerchio

Carlo Belloli (195

cerchio
cerchio
cerchio

sfera
cerchio
cerchio

cerchi
cerchio
cerchio

chio
cerchio
cerchio
cerchio



Carle Bellali (1959)
An "audiovisual” text.



BOGUS BCGUE RCOUR RCOUE ACGUE RCQUE ECQUE BCGQUA SCGUE BOGUS BOGUA BOQuUE
SCGUE BCOUA SCOUA BCOUA SCOQUA ACQUS SCQUE BOQUA SCGQUE BCQUE BCQUa Bcgus
BCOUA SCQUA BCOUA BCOUS ACQUE ACQUE BCQUE ACQUA BCGUA ACGUA BCGUE BCGUR
scqUA BCQUE BCQUE BCOUE BCOUSA SCOUS BOGUE BCAUA BCGUA ACQUA ACGUS BEOUA
atgQula acqus BCqQUa BCQUE BCOQUR SCQUE BOQUA BCQUA SCQUE BCQUA BACGUA BCOuUA
BCQUA BCQUE RCOUA RCOUA ACOUA BCQUE ECOUR BCGUA SCQUAR BCQUA ROQUR Roqua
BCQUA BCOUS BCOQUA ACQUA ACQUA ACQUA ACQUA BCOUA BCQUR BCOUS BCqUA Bcqua
BCOUA BCOUE BCQUE BCOQUE BCOUE SCQUA SCOUA RCOUA BCQUA BCOUE BCQUE BCQUE
scgua AcqUa BCQUE BCQUAE BCOUA BCGQUA ACOUA BCQUA ACQUE BCOUS ACGQUA AcuR
Acgua ACQUE BCQUE BCQUEe AcQua acqQua BCQUE BCQUA ACqUA ACqua Acqua Bcqua
ACQUE DCQUE BCQUE BCQUE RCQUE BCQUE BCQUR ACQUR ACQUA ACQUS BOQUE Bcqua
BCGUA BCQUE RCOUE BCQUE BCOUS BCQUE BCq qua ECQUA aCQUA BCqua scqua
SCOQUE SCOUE BCOUA BCOUS BCQUE BCO qua aCquUa acqua ECqus Bcqua
BCOUA ACOUE BCOUA BCOQUE BCOUR ACGUA ACOUA RCOQUA ACQUS ACOUE BCOUN BCOUE
scqua SCQUR BCQUS BCQUE ACQUD ACQUA ACQUD ACQUA aCqua BCQUA ACQUA BCQUS
Bcqua 8CQUE BcqQua ACQUS GCOUE ACQUE BOQUA ACQUE ACQUA ACqUA ACquAa ACqQUA
SCQUE ACQUA BCOQUA ACQUE BCOURA ACCUA BCOUR ACQUA ACQUA ACOUA BCQUA BCGUA
BOGUS SCQUE BCQUB BCQUE BCQUA ECQUA DCOQUA ACJUE BCQUE BCQUA SCOQUS AOQUR
BCQUA ACQUA BCQUA RCQUR ECOUA BCOQUA ECQUA BCQUE BOQUA BCGUA acqQua acqua
SCOUE BCOQUE BCOUA BCOUS BCOUS BCOQUA ACHUE ACQUE BCGQUE BCGUA BCqUSE acque

BCOQUA BCOUA BCOUA BCQUE BCOUE ACGUA ACOUA BCOQUA BCOUA ACQUA BCQUA BCqus
scqua incolare colora trasparenie acqua percorso vooe @ vote SR Mare goccia
stera una mano acqua verticale ciglo una bocca acqua plano fiume une casa acqua
filo roecia un fiore scqua pioggia voilo un bimbo acqua nubl atmosfera déi acqua
pozzo eco un vililaggio acqua ghiaccio cristalio un esquimese acque sole loglie una
donna acqua barca silenzio un uomo acque cielo medusa (Una acqua orizzonta
ccchio pesce acqua nave BCOUE UOMING scque paima sole voci vool sole palma
BCOUA uomini ACOUA NABYE acqua pesce occhio orizronte acqua lune medusa clelo

percorso scqua trasparenie colore incolore acqua BCQUA AcCQUa BcOua acqua acqua
acgua socdud BOQUA acgud addud adOul acJua acgua adqua addgua acgua aogua
dcgua acqua acgua acQua acgQua acQus @cgua acqua acgua acqua acgua acqua
BCOUA SCQUA RCOUA BCOUA ACQUA ACQUa BCQUA ACqUa BCQUA acqua acqua acqua
aoQua acqua acgua ACQuE acQus AcQua Bogua Aacquls BCOUA aCqua Aacqua ecqua
BCGUE 2C0QUE BCOUA BCOUA 8cqua Aacqua aCguE Acque ACQUA ACqua acgua acqua
acqua ACQUA aChua acud ACOUA ACTUA acgua acqua acqua acqua acgua Rcgua
BCOuA ACGUA AGOUA BCOUAR ACOUA BGHUA ACOUA ACGUA ACGUAR ACGUA acqgua acqua
2COUA AcQua BRCQUA ACOQUS ACOUA ACOUA Acqua ACQUA ACQUA ACQUA ACOQUA ACqUA
BCQUE BCOUE BCOUE BCQUE BCOUA BCQUS acgua acqua acqua acqua acqua acqua
acQua acQue eCJua EcQua BcQuA BCcOUE BCOUA AcQuE BcqQua acqua acqua acqua
@féqua acqua ScJua aciud Bcoud GeGuUA acgua acdgua acduld acgua acgua acqua
acqua acgua acgua acgua BcOua acOua acqus Acqua acqua Acqua acqua gcqua
8CQua acoua Aa0gua ACQUS SCOUA BOQUE 3CQUE BCQUS ACQUE ACQUA ACqua acqua
2cqua AcqUa BcquE ACQUR BCOUE ACOUA ACqUA acQus acqua ACqUA acqua acqua
Atfua aCGua ACOUA ACTUA ALCUA ACOUa acqgua ACQUE ACQUR acqua acOqua Scgua
BCOUS BCOUA ACOUA ACQUA BGOLA BCOUR Achua ACOUA ACOUA ACOUA ACGUA Acqua
ACOUA AGOUA ACOUA SCTUR BCOUA BCOUA AGCOUA ACOUS ACOQUA ACQUE ACOUA AcquUAa
ACOUB ACOUS BCOUA ACQUA BCQUAR SCOUS BCOUA G0JUA ACQUE Acqua acqua acqua
ACOUA ACOUA SCOUA ACGUA BCOUA BCOUE BOTUE ACQUE BCQUA ATQUA BCJQuUA GBogua
fcqua 8cOua ACGUA SCOUa BCJuE BeQUA actua acqua acqua acqua acqua acqua

Carlo Belloli (1961)

Final poge of texte poéme poéme texte, one of the great achievements of
crete poetry.




o i

sale

sale sole

sul sole salo

solo solo

sale solo

sole solo

w885 salo

s salo

] sole

5 solo
sale
salo
wlo
solo
oo
solo
sola
solo

sols nal wole
solo
sale
I‘Ef‘t
sole e
sole

mi: scende

”h scande

i scende

wle scende

sale e

o scends

- scende

o scende

5

s

salo solo

Carle Belloli, sole solo (1967)
solo — alone

sole = sun

nel sole — in the sun

sul sole = over the sun

sale — ascends

scende — descends

sono — |l am



nicht vergessen

Zu vergessen

dass ich war

Max Bense (1963)

nicht vergessen = not to forget

zu vergessen = to forget

dass ich wor = that | was

The texts in Vielleicht zunéichst wirklich nur are determined “aleatorially or
topologically, darkly or cautiously, grammatically or visually, as they float in the
gray haze of meanings that hovers cver sach surface, then vanish forever
remain there, as the case may be."



Max Bense (1963)
The text as a “set of words” (homage to mathematics) rather than a set of things,
feelings, atmospheres, etc. “Since the words none the less bear meanings,” says
Sense, “it seems reasonable to say that in this kind of poetry words are not pre-
texts for objects so much as obijects are pretexts for words. . . . It is poetry on a
level of metalanguage, poetry in @ world of its own.”

509 jagd
wand sein
fisch strich tang
nichts
tag stroh
herbst
haus glanz jod
sand
bild jahr
meer
spur rost krebs
schritt laut
tritt last
mohn
flut wind
schiff fall netz
holz rot bar knie
ist strand duft
stein hals salz
kiel
blick gras fuss
halt mund ziel
schlag
rock weg
arm scham
ohr mond see
schlaf glas
strumpf traum
nacht
lid

haut



ich
denke

etwas

“Cariesian concrete.” (M.B.)




Sim
nao
um
um
nao
Sim

sSim
nao
sSim
Sim
nao
nao
um

um

um

Edgard Braga (1963)

nao
sim
nao
Sim
Sim
nao
Sim
nao
Sim
um

sim

sim = yes
ndo — no
um=a

nao
sim

nao
Sim
Sim
nao



um

pobre joga
um
jogo nobre
joga um jOgo
um pobre joga
joga joga joga
um pobre joga
jogo pobre
um
joga

Edgard Braga, o poor play” (1963)
um=—a

pobre — poor

joga = plays (verb)

iégo — play (noun)




Edgard Braga (1963)
poema = poem

pé = dust

e — and

mé = millsione
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Edgard Braga (1965)

limite do Glho = limit of the eye
limite do eu — limit of the |
limite do poema = limit of the poem




Edgard Braga (1966)

vocdbulo = vocable




esees
euil wu
i uuwiv
drf drr drr
sschf
ft
w
tr tt
|
ch
drf ch df
5 B8 §§
af
tch
T rt
ch dw
drsg
r fi
rufi
sseu
rufisseu
der ufi
sseu
gleh
eutti
BUSS fuudr
BUss
gwhtisch
der ufi
sseug
wilch
dru
fieu #UsSg
wauttedcht
d ddd
de dded de
v ruory ru
ruieu ruieu drsg
eu i evuw
der ufieu

der fuss des gewitters leuchiat

Claus Bremer (1955)
“The base of the thunderstorm lights up.” Compare Edwin Morgan's “Seven Head-
lines” on page 221.



rendering the legible illegible
rendering the illegible
rendétiegilthe

réhegibig

Claus Bremer (1963)
German original begins leshares in unlesbares iibersetzen. Translated by the




Claus Bremer (1964)

The German original begins ist der text der text der ausbleibt. Translated

editor,

is the text the text left out
is the tex he text left out
is the te e text left out

is the t text left out
is the text left out
is the ext lefl out
is th xt left out
is t t left out
is left out
is left out
i eft out
ft out
t t out
th oul
the out
the ut
the t I
the te
the tex t
the text xt
the text ext
the text | text
the text le text
the text lef e text
the text lefi he text

the text left the text
the text left o the text
the text left ou s the text
the text left out is the text



babrte
papotesults
épdnfient rcsoults
bépithim conlront results
gciprtelicr thon confront results
aptacdépste-ihicr tira confront resnlts
tiozpetes ratlier than confront results
ticinate in o woecas r ther thr'n cornlront reavlts
aortiein te in = oreocess rether thr'n coefudhb
y.rticin te in » —rocess r-theafthhk
o rticinste in - orocessonfthak
porticiprte in ncomédhhi
oarticincphakihk
porticipaéthas
A ortapdthick

Claus Bremer (1964)
“In the first line, the text is written word over word. In the lines that follow, the
last word is separated, word for word and line for line, until the text is legible.
Then the process is reversed. This arrangement is intended fo arouse curiosity, to
raveal something, and then again to become obscure; fo arouse the reader's
curiosity, to reveal something to him, ond then ocgain confront him with himself.
In a world in which one is constantly invited fo leave one's own four walls and
buy something that leads him away from himself, @ world in which one is led
astray from himself, concrete poetry invites the reader back to himself.” (C.B))
The original German reads keinem ergebnis gegeniberstellen sondern an einem
prozess befeiligen. Translated by Laura P. Williams,



waa ist

das ist

Claus Bremer (1
“This arrangement allows the reader to think about the relationship b
question and answer in his own way. If | say that in this text the question *
Is that' changes into the answer ‘that is what,’ or that the fact of being
makes something ‘something,’ or that the question is the key to things, those
my personal comments ot the moment. Anyone else’s comments could be
different. Concrete poetry gives no results. It yields o process of discovery. It
motion. Its motion ends in different readers in different ways. Cencrete
says formally what it means to say, or means to say what its form says. Its
is its meaning, its meaning its form.” (C.B.)



|
v
i
ejuy
i i
haseads, .
uLogu
SuLIng
H'I
B :

provozieren
provozisren
provoziersn

- Ei%]!!s,

)

Claus Bremer (1966)
nicht nur = not only
informieren = inform
haltungen = ofttitudes
provozieren — provoke
“nicht nur informieren haltungen provozieren is the word-material for this star-
shaped construction. To understand its organization . . . . the reader must move
either the poem or himself. The text reveals its word play only to those who
examine the subject from the right, from above, and from the left, that is to say,
from all sides. . . . . These are nat engaging texts. They are engaged texts.” (C.B.)




for
dich
und
fur
mich

ced
dfth
hii
mnr

ruvu

Claus Bremer (1966)

The leiters of a simple text, “for you and for me,” are rearranged in the last five
lines according to their alphabetical priority.
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s chi i do e bodbes Claus Bremer (1966)
1 almost didn’t succeed in keegilig i 1iie" dad Wwriting a page of 'keep in line’
Sne for line one under the othei bt my. Eﬁurf,spam you that of reading. For
Just as one can hardly write a lexi in-this dorm, one con hardly read one line
#ar line. The keep-in-line of 'kaa%:lr:; L mfwgﬁ;y’;}rnnﬁ not to keep in line but, on
e contrary, to get out of line. This kind of Wrganization provokes an urge for
m and reason. This text, 5 d4] 8l 8F Wi engaged texis, sels the reader

&ee in the realm of his own pu;ﬂmum”' ;lﬁ'aLﬁMm in which we are brothers.”
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huurlilluhlrllhlﬂn
Immar pehia in der reihe blaiber
immar schin in der reibe blsiben
i ychdin in das reihe bledsen
imumar schiin in der reihe bloien
imamyar chidn in der reahe bleien
inmear sehiin in der rsibve bluien
Imewrens ychidim in dur reiba blafen
imamsar ehbin in dar redha Blaiban
immar sehiim in der reibe bleien
imsmsar schlln in der reibe blsiben
iimmar scham in der rwihe blaiban
inesene chiin in dur reihe bleien
imanar sedvim in der rmihve bladtan
Iwursar phebin in der reihe blsdhen
immvar pehdin i dar rsibe bleden
immar pehiin in der reifve hisiben
imnine wckdin in der reihe bisken
Aresvsar scha in dav reihe bledben



os
amantes sem parentes
sendo
0s corpos
irmauvm gemeoufrem
cimaev baixela
ecoracambos
duplamplinfantunolslempre
semen(llemventre
estésse aqueléle
inhumenoutro

Augusto de Campos, “eis os amantes” (1953)
Translation by the author on facing page.




here

are
the
lovers without parents
only
the bodies
sisterone moaningother
abovei belowshe
andheartboth
clnublawidalnfuntonela)lwqys
semen(seed)inwomb
heshe thisthat
inoneinhumeintother

Augusto de Campos, "“here are the lovers”’ (1953)
literal translation. The original was printed In two colors, red and black. The
were not symbolic, but were meant to provide o notation for twe voice
, male ond female. The score (the poem should be read aloud) follows
's Klangfarbenmeledie principle—a continuous melody, displaced from one

nt to ancther, constantly changing its color or timbre. A love ideogram.”
o de Campos)



ovo
novelo
nove no velho
o llho em folhos
na jaula dos joelhos
intante em fonle
feto feito
dentro do
cenlrg

nu
des do nada
ate o hum
anao mero nu
mero do zero
crug  crianca  incru
stada no cerne da
carne viva en

lim nada

Augusto de Campos (1955)

“A genesis poem—a child’s generation and the generation cf the poem. The
and the uterus: elementary forms of birth in process, Greek technopaegnis
visited with o concrete sensibility for synthesis.” (Haroldo de Campos)

{s]

o n 't o
onde e esconde
lenda oinda  antes
entfreventres
gquando queimando
0§ s5eios s$4o
peitos nos
dedos

no
turna noite
em i&rne em lreva

lurva  sem  confdrno
marfe negro nd cego
sono do morcego nu
ma sombrg que o pren
diog prela lefra gue
ie torna
sol




0<Q

0 <0

s ol
]
letra
e

strela
r

Augusto de Campos (1957)

" terremota’ (earthquoke) is another generative peem, this time with cosmie and

O=03Jd"~p

~existential hints. A kind of ‘portable cosmogony’ in cross-word form.” (Haroldo de
Campos)

ovo = egg

novelo — ball of thread
novo — new

sol = sun

letra = letter (of alphabet)
estrela = star

soletra = (it) spells

so = only

terremoto — earthquake
temar — fear

marte — death

metro — meter
termometro — thermometer

or
t
rte
r
metro
Q
m o m m
[ ] mo to
t mo+tor
r I o rs
o morto
r (<]

q



Augusto de Campos (1956)
com som = with sound

cantem = sing

contém — (it} contains

tensao — tension

também = also

tombem = tumble

sem som — without sound

" 'Concrete poetry: tension of things-words in space-time,” This phrase from
of Augusto de Campos’ theoretical texts, later incorporated into the ‘pilet
far concrete poeiry,’ explains the process of this poem. Its reading is open:
may depart from wherever you wish.” (Harolde de Campos)

com can
som tem

con ten
tém sQo

tom
bem



once

once

one  speech
one  beach

whiz once
one  voice

one ditch

once

was
one

was

one
was

uma vez
uma vala
uma foz
uma vez uma bala
uma fala uma voz

uma fozx uma vala
uma bala
uma voz

uma vezx

uma vala
uma vez

Avgusto de Campos (1957)
uma vez = one time, once upon a time
uma fala = a speech, o talk

uma for — a river-mouth

uma bala = a bullet

uma ¥oI — d voice

uma vala — o diich

“The reduction of a plot (love? murder?—'once upon a time . . . ‘) to @ dynamic
#erative endless process.” (Haroldo de Campos)
lish version by Edwin Morgan.

ditch

one beach
one  whiz

one  voice

ditch



Augusto de Campos (1957)

“The act of vision. Its ideogram. Eye as a pivet.” (Haroldo de Campos)
eixo — axis

blho = eye

polo = pole

fixo = fixed

flor = flower

péso = weight

solo = sail

English version by Edwin Morgan,

eixoolho
polofixo
eixoflor
pesofixo
eixosolo
olhofixo

fixteyes
poleaxis

fixtrose
hungaxis

fixtsoil
eyesaxis




5 going.” (Haroldo de Campos)

Augusto de Campos (1960)

~The masking and unmasking of the poem’s process. Like a snail slowly unfolding

colocar a méscara = to put on the mask

olocaramas
aracolocar
mascaracol
caramascar
colocarama
icaracoloca
amascaraco
ocaramasca
acolocaram
scaracoloc
ramascarac
locaramasc
racolocara
ascaracolo
gramascaraq

mascara = mask, (it} masks
mas = but

cara = face

caracel = snail



Augusto de Campos (1964)
“8lho por &lho” (eye for eye) is a "popcrete” poem. The originel, in color, col-
laged from magazines, is 50 ¢cm by 70 em.




branco branco branco branco

vermelho

estanco vermelho

espelho vermelho
estanco branco
white white white white
red
midnight red
mirrored red

midnight . white

Haroldo de Campas (1957)

branco — white

vermelho — red

estance = | stanch

espelho = mirror, | mirror

English version by Edwin Morgan.

“A progression with the word branco (white). In counterpaint, the word vermelho

red). The internal rhymes provide the skeleton (branco / estanco, vermelho /

‘espelho). The maximum opening of the poem coincides with the maximum blank

of the page: a coinformation, at visual level, with the effect of white color over

white surface in painting, or the word white written with white ink on white
. (H. de C.)



marsupialamor mam
ilos de lam

préias présas can
ino am

or

turris de talis
man

gu ( LEN )

tural aman

te em fe

nebras febros

de febr

uarie fe

mural mor

talamo t*

aurifer

Oor : e

-1-}

Harolde de Campes, “/si len cio” (1955)

“This poem opens the series o dmago do 6mega ou fenomenclogiao da com-
posicdo (the heart of the omega or phenomenology of compaesition). Printed white
on black. The poem is cyclical: SI (if) LEN (first syllable of LENfo, slow) CIO (sex-
val union). A phenomenoclogy of the sexval act. The poem is to be read aloud
s o quasi-litany in @ pseudo-Llatin. The words are fragmented and tronsformed
kaleidoescopically, like particles floating in seminal fluid. The final silence disem-
bogues into the black page—the original night, the nothingness of language,
where all ceases to be.” (H. de C.)

This is an example of the author’s first conerete phase, very much connected with
musical and aural problems. Readers who have access to Hans G. Helms’ Fa:m’
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marsupialamour mam
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CE
Harelde de Campes, "'silence ou phénoménoclogie de I'amour”’

(1955)
Translation by the author of poem on the facing page.

Ahniesgwow (DuMent-Schauberg, Cologne 1959) should compere this poem with
Helms' “Fragment Il, 8.




o pavithao da orelha ourela
o avido pavilhao
auréola

oura
em cornu coepia

caramujo do aouvido
munge a teta

do ar

a tur

gida tdrre

de vento
labera em lablirinte

o som o fhlisom
dos polpos dos nenhy

ures ubres

Haroldo de Campos, “’o pavilhdo da orelha’ (1956)
“This poem belongs to the series the heart of the omega or phenomenoclogy
of compesition. Here, the poet tries 1o arrive ot the eidos of the sound, of the
sonorous texture of words. The ear is seen os a snail (coramujo) milking (muss
gindo) airy milk of sound from nipples of nowhere.” (H. de C.)




the ear’s
eager
aureola
aura

Hareoldo de Campaos, “the ear’s pavilion” (1956)
Translation by the author of poem on facing page.

pavilion
pavilion

in cornu copia

snail milks
teat of

air

win

dy tower
tur

gid

edging

ear

manages in maze
sound fili
sound
from palps
from nothing
ness nipples




Haroldo de Campos (1958)

cristal = crystal

fome — hunger

forma — form

de = of

"An essay of poetic crystallography. The metaphorical hunger of form and
as o kind of hunger. Crystal os the ideogram of the process.” (H. de C.)

cristal
cristal
fome
cristal
cristal
fome de forma
cristal
cristal
forma de fome
cristal
cristal
forma




5e
nas<e
maorre nascea
morre nasce morre
renasce remaorre renasce
remorre renasce

remorre
re re
desnasce
desmorre desnasce
desmorre desnasce desmorre
nescemorrenasce
morrenasce
morres
e
Hareoldo de Campos (1958)
se — if

nasce = (o human being) is born
morre = (a human being) dies
re — again
denasce — (a human being) is unborn
desmorre — (a human being) undies
“Hans Arp once made the following comparison between the poetry of the painter-
poet Kandinsky and the postry of Gosthe: ‘A poem by Goethe teaches the reader,
in o poetical way, that death and transformation are the inclusive condition of
man. Kandinsky, on the contrary, places the reader before an image of dying and
transforming words, before o series of dying ond transforming words . . . * This
poem wonts to be an exact presentification of that proposition. The vital cycle (or
the Joycean ‘vicocycle').” (H. de C.)



PROEM

mélsca oure? fiy of goid?
mésca fsco. fly gone dry.
mésca prata? fly of sllvar?
misco prela. fly of cinders.
mésca iris? fiy of rainbows?
mbsco reles. fly of rags.
mésca anil? fiy of indige?
mbsca vil. fly of indigance,
mésca azul? fiy of blue?
maétca mosca. fly of flies,
mésca branca? fly of white?
poesio pouca, poalry no-poetry.
o azvl é pure? biue's pure?

o azul € pus blue's pus

de barriga voria to empty belly

o varde & vivo? green's vivid?

o verde & virys
de borriga vatia

o amarelo & belo
o amarelo & bile

green’s virus
fo empty bally

yellow's vaunted?
yellow's vomit

de barriga vazia te empty belly
o vermselho & focsio? red’s fuchsia?

o vermelho & fario red's frenay

de barriga vozie fo emply belly

@ poesio & pura? poeiry's pure?
a posiia é para poetry's purpese
de bamigo varia o empty belly

poesia em lempo de fome

poetry in time of hunger
fome em lempo de possia

hunger in time of poetry

poesia em lugar do homem
praneme em lugar do nome

poetry in place of humanity
pronoun in ploce of nouns

humanity in place of poetry
noun in ploce of proneun

poetry of giving the neme
naming is giving the noun

homem em lugar de poesia
neme em lugar de pronome

pdesia de dar o nome
nomear & dar & nome

nomelo o name
nemeio o homem
no meic a fome

nomaio a fome

iname the noun
i nome humanity
in mid-naming is hunger

i name it hunger




Haroldo de Campos, Serviddo de passagem (1961)

de sol a sol
soldado

de sal a sal
solgado

de sova o sova
sovade

de suco o suco
sugads

de sono o sono

ionado

songrade
de sangue a sangue

onde mél esta moagem
ende engrena esta engrenogem

meenda hamem moogem
moagem homem moenda

engrenagem
gongrenagam

POEM

from sun 1o solar
solder

from sait to salty
saline

fram stick o stons
stunned

from sap fo sugar
sucked

from sleep to slip
slumped

sanguined
from seep to spurt

where doaes this grinding grind
where does this gear engage |

grindstorie man's grinding
grinding man's grindstone

gearchanged
gangrengaged



de lucro a lucro
lograde

da légro a légra
tucroda

de lade o lade
lenhada

de lédo a léde
largode

sel a sal

sal o sava
SOVO a suco
fUee o sone
sono o sangue

onde homeam
B0 ﬂ'llﬂluﬂll'l

onde cama

#5530 cOamogem
onde osso

€530 engrenagem
homem forrado

"IOI'HEI‘I'I 'umdl'l

homem rapina
homem rapade

homem surra
homem surrado

homem buraco
hﬂm!m h.lfl'ﬂ

homem senhor
homem servo

homem sabre
homem sob

Haroldo de Campos, Servidao de passagem (continued from

preceding page)

from profit to profit
pinched

from pinch to pinch
profited

from pole 1o pole
parted

from puddle to puddle
poleaxed

sun 1o saly

salt to stun

stun to sap

sap to sleeping
sleeping to bleeding

with man

this banegrind
with flash

this bloodgut
with bone

this baregoar

bland man
branded man

pillage man
peeled man

cudgel man
cudgelled man

slave men
steel-safe man

sir man
serving man

SUPeT N
sub man




homem saclade
homem saqueada

hemam servido
homem sérvo

homem come
hemam fome

homem fala
homem cala

homem séco
hemem saco

homem mé
homem pé

gvem barago
guem vassalo

quem covale
guem cavalga

quem explom
quam aspalio

quem Carrasoo
quem carcosso

quem usura
quem usode

quem pilhade
quem pilhagem

quem visque
quem urina
quem ferlado
quem faxing
guem voldpio
guem verming

stacksd man
socked mon

servad man
swallowed man

trencher man
empty man

yakkity man
yes man

socko man
sick man

groft man

chaff man

wha's lard
who's lour

wha's the horse
wha's on hersebock

who's the exploiter
who's the spoil

who's hangman
whe's hanged man

wha's usury
who's used

whe's plundered
wha's plundering

wha's whisky
who's piss

who's feast-day
who's fafigue-duty
wha's lust

wha's lice

Haroldo de Campeos, Servidéo de passagem (continued from

facing page)



carne camigo carnagem

sangragem sangria sangue

homemmoendohomemmoagem

aguar

nesse bogogo?

almiscar
nesse sevace?

petunia
nesse melago?

indigo nesse buroco?

ocre
acre

ll!#“
aste

<anga cangatho cagage

cansage cachage canga
carcosso :u:hup: gana

de mingua o mingua
de mogro @ magro

de morgue o morgue
de morts o morte

5& ﬂlﬂﬂ'ﬂlﬂ
sIsomoagem

flesh filth fury
bloodbath bleeding blood

-
grindstonemangrindingman

sugar
in these husks?

musk
in this armpit?

petunia
in thase molasses?

indige in this snakepit?

ochre
acrid

Hrard
lazar

halter harness hot-sear
heaviness head-hol holier
hangdog half-tot anger

from dearth 1o dearih
from drouth te dreuth

from deadhouse to deadhouse

from death to death

only grindinghood
bene-grindinghsad

Haroldo de Campos, Servidao de passagem (continued from
preceding page)

“The book transient servitude is composed of two parts: “proem’ and ‘poem.’
‘Proem’ contains three pieces, which develop, in a dialectical way, the linguistic
and existential play between poesio pura (pure poetry) and poesio para (com-
mitted poetry, poetry with a social purpose, poetry for). The first one is the fly of
blue; the second, the fly of flies. Hoelderlin: ‘Und wozu Dichter in dirftiger Zeit?
{and what is poetry for in a time of scarcity?). And Heidigger about Heelderlin:
"Poetry Is the foundotion of being through the word.' These samewhat metaphysi-
cal statements are transformed by the poem into a physical matter of focts: hun-




sem miragem no mirage to brood

selvaselvagem through savage wood
sarviddo de passagem transient servitude

ger in Brazilian underdeveloped regions, as a counterweight in the poet’s mind, in
the very act of compounding his poem: nomeio o nome (I name the noun), nomeio
o homem (I name humanity), na meio o fome {in mid-naming is hunger); in Poriu-
guese, by the mere cutting of the word nomeic is obtained non-discursively no
meio (in the middie) which introduces ‘hunger’ in the very act of nominating. Feu-
erbach: ‘Der Mensch ist was er isst’ {man is what he eats) and Brecht: ‘Erst kommt
das Fressen denn kommt die Moral® (first comes grub, then comes the moral). In @
circumstance of scarcity, the poet tries to give ‘un sens plus POUR aux mois de lo
fribu’ A committed poetry, without giving up the devices and technical achieve-
ments of concrete poetry. (H. de C.}

English version by Edwin Morgan,

B —
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viande
salde

viande
féminine

viande
intantile

viande
1* choix

viande
3* choix

viande
en frigo

viande
médicale

viande
pustuleyse

viande
de prétre

viande
de poéte

viande

de vierge

viande
commercante

chut chut chut sauve garde culture bian-étre soleil
puberté dans tout ca

Henri Chopin (1953)
A pre-concrete poem written Nov. 10, 1953, after the perfaration of my stomach.
It is like a library for meat only.” (H.C.)



Henri Chopin (1962)

P WOEMW el W= = B w B

H

2

2

£

o

-

- o e - [ ] - B = -
VOEW =8 w—=gEve h ..w
B g
- B E - ® = B = -.W m
POoOEWwW =—@ We—— P C V@ = m
3

c
- 8 E v ® E ol o= = A 2
:
BOEW — @ M= — 8§ C vo b




moudur moudur moudur moudur
quiqui quiqui quiqui quiqui
Ry rrRINNY NN
durmou durmou durmou durmou
durmou durmou durmou durmou
quiqui quiqui quiqui quiqui
600 I R
murdou murdou murdou murdou
doumur doumur doumur doumur
77?7 OTRT OPYTY PR 11T MMM
gloriaalapoésieconcrétedoux
moudur moudur moudur moudur
durmou durmou durmou durmou

gloriaauxgouvernements{mous
etauxhommesdursettoujoursmm
durmou durmou durmou durmou
ceciestleplanquinguenal?dur
Pz TRy tr AT rY 221 1112
rourud roudur roudur roudur
poudud moudud moudud poudud
gloria gloria gloria gloria
117 2377 21137 11t
SRELY LIl APREY ORRYRE ELDRN
durmou moudur durmou moudur

Henri Chopin (1965)
& tribute to Mondrian? No, to de Gaulle. The poem is intended 1o be concretized
on a skyscraper to replace the Elysée Palace. The letters are windows.” (H.C)
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guelle importance

Henri Chopin (1965)

First published in the Between Poetry and Painting catalogue of the Institute of
Contemporary Arts in London in 1945, this poem has since been mounted on a
gigantic canvas. It was conceived as @ monument to be erected on a white wall.
The original was executed in three colors.

In the French review Approches, the poem was printed with the title “le dernier

paéme concref.”
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régle
rrégler
riréglerr
rrrré glerrr
frrrré glererr
rreeree glerrrrr
rrreeer glerererr
rerrrerre glerrerrer
rerrrereee glerrererer
reeer reredglerer reerr
rrree reerre glererr reeer
reerr errrer@ glersrer rrerr
rrerer reeerrre glerererer rrrrr
reeer ceeereeréglerorrrer rreer
rerer reeerrerré glerrrereer errer
rrere ereeeereerd glercerrerer rerer
reerrrrrrrrerrerre glecreorrrrrreereeer
rrTErTErTEOCCCTIITS glerrrrrrrererronm
rrerr ereeeereved glererereere eerey
rrrTE TrRRRrereR glerrrrtre reeer
rrree rreerrrre glererrer rreer
rroer reerrrré glerrrerr reeer
rreer verrcre glerror ronm
reerr rerrvéglervrer reeer
rrrre rervéglerrr rrere
rrrer rrréglerr rrrer
rreer reiegler rreer
reerrrré glerrrrrr
rrrrové glervert
rrrrré glerrer
rrrré glerrr
rrréeglerr
rrégler
régle
rrr
¥

le vrai poéme-concret

Henri Chopin, “la régle et les régles de ma femme” (1966)
la régle = the rule

les régles — menstrual periods

In the original, the bettom half of the poem was printed in red.




Carlfriedrich Claus, ‘'Poetic Syntax in Relation te Prese’’ (1959)
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Carlfriedrich Claus, “’Verbal Daydream on the Higher Threshold”
(1962-63)

This reproduciion shows a phase of the original, which consists of three transparest
sheets, worked on front and back, and a fourth with the “nucleus” of the poem
On facing page, ancther phase.







Carlfriedrich Claus, ”Allegorical Essay: for Werner Schmidt”’
(1965)

Front-side view.

On facing poge, a detail, full scale.







grin
grin
grin
grin
grim
gay green
grey green
gangrene
ganglia
grin
grin
grin

Bob Cobbing (1965)

“Bob Cobbing’s poem was originally conceived in a column with all the g's just
fied on the left-hand side, and the bow shape was adopted later to fit the square
fermat. The crucial point in this particular poem is the contrast in meaning betwees
vaguely similar sounding words starting with g—grin grim, gay gray—which sug-
gests associations with black humour. It is one of a series of poems for each lettar
of the alphabet, and Cobbing refers to it basically as a sound poem of which this
interpretation is a visual variant.” (Jasia Reichart, in introduction to concrete po=
etry britain canada united states)




wordrow  worn row
wombat tab mow
womb mow  work row
WESEr re-sew

wolf flow

wolF-dog god flow
won't now

wonder red now
wordraw

drown word  drawn ward
ward draw  prawn warp
beware era web

ebor draw wardrohe

yawn way  yaws sway
yawl way trawl wart
west india aid nit sew
wollaston not -sallow
drownwor d

wordrow  wad daw

walhalla allah law

waler re law  wasler fretsaw

war raw warsaw was raw
wayward draw yaw  warder red raw
wordrow

drownword  wordrow

Wasp saw  way yaw

walnut tun law  walton not law
wesl sew  wend new wed dew
weft few won now  wen new
wordrow  drownword

Bob Cobbing (1966)

The poem consists of four palindromes or anacyclics—"prabably the 1st ever to
alliterate,” according to Dom Sylvester Houédard, who hails Cobbing as the major
sound poet in England.




Bob Cobbing (1966)

Like the more complex poems in this genre, a deceptively simple series keeps be-
coming something else. Sound poets, however, are not punstars. Punsters work from
the outside, imposing o touch of chaes en workaday words. The sound poet works
from inside, with a stick of dynamite, and lets the pieces fall where they may
without the slightest regard for the discipline of story-telling.

YW aAan

d o

tree
fear

fife
=m=ceelxs
siphon
et
neighing
den
elephanw’
twirl




e P T
Mot ¥ Y et 4

P
& wr ﬁ"'&
iy
‘FM‘M‘
o,
e

Hﬂ ;
o e
gy
By
-

2
ko
=
g
3

Bob Cobbing (1966)
“eyear or ‘oreil’ was fitle i used for 1st talk {rca) in britain on concrete 1964—
poetry iending to appeal between eye-ear—& cobbing's WORM (cf apollinaire’s
rain?) is a classic—a passion for benamors & capuchin boneyards helps—but the
converging movement down of the 6 lines alrecdy gives the inverted-delta sense
of wobble—the off-register of each letter—the inweave of WOWROMWRORMM—
white invading black like lumps pushed peristaltically thru—tensions between its
jadelike pureform & barogue deathcult—this is one cobbing poem merits lavish
production.” (Dem Sylvester Houédard, in introduction to Extra Verse No. 17)




Reinhard Dahl (1962)

In German, Nil = Nile. “Nile colors,” however, cannct render the nil/nihil
tionship of the original. A rough translation, column by column: blue sea,
sea, black sea, yellow sea, red sea, dead sea; blue Nile, white Nile; blue
white man, black man, yellow man, red mon, dead man; blue skin, white
black skin, yellow skin, red skin, dead (flayed) skin; bluebeard, paleface, bla
jops, redskin.

nifarban
bloves meer blover nil blowar mann blous howt bleuban
Weilies meer weisser nil wwissar monn weisas hout Blaichgesics
schwarzes maer schwarzer monn schwarze hout blockare
gelbes moer gelbar monn gelba hout jams
rotes maer ratar mann rote hout rothaut
Toles menr toter mann tetgehaut




pfelApfelA f'eIAlp'reln
f,)feIAfpfe ApfelApfe AfpfeI'A
felA eIAIp elApfelA eIAIp &
Apfe Afpfe Afpfe Apfe Afpfe Apt

elApfelApfelApfelApfelApfels
A feIAfpfeIA fe Afpfe Apfe Afpfe
pfelApfelApfelApfelApfelApfelA
ApfelA felAfpfeIAfpfeIA felApfe
felApfelApfelApfelApfelApfel/
\pfeIAfpfeIAfpfeIA felApfelApf

eIAIp elApfelAp eIWurmiﬁ\)‘r:rr

= AfpfeIA felA feIAfpfeI
" ofelApfelApfelApfel”
ﬁquAfpfelAfpfelA'

ol Anfel?

Reinhard D&hl (1965)
Pattern poem with an elusive intruder,
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y1steym 19tfid o 2i svol love is a bitter mystery
f2irn 1sttid o 2i svol love is a bitter mist
1ottid b 2i svol love is a bitter
tid o 2i evol love is a bit
b 2i svol love is a
219vol lover s
rpunl laugh

Reinhard Dchl (1965)
Typographically rendered by Hansjgrg Mayer.




menschenskind mankind
menschenkind makind

menschekind akind
menschkind kind
mensckind mkind
menskind mekind
menkind menkind
mekind menskind
mkind mensckind
kind menschkind
mkind menschekind

makind menschenkind
mankind menschenskind

Reinhard Dahl (1966)
menschenskind — man alive!
menschenkind = mankind
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LAND ON THE BALLS OF
THE FEET ... RELAX ... [
ROLL WHEN YOU HIT. ..

v

Utlgser gul signalpatron.

Sniifall i Ger vildig firgflack pé
Rum 255 vattnet
| e
Seismmiske kors | Rum Tyt
255 registrerar gul S_tndm -
signalpatron | Rum 254 L
Hiss till niista vAning:
Varmekammare, Houdinis
kabinrtt, Edelwesska-
pellet.
Den hemlighets- |
fulla kofferten |
Linc-up (vittneskonfrontation) i Rum 255 i fAgriper-
Houdinis kabinett, (SH spiller 5 spektiv, Tvd holador
cigarraska pa golvet for ant brinner | patten (sig-
framkalla fotaveryek nal fiir inflygning
Vildiga satellitspeglar Niopg
forvandiar natt till dag .
< irum 256, I ljusckenet > Algernativ Svart
G syns: snifall (regn av *
llygblad? ) Gver stora
skogar. Foxzail three!
We have you in
+ sight
Provdocka skjuts upp
frdn rum 257 i kata- '4_ -
pultsto] We're coming down!
Stand by to be
I picked up!
|
Torsten Ekbom (1966)

Ekbom, whose last novel was structured with fifteen game matrices elaborated
computers for two opposing powers, uses flow diagrams and other concepts
rowed from cybernetics in his work in progress, o page of which is reprod
above.




mera

mera saker

mera saker av marginalen

mera saker av marginalen som ja

mera saker av marginalen som ja och

mera saker av marginalen som ja och skallskinande

mera saker av marginalen som ja och skallskinande

mera saker av marginalen som ja och skallskinande grada

mera saker av marginalen som ja och skallskinande groda pa

mera saker av marginalen som ja och skallskinande groda pa livsforestandare

Oyvind Fahlstrém, from Morgon (1952)



ring

E F

nirande

ovana

BLET

skriv
glod
bollar

list

ringa

cter

vilt

ovan

iis

(18 I:hlfl_"
hallen

ashar

askar

ur

famnar

ring

ndra Jumper

ovana

eter ovan

b lisst
famnar
ovana
dier

pekfings

rots wakne

slunga slunga

ur

om

is= 0. -
pallen

dndar

pekoral-
finger

ring

dshidare

applid-
dska

Oyvind Fahlstrém, from Nyarsklockorna (1954)

Fragment of a permutational poem.

boliar
wypa

pekoral-
finger

lindar

ringen

askar

nira




1 poem
‘and three variations
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Carl Fernbach-Flarsheim (1966)




t he horizo




f h oll and

lan Hamilton Finlay, 'The Horizon of Holland™ (1963)

“The horizon of Holland “is all ears.’ Ears, or the upthrust arms of the windmills.
The poem was first constructed—fittieen feet long and six high—in o gorden in
Eoster Ross, Scotland. It had a yellowish framework, blue letters—and the air of
a giraffe.” (1LH.F.)




G reen W aters
Blue Sprxray
Grayifish

HAmnmna "I
R arem EB
Nettaas Croan

Constant Stax
Daystaxr
Starswood

Starlit Waters
Moonlit Waters
D xift

lun Hamilton Finlay (1963)

“The collage uses ‘real’ elements in an artificial art-context. Here, the posm &
made entirely from the names of actuel trawlers, registered at the fishing-ports &
Aberdeen, Lowestoft, Milford Haven, etc. The tension is not only between the
printed poem and the 'real’ names but between it and the conventional sea
which it almost suggests.” (1.H.F.)



pleure
pleut
pleure
pleut
pleure
pleut
pleure
pleut
pleure
pleut
pleure
pleut
pleure

para-=
pluie

lan Hamilton Finlay (1963)

“It is raining, he is crying. Why? 'Ce deuil est sans raison . . . * a3 in Verlaine’s

Arieftes Oublides.' “ (LH.F.)

The poem splashes so audibly the poet has supplied the reader with an umbrella.



lan Homilton Finlay, "Semi-idiotic poem’’

A semi-idiotic contribufion 1o the semiotic or code-poem genre invented by
Pignatari and Luiz Angelo Pinfo. See page 254.




lan Hamilton Finlay (1963)
“The ‘XM poem’ is less concrete than ‘fauve.’ A little burn (stream) flows with @
sound which suggests tunes on a mouth-organ. Its path is denoted by the x’s and
m's, the m's being the sound and the x's a windmill, as well as the conventional
sign for kisses—of light on water, perhaps—and signs of happiness. Different sizes
and kinds of type suggest the altering nature of the water.” (LH.F.)

Mmm



lan Hamilton Finlay (1964)
“A lullaby—'a little poem to put your eyes to sleep a little.’ It ends where it be-
gins, and it is not sheep that are being counted but boats.” (LH.F.)

2

.+ s DiUe Boat
a brown sail

CITILUE

a brown boat
a green sail

TO PUT

a green boat
a black sail

YOUR EYES

a black boat
a blue sail

TO SLEEP
-, S

R




lan Hamilton Finlay (1964)
“Isolated, single letters are patiern but letters joined in words (as these are) are
direction. Those in the ‘acrobats’ poem are both, behaving like the real circus
acrobats who are now individual units, now—springing logether—diagonals and
tawers. Froperly, the poem should be constructed of cut-out letters, to occupy not
a page but an entire wall above a children’s playground.” (LH.F.)



lan Hamilton Finlay (1964)

"The boat is at sea (ring of waves)—fishing (row of nets)—but in coastal
(string of lights}—landing its catch from a seine-net {row of fish, ring of nets
returning (row of roofs)—the crew taking home some fish threaded on string (stri
of fish). The ‘ring of light' is the lamp, and culture, as opposed to nature’s 'ring
waves’ al the start of the poem. (A companion work; where the halos are expli
is Marsden Hartley's ‘Fishermen’s Last Supper’).” (LH.F.)

ring of waves
row of nets
string of ligh
row of fish
ring of nets
row of roofs
string of fish
ring of light




the little leaf falls
the little fish leaps

the little fish falls
the little leaf leaps

the little fish leaps
the little leal falls

the little leaf falls
the little fish leaps

+«

the little fish falls
the little fish leaps

the little fish leaps
the little leafl falls

the little leaf leaps
the little fish falls

the little leaf falls
the little fish leaps

*

the littie fish leaps
the little leaf falls

the little fish falls
the little leaf leaps

the little leaf leaps
the littie fish falls

the little leaf falls
the littie fish leaps

lan Hamilton Finlay, ‘'3 Happenings* (1965)
“Are Happenings sametfimes wearisome? This is a plein air or out-of-door one. A
leaf falls, a fish rises. The breeze blows, the river ripples. It is all, as they say,
happening—and not only once, but again and again.” (I.H.F.)




star
star
star
star
star
star
star
star
star
star
star
star
steer

lan Hamilton Finlay (1966)
There are so many stars—which single star shall we choose to steer by? The poem
presants in an undidactic way the ideas of clarity, resolution, and choice.” (L.H.F.)




lan Hamilton Finlay (1966)
“The poem is one image in two parts—a mere list of nets, all but the first of which
are fishing-nets; followed by the single word ‘planet,’ with its lonely seas, set in
lenelier space.” (LH.F)
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lan Hamilton Finlay (1966)

"“The repeated letters of “wave’ seem to move from left to right, where they meet
massed letters of the word ‘rock,” which emerge strongly and clearly. Where the
letters meet and are superimposed they suggest the third word, ‘wrack’ (seaweed),
and the thickened stems of the letters suggest, visually, seaweedy rocks. The poem
is ‘about’ two opposing forces, but, being a poem, presents them in equipoise,
resolved.” (I.H.F.)

The poem was executed on glass. This photograph, by Patric Eager, was first pub-
lished on the cover of The Beloit Poetry Journal, Volume 17, No. 1, Fall 1966.




like a log lie sleep ta sleep

like a stone fall to fall to sleep
like a rug sleep to lie to sleep
tree chair to sleep

river garden to sleep

walk to sleep

immerse sleep sleep to sleep
motionless sleep sleep to sleep
inactive sleep sleep to sleep

Larry Freifeld (1966)




Ood bless america I love you stars & stripes forever
and why not gloom not the devil kmows despair and why
not remembering for a moment the stars & stripes forever

Wetreaded  tThe wheels of the tanks
behesded the kndght of the time

capitulated the throne of the
decapitated the

deliriouns the

dismal the daring

alone she says he says alone you should 1ive not alone but
alene you kmow not lonely neither but "come live with me
and be my love™ now not with no time for ne J. not early
with nowhere to go not Beter blew my cool but cool to the
end of my cool until the hot of her uncool holds me really
#o digs him turns her on really lmows where its at but not
hip like desperate hip who anyons fda fbi fears knowing not
whos hip nor cogl

Hon't hang we love E'm cool but not that cool

the house

the house in the house

the house inthe house is a plage in her houso

the castle is a room in his house
all the rooms in that house

the house in he lives the plaece in which houze

is a plage
of his house in the belroom in a house
the house where he lives i3 a bed
the bed in the bed in her beu
the bed in the bed he sleeps in his bed
the bed in the bed she sleeps in his bed
the bed in the bed

Larry Freifeld (1967)




John Furnival, “The Fall of the Tower of Babel”’ (1964)
“The first few drawings that | did around the Babel theme were architectural:
composed of a single house unit which was repected almost ad infinitum until the
city itself lost its form end become megalopolis. These drawings were in the form
of plans. | then decided that ofter all it was the confusion of noises which made
Babel significant, not the mammoth architecture, although the two are infinitely
related, so | started doing elevation drawings, made up of layer upon layer of
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John Furnival, “The Fall of the Tower of Babel”’ (continved from

preceding page)
Close-up.
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John Furnival, “The Fall of the Tower of Babel” (continued from
facing page)
Detail.

visual noises. The first one that | did of this kind (The Fall of the Tower of Babel)
was composed of the slagan ‘Peace for the World® and its Russion equivalent
‘Meer za Meerom,” both of which siart out at the bottom of the tower pretty clearly,
but as fhey progress up the tower become more and more intermingled, forming
odd words in other languages, or just meaningless noises, until al the fop even the
different characters combine and, rather then fall into o heap on the ground,
eventually evaporate into nothingness.”




Heinz Gappmayr (1962)

alles = all

“The new poetry does not describe a situation outside of language, but refers to
itself, to its concepts, and to the connection between these concepls and the signs
necessary to its conveyance.” (H.G.)
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One of a series of ich poems.




Heinx Gappmayr (1966)
ver = an inseparable prefix added 1o German verbs, and nouns and adjectives
derived from them, with the idea of remaoval, loss, untoward action, using up

change, reversal, elc,




Heinz Gappmayr (1966)

etwas — something



gind (sind)

"sind"

Heinz Gappmayr (1964)

sind — first and third persan plural present indicative of sein, to be.
“The text is a fixed connection between thought and physical reality, a unity
concept and sign, and each change of the sign (size, placement, eic.) and
meaterial condition (color, type face, paper) changes the concept.” (H.G.)
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SOLEIL

SOLEIL
SOLEIL
SOLEIL

SOLEIL BOLEIL

SOLEIL

SOLEIL

Pierre Garnier, “Grains de Pollen’” (1962)
In this poem by the founder of the internationolist Spatialist movement, the
"Grains de Pollen,” pinpoints the activity of the sun (soleil),
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lise and Pierre Garnier, ““Extension classique des mots 'soleil’

et ‘eau’ ' (1964)

“Wortverrdumlichungen: we habitually ‘see’ words as tradition hands them down

to us; but if one spreads them out, or extends them, their elements are reanimated.

If 1 write, for example, sauleille instead of soleil (sun), | shock the French reader,

| take him out of his element, I force him to re-examine the language and, in this

woy, the world. Classical extension works in the spirit of the French language

because it augmenis the tendency to obstraction which this language has devel-
oped strongly since the 16th century.” (P.G.)
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llse and Pierre Garnier, ““Extension 2’ (1964)

“The noun soleil is rich—it is one of the best for concrete poetry: the impact of its
vowels, its consonants, its vibrations and scintillations, at the same time soft and
violent. And from this noun spring up other nouns—ile, elle, aile, oeil, io, sol, etc.
—whence this progression radiates in space.” (P.G.)




lise and Pierre Garnier (1965)
“Light and shadow, vertical and horizontal, the card game of creation; the i is the
lefter that stands out, rises up; the e is the gray letter, always turned in on itself.

The two fields of letters confront one another across a breach, that of the ‘noth-
ingness’ between existences.” (P.G.)
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zation. Cancretions and void. Throughout, a rhythm is given to the white page.”

(P.G.)

J
J ]
J
; ;
3
J
J
llse and Pierre Garnier (1965)
“Cambination of | and e. Vegetal sign. Musical sign. Concentration and spatiali-



ciremacinemacinemacinemacinemacinemacinom
acinemaclnemacinemacinemacinemacinemacin~
macinemacinemaclinemacinemacinemacinemacia
emacinemacinemacinemacinemacinemacinemaci
nemacinemacinemacinemacinemacinemacinemac
inemacinemacinemacinemacinemacinemacinema
cinemacinemacinemacinemacinemacinemaciren
scinemacinemacinemacinemacinemacinemacine
nacinemacinemacinemacinemacinemacinemacin
enacinemacinemacinemecinemacinemacineraci
nemacinemacinemacinemacinemacinemacinemac
inemacinemacinemacinemacinemacinemacinema
cinemacinemacinemacinemacinemacinemacinen
acinemacinemacinemacinemacinemacinenacine
macineuacinemacinemacinemacinemacinemacin
emacinemecipemacinemacinemacinemacinemaci
nemacinenacinemacinemacinemacinexzacinemac
inamacinsmacinemacinemacinemacinemacinema

llse and Pierre Garnier (1965)

“An attempt to render linguistically the cinematographic play of white (cin) and
Slack (ema) and the vibration of light on the screen.” (P.G.)



mariemariemariemariemariemariemarie

mariemariemarie mariemariemarie
mariemariema riemariemarie
mariemarie mariemarie
mariema riemarie
merie marie
mariema riemarie
mariemarie mariemarie
mariemariema riemariemarie
mariemariemarie mariemariemarie

mariemariemariemariemariemariemarie

llse and Pierre Garnier (1965)

“The name Marie here forms a religious ‘iken,’ based en the saftness and clari
of the syllables. The diamond shape represents femininity, and in its linguistic con-
text evokes something soft and clear, yet solid in its permanence.” (P.G.)




€ cke 'pik EIE

1k pik €P vou pi
,ik bou pik bou PLE BOLLT po o

ik I
ik bo pik bo P eke plk epe
Ak bo B i ePEkigpigngpik vo plk

i
bo D : ik epeke P
nik Pik arb:p&kc pik P ﬂIbE pik .ba'
i pik bo pik ¢
o arbe B il pik b

epeke Dpik g i pik epeke pik

pikoutechu plkoutchu pikoutchu plk
bo bo bo
bo pik pik pik

arbe bou bou arbe bo
bo bo prik bo pik

arbe arbe
Pikoutchn bo b
bou
pik bo 1 piveurb piveur
ik o ik
Plkoutehy 4 pik piveur bo P bo ggk
arbe bo e STDE bo

ik
epeke skEe pikoutchy b

bo
Pik ¢ pik g on
Peke pik bo i Pik b

Pitver Ebeke ik E k bo i

Pitver P ebeke ni Pik 1po

i pitver Plk  epeke

Piveur Pitver piq pi

Pibe VEr pitv

pik boy i

Pik epege bou arpe bou  hoy g
u
pik Pik €Peke pip epgige;lr Pik po pi’

bo
£Peke

arbe

Pierre Garnier, “'Pik Bou" (1966)
“In my Picard spatial poems | have used the dialact of my native province. In gen-
eral, dialects, old languages which live despite bureaucratization, have retained
important concrete reserves, while the so-called naticnal languages have devel-
oped an abstract vocabulary. Concrete poetry is well suited to these idioms.
The text above (pik bou — pivert = green woodpecker) shows the vast difference
Between the Picard dialect and modern French.”” (P.G.)



Ore oro oro oro
Oro oro oro oro
aro oroe oro oro
Ore oro oro oro
Oro oro oro ore
oro oro oro oro
oro oro oro oro

ororororororora
orororororororo
orororororororo
orororororaororo
Orororororororo
Orororororororo
Orororororororo

FRESE

ey

i

Mathias Goeritz, from Mensajes de Oro (1960)
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Mathias Goeritz, “el eco del oro* (1961)
A concrete poem in iron.
Phota: Kati Horna



avenidas
avenidas y flores

flores
flores y mujeres

avenidas
avenidas y mujeres

avenidasy flores y mujeresy
un admirador

Eugen Gomringer (1951-52)
The earliest constellation by the “father” of conerete poetry, although it was writ-
ten before the name concrete was applied to the new poetry.




baum
baum kind

kind
kind hund

hund
hund haus

haus
haus baum

baum kind hund haus

Eugen Gomringer (1952)
baum — tree
kind — child
hund — deg

"The constellation, the word-group, replaces the verse. Instead of syntax it is suf-
ficient to allow two, three or more words to achieve their full effect. They seem on
the surface without interrelation and sprinkled at random by a careless hand, but
looked at more closely, they become the center of a field of force and define a
certain scope. In finding, selecting and putting down these words (the poet) cre-
ates ‘thought-cbjects’ and leaves the task of association to the reader, who be-
comes a collaborater and, in a sense, the completer of the poem.” (E.G.)




you blue
you red
you yellow
you black
you white
you

Eugen Gomringer (1953)




silencio silencio silencio
silencio silencio silencio
silencio silencio
silencio silencio silencio
silencio silencio silencio

Eugen Gomringer (1954)



Eugen Gomringer (1954)

americans and apricots
american apricots
apricot americans
apricots and americans




Eugen Gomringer (1954)

0
bo
blow
blow blow
blow blow blow
blow blow
blow
bo
o 0
go so
grow show
grow grow show show
grow grow grow o show show show
grow grow show show
grow show
go S0
0 (o]
lo
flow
flow flow
flow flow flow
flow flow
flow
lo

o]




Eugen Gomringer (1955)

mist
mountain
butterfly

mountain
butterfly
missed

butterfly
meets
mountain




Eugen Gomringer (1956)
warte — words

sind — are

schatten — shadows

werden — become

spiele — games

worte sind schatten
schatten werden worte

worte sind spiele
spiele werden worte

sind schatten worte
werden worte spiele

sind spisle worte
werden worte schatten

sind worte schatten
werden spiele worte

sind worte spiele
werden schatten worte




bm

mw
un

mw

d b und

mw
i a i
d bin d
mw
i u a
du baum w
i
a n d
wd
ni
Eugen Gomringer (1960)

An “analysis” of the words baum (tree) and wind yields o field of sixty-five cne-,
two-, three- and four-letter groups, which in turn yield many other words and

associations,

and

mw
i
n

mw
ida
wind

a

m

band




mensch hcsnem mensch hcsnem
hcsnem mensch hcsnem mensch
YosSuswW Wausoy Yosusw weusoy
Wsusoy Yyosuaw Wwausoy yosuaw

Eugen Gomringer (1960)

mensch = human being, man, person

The mechanics of this constellation reflect something of the complexity of the sub-
ject matter. In line 1, mensch is printed backwards, forwards, backwards, forwards,
so that the first word mirrors the secand, the second the third, the third the fourth,
and the first and second the third and fourth. The procedure is repeated in line 2,
starting off with the backwards spelling. Then, lines 3 and 4 mirrer lines 1 and 2.




Eugen Gomringer (1961)

snow is english
snow is international
snow is secret

snow is small

snow is literary
snow is translatable
snow i s everywhere
snow is ridiculous
snow is difficult
snogw i s modern
snow i5 hindering
snow is senseless
snow i s musical
SNOwW i5 gorgeous
snow is sedimentary
snow is meaningless
snow is elemental
snow is fantastic
snow is curved
snow is unauthorized
snow is disgusting
snow is ignorant
snow is itresistible
snow is rare

snow is exhausting

snow is civil

snow is smooth
snow is amusing
snow is epidemic
snow is hereditary
snow is risky

snow is analysable
snow is satisfactory
snow is catholic
snow is tasteless
snow is elegant
show is absolute
snow is experimental
snow is neurotic
snow is instructive
snow is selfish
snow is unique
snow is prepared
SNOW is expensive
show is alphabetical
snow is unsocial
snow is sexless
snow is political
snow is provisional
snow is predominant




snow is reasonable
snow is violet

snow is distracting
snow is looking
snow is utopian
snow is evangelic
snow is inevitable
snow is cheap

snow is comprehensible
snow is delicious
snow is relative
SNow is norwegian
snow is military
show is comfortable
snow is light

snow is salutary
snow is harmful
snow is cold

snow is offensjve
show is brute

snow is scientific
snow is irregular
snow is indefensible
snow is independent
sSnow is annoying
snow is sad

SNOW iS5 enormous
snowis pale

snow is bare-footed
snow is corrupt
snow is cordial
SNow is converse
snow is libidinous
snow is permitted
snow is sublime
snow is tawdry
snow is imaginable
snow is abstinent
snow is exact

snow is etymological
snow is fragmentary
snow is honourable
snow is immortal
snow is ancient
snow is illustrative
snow is aristotelian
snow is outside
snow is abstract
snow is divine
snow is white

snow is contradictory
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On facing page: Ludwig Gosewitz (1962-66)
The elements of this linguistic crap game are thirty-six 3cm cubes stamped on all

sides. (oben — up, unten — down, links — left, rechts = right, vorn = in front,
hinten = behind.)

Above: Ludwig Gosewitz (1966)

A text of Gertrude Stein, when this you see remember me, is constantly iransformed
as the elements turn.

Below: Ludwig Gosewitz (1966)
The method of the previous poem applied fo single words, ich and du.
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Bohumila Grégerova and Josef Hirfal (1960-62)

The texts on this and the following two pages are samplings frem job boj, a vast
"“workshop” in experimental poetry created by the Czech writers Bohumila Gré-
gerova and Josef Hirfal between 1960 and 1962, This comprehensive manuseript
explores the mechanics of language through a body of experiments grouped in
twelve sections: the birth of o text; grammatical texts, or constellations evolved
from grammatical structures, and the exploration and expleitation of the emotional
and associative effect of grammatical endings; logical texts; stochastic texts, made
with fragments of foreign poems and prese; syngamic texts, the interpenetration of
the elements of literary works through semantics, esthetics or logic; intertexts, com-
posed in mixed languages; linguistic cbjects in their plastic representation; the




SVOBODA
VOBODAS
OBODASY
BODASVO
ODASVOB
DASVOBO
ASVOBOD
FVOBODA
YOBODAF
OBODAFV
BODAFVO
ODAFVORB
DAFVOBO
AFVOBOD
FROBODA
ROBODAF
OBODAFR
EODAFRO
ODAFROB
DAFROBO
AFROBOD
FREBODA
REBEOQODAF
EBODAFR
BODAFRE
ODAFRER
DAFRERO
AFREBOD
FREEODA
REEODAF
EEODAFR
EODAFRE
ODAFREE
DAFREEO
AFREEDO
FREEDOM

Bohumila Grégerova and Josef HirSal (1960-62)
svobeda = freedom
An “osmotic” permutational experiment renders a Czech word into an English one.

destruction of proverbs and the construction of new ones with fragments; “scores”
or phonetic constellations of certain words; portraits composed with letters and
syllables from the names of famous personages; micragrams, or the visual expres-
sion of the emotional and semantic effects of words; and osmosis, phenomena
observed between the different elements of o language.




on

ona

on

ona

on 4 oOna

on a ona

onaona

onacna onaona

Oonaona onaona
onagonaonagonaonaonaon
d0naondaonaonaonaonaona
onaonaonaonaonaonaondaona
onaonaonaonaonaonagonaona
onaonaonaonaonaonaonaona
onaonaonaondaonaondaonaona
ono

Bohumila Griogerova and Josef HirSal, “laska’ (love), 196062

on = he
a— and
ona — she
ono = it




de te ver

José Lino Grinewald (1956)
ver = to see

vertice — verlex

de t¢ ver = from seeing you
rever-te — seeing you again
reverte — (it) reveris

de ti a mim = from you to me



pedra
pé pedra péo
s al pedra s al
chdo pedra chdao
pedra pedra pedra
grdo pedra grdo
cal pedra cal
s 0 pedra 5 6
pedra
José Lino Grinewald (1957)
pedra = stone
p6 = dust
sal — salt

chao = soil, ground
grao = grain

cal = lime

s6 = only




preto
preto
preto
preto
preto
preto
preto
preto

um jato
um oleo
um fato

petroleo

nasso
nosso
noasso
nosso
nosso
Nnosso
nosso
nosso

petroleo

José Lino Griinewald (1957)

petroleo — petroleum
prefo — black

um joto = a je!

um élec = an oil

um falo = a facl
nosso — our

"A placard-poem, with a political commitment: the campaign for maintaining Bro-
zilian oil under Brazilian control. Recalls Mayakovsky’s agit-plakat techniques.”

(Haroldo de Campos)



forma
reforma
disforma
transforma
conforma
informa

forma




José Lino Griinewald (1959)

vai e vem

José Lino Griinewald (1959)
vai e vem — go and come vem e vai




durassolado
petrifincado
amargamado
agrusurado
capitalienado
massamor fado

solumano
corpumano
fardumano
servumano
gadumano
desumano

ageravaged mansoil
stones tiffened mansflesh
bitterbeloved mansburden
angrusurered manshbondage
capitalienated mancattle
mismasshaped manloss

José Lino Griinewald (1961)

“Man under the ‘usurecracy’ of capitalism. The alienating power of money against
man. All the words of this piece are grotesque portmanteau words, deformed
words. The only non-deformed vocable in this wordlandscape of semantic monstras-
ities is—by a voluntary paradox—desumanc (inhuman), A concrele 'usura’ canio.”

(Harolde de Campos)
English version by Edwin Morgan.




bo
bo

do
do

doi
bois
dbois

José Lino Griinewald, ““dois bois’ (two oxen), 1964
“From digit to ideogram. d and b like two yoked oxen.” (Harolde de Campos)
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I AM THAT I AM

1 AM i THAT AM

1 AM AM 1 THAT

| AM THAT AM i

1 AM I AM THAT

1 AM AM THAT i

AM THAT I AM |

AM THAT AM I I

AM THAT I I AM

AM THAT 1 | AM

AM THAT AM | i

AM THAT | AM |
Brion Gysin (1958)

"“Writing is fifty years behind Painting. | propose to apply the painters’ techniques
to writing; things as simple and immediate as collage or mantage. Cut right through
the pages of any book or newsprini—lengthwise, for example—and shuffle the text.
Put them together ot random and read the newly constituted message. Do it for
yourself. Use any system which suggests itself to you. Take your own words or the
words said to be 'the very own words’ of anyone else living or dead. You'll soon
see that words don't belong to anyone. Wards have a vitality of their own and
you or anybody ean make them gush into action. The repetitive poems set the
words spinning off on their own; echoing out os the words of a potent phrase are
permutated into an expanding ripple of meaning which they did not seem 1o be
capable of when they were struck and stuck into that phrase, The poets are sup-
posed fo liberate the words—not to chain them in phrases. Whe told poets they
were supposed to think? Poets are meant to sing and to make words sing. Poets
have no words ‘of their very own. Writers don't own their words. Since when do
words belong to anybody? “Your very own words’ indeed! And who are ‘you’?”
(B.G., “Statement on the eutup method and permutated poems” (1958), first pub-
lished in Fluxus I, New York 1945.)
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THAT
THAT
THAT
THAT
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THAT
THAT
THAT
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Al Hansen (1966)

Hansen's vocabulary and forms are limited to the words, numbers and lines
(straight) on chocolate-and-silver Hershey Bar wrappers, which he transforms into
dynamic visual poems.
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Vaclav Havel, ""estrangement”’
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Helmut Heissenbiittel (1957)

Although Heissenbiittel dees not consider himself a concrete poet, Daniel Spoarr
included this poem and twa others by Heissenbittel in the first international anthol-
ogy of concrete poetry in 1958.

das sagbare sagen
das erfahrbare erfahren
das entscheidbare entscheiden
das erreichbare erreichen
das wiederholbare wiederholen
das beendbare beenden
to say the sayable

das nicht sagbare to perceive the perceivable
das nicht erfahrbare to decide the decidable

das nicht entscheidbare to attain the attainable

das nicht erreichbare to repeat the repeatable

das nicht wiederholbare to complete the completable

das nicht beendbare
the non-sayable

das nicht beendbare nicht beenden the non-perceivable
the non-decidable
the non-attainable
the non-repeatable
the non-completable

not to complete the non-comple




Helmut Heissenbiittel (1957)

erste

erste

erste

erste

erste

erste
erste

person

person

person

person

person
person

person

singular

singular
singular
singular

singular

singular
singular

singular

singular



Mowen und Tauben auch

Schwine
kommen an Seen
vor und Schwalben im Sommer
Tauben im Sommer
an Seen
kommen Schwéane und
Mowen vor Tauben
und
Schwiine und auch
Méwen
kommen im Sommer
vor

Helmut Heissenbiittel (1964)
Méwen — seagulls

Tauben — doves, pigeons
Schwéne = swans
Schwalben = swallows

an Seen = by lakes

im Sommer = in summer
und — and

auch = also

kommen = come

kommen - vor = are found



kam nachts

nachts

kam nachts

von oben

von oben

von oben

Helmut Heissenbiittel (1964)

es war kino
kein Roman
es war Kino

kein Roman

und

und Schnee fiel
und

fiel etwas
Schnee
und
und etwas
Schnee fiel



Ake Hodell, from General Bussig (1964)

Hodell has recorded selections from this “picture-sound-poem.”
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Ake Hodell, from igevir (1963)
igevdr=shoulder arms
Page 13, the "crossover” point, of a long sound poem.



Dﬂﬂﬂ§
oo

Q0000

(-]
ooooo

aF

dae joud
uRioEEion
&

3
WH 3 O §OWE § o

10WT3 0NN OWILOm

%

N U

A,
L:n:\aoum»noe‘hag
CIIDFE-E::'—"—DO"'::&}E-;:-&:-E
EGEasO=aR320 HmECK SO

3
kL o AoHEEOR
-0 B i‘

N

o

Dom Sylvester Houvédard (1964)

“my own typestracts (so named by edwin morgan) are all produced con a portable
olivetti lettera 22 (olivetti himself /themselves show sofar o total non interest in this
fact) there are 86 typeunits available on my machine for use w/2-colour or no rib-
bon—er with carbons of various colours—the maximum size surface w/out folding is
abt 10” diagonal—the ribbons may be of various ages—several ribbons may be
used on a single typestract—inked-ribbon & manifold (carbon) can be combined on
same typestract—pressures may be varied—overprints & semioverprints (Y2 back or
Y forward) are available—stencils may be cut & masks used—precise placing of the
typestract units is possible thru spacebar & ratcheted-roller—or roller may be dis-
engaged.” (D.S.H.)




a nurosanu
ho s aroron
lum wusaros
ahum anusa
olol a nuro
humo lu sar
mahumah on
olumolah u

Dom Sylvester Houédard, “’for racul hausmann”
A “machine mantra”
"RAQULHAUSMANN RLHSMN aou
alphabetically HLM NRS AOU UOA
permute each 3-letter group into 4 columns of &x3
infold cals 1/3 (A-O-U-A-O-. .)
2/4 (-U-0-A-U-0. )
order rhopallically each resulting column of 36 letters
1/3—1-8
2/4-81
read w/ coesura to mark tumescence /detumescence {anabasis,/kaiabasis) kinetic-
ally: 1/3 can move in 8 steps thru 2/4 (left-right) . . . 2/4 can move in 8 steps thru
2/4 (downwards) . . , 2/4 can move in B steps thru 1/3 (diagonally)” (D.S.H.)
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ﬁ eu eu eu ﬁ
g reu reu reu

kreu kreu kreu
ﬂ z z z
ﬂ ﬂ‘,‘l.lz rlzuz reu ﬁ
ﬂ eu eu eu ﬁ
% kreuz kreu kreu
é; reuZ reuz :

z z z

k k k
2 e e
ﬁ eu eu eu
&ﬂﬁﬁﬂﬁﬂ&ﬁﬂﬁﬂ

Ernst Jandl, “kreuz’’ (1957)

“A poem of interpenetrating friangular and quadrangular formations, a cross as @
window through which the word kreuz (cross) can be seen in its pars: Greek eu
{good), German reu (as in Reve, repentance) and bereuen (repent); Vienna dialect
kreu (creep!, imperative; cp. German zu Kreuz kriechen, to humble oneself); z, sug-
gesting the end, as well as a German interjection expressing a kind of sympathetic
disapproval.” (E.L)




p

q

r

adam s
ripp e

dam o
ipp et
am f® d

pp e

mu

p 2 a d a
eva d a m

Ernst Jandl, ‘erschaffung der eva’ (1957)
creation of eve’ is a narrative poem based on the Bible, retelling the story of the
creation of Eve in terms of visual poetry: God extended horizentally, above the
creation, the central o forming God's mouth, from which vertically downward issues
Ged's breath, alphabetically; o being the first letter moving matter, by forming the
genitive of Adam, odam s; as the alphabet maves toward the letter v, essential 1o
the creation of eva, adams rippe (Adam’s rib) gradually dissclves, only the e of
rippe being retained as the first letter of eva; Adam himself is changed by the proc-
ess, disappearing in his smaller form as the man living alone, and built up in a
bigger form, as the man joined to woman, through the letier a.” (E.J.)

L]




Ernst Jandl (1964)

“This poem is a film. There are two actors, i and I. The action starts in line 5 and
ends in the 5th line from the bottom. i is alone, changes position 3 times, disop-
pears, | appears disappears, i appears disappears, both appear together changing
position, like dancing; then i disappears for a long time, which, after stunning I,
makes | restless, then immobile, like resignation; when at last i reappears, the
dancelike jumping abeut and out of the picture and back again is resumed for a
longer stretch than the first time. This state is final. It is the happy ending of the

film. (flim, if you like, is the weightier half of the German flimmern, to flicker.)”
(EJ)
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Ernst Jandl (1964)
“This is an altogether German poem, of which Norbert Lynton remarked in Art In-
ternational (IX/9-10, 1965, page 24): ‘A very nice visual-cum-linguistic joke is Ernst
Jandl’s filtering of a column of e's through @ battalion of o's: where e and o meet
they become, of course, 5. Which is about all you could say about this poem.”
(EJ.)




Bengt Emil Johnson, "Homage to John Cage’’ (1964)




1y ilning, RIX M. BHiA4w)

Bengt Emil Johnson (1963)

of essays on Bror Barsk (untranslatable).

One of a series




Ronald Johnson, lo and the Ox-Eye Daisy (1965)
le was written in Londen in 1965. It was printed by the Wild Howthorn Press as
an issue of Poor.Old.Tired.Horse. (published by lan Hamilten Finlay). The lettering

was done by John Furnival.

“lo is o poem meant to be read by moonlight, a bock of magical changes and
transformations on the two leters ‘I and ‘0.’ ‘I is also eye and ‘o’ the real moon
which can rise over the word moon. The first word is @ phosphorescent moo inte




the darkness, so it is apparent that Hera has already transformed lo inte a white
heifer. (One remembers also that the hundred-eyed Argus had been sent to watch
over her which probably explains the excesses of moons, ‘o’s,’ eyes in these skies.)
The next is @ moon rising over the horizon—or the word moon caught in the proc-
ess of creating the actual thing. Next, lo and Ox—both ideograms which have
been constructed so their ‘o’s’ could be suspended (as in lo) or lifted aloft (os in




Ronald Johnson, lo and the Ox-Eye Daisy (continved from
preceding page)




Ox). In the word eye the ‘e’ also imitates the rising of @ moon so that it comes
from below to above the 'V’ to make the word. Daze is @ pun on dais-y and is
completed on the next page with (). This is, | suppose, the confrontation of lo
with the Ox-eye Daisy—the white heifer and glewing flower which floats in the
night like one of Redon's giant eyes. The ‘daze’ or dazzle of the meeting is
enforced by returning to white on black as if the moonlit world were suddenly







Ronald Johnson, le and the Ox-Eye Daisy (continved from facing
page)

reversed like a photographic negative. Then the ‘I’ in parenthesis which both com-

pletes the word daisy and begins the word la with its ‘o’ following alse in paren-




Renald Johnson, lo and the Ox-Eye Daisy (continued from
preceding page)



thesis. A freudian critic would point out that in this union, after all, lo, as a heifer,
is meeting Ox-eye Daisy—but that is another story . . . The () is, again, an eye as
in the @ which transforms the pun even further by turning on its side to make @




picture of an eye. Then moon and moons return again, and the darkness of night,

to bring the poem itself back to o circle: MOO/MOON |0 OX-EYE DAISY 10
MOO /MOON.” (R.).)
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Ronald Johnson, lo and the Ox-Eye Daisy (concluded)




Hiro Kamimura (1966)
Transliteration and translation on facing page.




aka red

akaza red flower
akagawa red leather
akadama red ball
akabara red rose
akabana red nose
akahara red belly
akahada red skin
akahata red flag

aa amatana oh so much
aka red

akaga red is
akaaka red red

Hiro Kamimura
translation of poem en facing page




Emazm
B % #

v
D
I P
Dilpm
@M AT
Dfg

@B Pa

O led

Lol AR 1
O

OF AW
D
DEIWIA
g
OFIlE

Kitasono Katue, tanchona kukan — part 1 (1957)

shiroi shikaku
no naka

no shiroi shikaku
no naka

no kuroi shikaku
no naka

no kuroi shikaku
no naka

no kiiroi shikaku
no naka

no kiiroi shikaku
no naka

no shiroi shikaku
no naka

no shiroi shikaku

white square
within

white square
within

yellow square
within

yellow square
within

black square
within

black square
within

white square
within

white square

tanchona kukan (menotony of veid space) was the first Japanese concrete poem.
(See K.K.'s biography.) Harcldo de Campos, whe translated the poem for this an-
tholegy, comments: “Looking at this poem, | remember Malevich’s ‘White on White'

painting and Albers

‘Homage to the Square’ series. With some hints {port 3) of

a very peculior Japonese kind of visual surrealism. The Japanese text combines
cleverly the typogrophic rescurces of Nippon (hiragana, kelakana—phonetic al-
phabets—and kanji—ideogram). its sound is also svited to its development; see

part 2, for instance.”
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shiro

nonaka no shiro
nonaka no kuro
nonaka no kuro
nonaka no kiiro
nonaka no kiiro
nonaka no shiro
nonaka no shiro

white

within the white
within the yellow
within the yellow
within the black
within the black
within the white
within the white

Kitasene Katue, tanchona kukan—part 2



Kitasono Katue, tanchona kukan—part 3

a0 glass
oz no sankaku of
oY no hige beard of
> no blue
e garas triangle
B shiro parasol
@ no sankaku of
by no uma horse of
2 no white
AZI A parasoru triangle
n kuro building
o7 ff) no sankaku of
Cak {250 no tabako smoke of
o no black
Bwvg vy birudingu triangle
% kiiro scarf
o= no sankaku of
O no hoshi star of
o no yellow

Ay HF T hankachiifu triangle
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Kitasono Katue, tanchona kukan—part 4

shiroi shikaku

no naka

no shiroi shikaku
no naka

no shiroi shikaku
no naka

no shiroi shikaku
no naka

no shiroi shikaku

white square
within
white square
within
white square
within
white square
within
white square
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Kola¥ (1962)

JiFi

“‘Evident poetry’ is all poetry that eschews the written word as the mainstay of

creation and communication. The word, according to Koldr, should remain within
instigating a monclague.” (Introduction to Signbeard for Gersaint, Artia, Prages

1966.)
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Ferdinand Kriwet, “Type Is Honey" (1962)
Rundscheibe VI is constructed of 105 concentric circles—fifteen 20mm circles, thirty
10mm and sixty 5mm. The larger circles are read from left 1o right, the two smaller
series from right to left and reverse. In his book leserattenfaenge Kriwet has
written a circle-for-circle, word-for-word analysis of this and his other visual fexts.
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Ferdinand Kriwet, “ZUVERSPAETCETERANDFIGURINNENNENS-
WERT OLLOS" (1962)

The text Rundscheibe Vil unfolds in 59 concentric circles, from the center out. These
59 circles are divided into six states—circles 1 to 12, 13 to 19, 20 to 28, 29 to 40,

41 to 51, and 52 to 59. On the facing page, o detoil of this Rundscheibe is shown
full-size.







Frans van der Linde (1964)




AT

Arrigo Lora-Tetino (1966)



P40
Spa

Spazio

1D

Spazin
spazlo
Spazio
Spazio
spazio
Spasio
SpPEL Lo
Spazio
SpAZIn
spagiov
Spasio
S8 w0

BpaElo

21

Az 10

spazio
sSpazlo
SpPazlo
sSpazia
spazio
S5PpazZl0

sEparzlo

azio

WZ 1O
spazio
SPazIo
spazio
Spazia
spazio

spazio
sSpazio
sSpazio
spazio
SpazZin
spazip
spazio
spazio
spazio
Spazio
2paz1o
spazio
spazio

SpAZIO

SPRAas1n
SpazZiy
Spazio
Spazic
spazio
:-;J;-l Z10
Spazio
Spazio
spazio
Spazio
SpaZio

spazio

0 Spazio -

spazio ¢

SPazIO
Spacio
spazio
spazio
SpazZIo

SpAaZIo

Arrigo Lora-Totino (1966
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Arrigo Lora-Totino (1966)




5.2.3 6.5 , THE 3RD BIBLICAL POEM
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Judges 6:4—1st Samuel 1:10
Jamuary Ist, 1935




Jackson Mac Low, from 5 biblical poems (1955)

The 5 biblical poems were the first works Mec Low composed by chance cpera-
tions and the first to incorporate silences of apprecioble duration and o significant
degree of indeterminacy in performance. The unit is the “event” rather than the
foot or syllable. These "events” are either single words or silences, each equal in
duration to any word and thus indeterminate in length. The integers in the ftitle
indicate its verse structure: thus, 5.2.3.6.5. shows that the first line in each stanza
contains 5 events; the second line, 2; the third line, 3, etc. Musical or other nan-
verbal sounds may be produced at the ends of lines and stanzas to make the verse
structure audible.



printed: read:

/new enjoy work.ins. K. one young/

new enjoy work, new enjoy work.Mis. K. one young/
/new enjoy work.ins. K. one young/

/new enjoy work.ins. K. one young/

enjoy not Jacobins, enjoy not Jacobins, /K, one young/
Jenjoy not Jacobins, K, one young/

one young  /enjoy not Jacobins. K./one young

/enjoy not Jacobins, K. one young/

work, work./not Jacobins, K. one young/
/work. not Jaceohins. K. one young/

oné re- /work./ one re-/ins. K. one young/

forms /work, one re/forms/ K, one young/

K. /work. one re-Torms/K./ one young/

Jackson Mac Low, ’Asymmetry 147" (1960)

Mac Low's Asymmetries are poems of which the words, punctuaticn, ypography
and spacing on the page ore determined by chance operations. They may be
performed by seven different methods (some employing tones), singly or several
poems simultaneously. A basic method underlies the others and is followed when
all or most of the others are ruled out by circumstances. Example of reading
“Asymmetry 147" by basic method: In version at right, silent words are printed
between ”/* ‘s, Spoken words are underlined for clarity only, not to indicate loud
speech. They are spoken as at left: all moderately, except “K.”, which is loud or
shouted. At right, some words are shified a few spaces to the right to show how
the poem is read.




Jackson Mac Low, from Letters for Iris Numbers for Silence (1961)
Letters and numbers are randomly placed and each card may be held in ony posi-
tion. Readers pronounce for each letter any phene (falling within any phoneme(s)
of any language(s) which may be represented by the letter). Names of letters
should not be pronounced unless they happen to be single phones represented by

the letters. Letters may be pronounced shortly or for any duration up to that of a
breath, For each integer, readers are to be silent thet number of seconds or of
slow counts. All letters on each card are to be pronounced, once sach, in any
order. Amplitude, pitch, timbre, tempo and changes in all parameters are free.
Hewever, regular rhythms, tonal meladies and the like should be avoided.




JAYBIRD POEM

BIRD
NEST

TREE

A BIRD
A NEST

A TREE

Jackson Mac Low

“This poem wes found in my file at the office of the Something Else Press. | don't
at all* remember writing it, but external evidence, including the particular kind of
yellowed file card on which it is typed, the typing, & the irrelevant specificity of
the 'Jaybird’ in the title, makes me believe that this was one of several works that
I copied onto such cards in the summer of 1942 or 19563 & sent to various friends

& strangers (mostly composers and poets) all over the world.” (Jackson Mac Low
3/28/67)

* Jap. zenzen
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Jackson Mac Low, “2nd Gatha (1961)
The reader begins at any square (empty squares are silences). He moves to any
adjacent square horizontally, verfically or diagenally, and continues this process
until the end of the piece. Letters are read os any sound they can stand for in
any language. When letters are repeated in a number of adjacent squares their
sound may be continued for the duration thought of as equivalent to that number
of squares, or they may be reiterated the same number of times as of squares.
Letters can be read occasionally as one-letter words denoting the letters (e.g., “D"”
as “Dee”). Groups of adjacent letters can be read as syllables, words, word-groups
and complete sentences. The following six possibilities should be produced by each
performer during the piece: silences, phones, syllables, words, word-groups, and
sentences (e.g., Namu Amida Butsu).
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Jackson Mac Low, ““4th Hare Krsna Gatha'’ (1967)

To be performed in a manner similar to the 2nd Gotha, but "flying.”




Jackson Mac Low, ““7th Hare Krsna Gatha’ (1967)

See previous note, and underline flying.




JATL BREAK

Tear mow jails down all.
Tear all now down jails.
Tear now all jails down,
Tear jails now all down.
Tear jails now down all,
Tear now jails all dwn.
Tear now down all jails.
Tear all down jails now.
Tear jalls down all now,
Tear jails all down now,
Tear all jails down now.
Tear jails all now down.
Tear jails down now all.
Tear down now all jails.
Tear now all down jails,
Tear down now jails all,
Tear now down jails all,
Tear down all jails now.
Tear down jails all now,
Tear all jails now down,
Tepr all now jails down.
Tear all down now jails.
Tear down jails mow all.
Tear down all now jmils,

Fiwe who spesk clearly, listen cleaely ta gech

oIty mow T ak. In Way 1 i&ﬂld e

¥ . " gl be able in im=
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ot & ail eEVIrOaing sounds,

provies together, Led
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clge corductor Ek § speakers who follow
equal squares of paster

MATERIALS: 120 maall cards, 5
Board T8 to 38 inches & wide). paint/ink,
for 1. 10 envelopes each large en

car with room for casy removal & inEertion of capda,

tear now jails all.
now tear jails all.
tear all jails now,
all now tear jaile,
Jails tear all now,
Jails all tear mow,
now all jails tear,
all jails now tear,
all tear now jails,
Jjails mow tear all.
now jails all tear.
Jaile now gll tear,
tear jails now all,
tear all now jails,
now jails tear all,
now tear all jails,
jails tear now all,
all tear jails now.
tear jails all now.
all jails tear now.
tear now all jails,
all now jelle tear.
Jails all now tear,
now all tear jails,

PEESETIIEITEISERITIIIN

Jackson Mac Low

2 pemis a pree

411 jails now down tear.
All now tear down jails,
All jails down tear now.
All now Jails down tear.
A1l now down tear jeills,
All jails now tear down,
All tear now jails down,
All jeils down now tear,
All down now tear jails.
All tear down jails now.
All tear jails down now.
All now down jails tear.
All down tear now jails,
All down tear jzils now,
All down now jails tear,
All down jeils mow tear,
All down jails tear now,
All tear jails now down.
All now tear jaile down,
All tear down now jails,
a1l jails tear now down,
All now jails tear down,
All jails tear down now,
All tear now down jails.

m arcurately,

pan/brikh
T hold drawe a card,

ronmant uniil

the werds &8 & compecied senisace
making good sense Bpeed, Toud-
ness & volce coloralios are fres,
B puts iheoeard tn the aEplY on-
winps & drawe anoihor, k., uee
11l he's read cach card once. T
ends afier last speaker finishes,
Moy 2:  Lined mp as above, Speak-
@rd Toce condectoy, whe shuilles
the 120 carr= & draws ose. point-

in furn, in the permutation’s
rder, o =ack word s hesrer, who
says the word, compeciing 1 with
the pthers so 1he senteece mikes
sense tho =aid by 3, 2 needs
long intesse rehsareal eads when
akl (20 perwutations are read,

2 porformed [dnd Jail Poeist

og, Livirg Theatrs, § Bept.
1863} by Jodith Mpliza, Tom Cor-
nell, Toul Pvensicy, & 3 oibers,
oorductsd by JML, Way 1 1si per-
formed in rain (reading agaiest
USSR jailing of writers, 30 April
1966 WIN. 11, 8 671 by JuL,
Dlackburn, Rolbenberg Antim,
& the RI, Rewd. Wicksel F. [tkin,

mlgm: Type pel
o of EIgh e
tef slapes wST visiDle In (ErIOrREncT ©)ceation, Hake
5 mquare signs, sack with one of the % werds on i1. Por
;%{a_é atfach 3 envelopas o eech Bigs back & pat tke 24

wnose Leals begin with the =ign's word in one

PERFORMMNCE: Way L: The speakers 1lae ug, holdling signs
FACRTIET 10 the Brder Pﬁ T A iTi WV, - Eaen
listens closely to other speakers bk envi=
he b the situstion are resdy then spears
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Jails tear down all now,
Jails tear down now all.
Jails down now all tear.
Jails now tear down all.
Jails now tear all down.
Jails tear now down all.
Jails tear now all down.
Jails all tear now down.
Jails tear all now down,
Jails all tear down now,
Jails all down tear now.
Juils now down all tear.
J2ils tear all down now.
Jalle down all tear now,
Jails down now tear all,
Jails now all tear down.
Jails down tear all now.
Jeils now all down tear.
Jails down tear now all.
Jaile all now tear down.
Jalle down all now tear.
Jails all now down tear,
Jails now down tear all,
Jails all down now tear,

Now
Now
Now
Now
Now
How
Now
Now
Now
Now
Kow
Row

How

rmitations on oeards.  Experim¢nt to
Sles1 to mandls | Eize, colors, let-

all down tear jails.
down all tear jails.
tear down jails all.
Jeils all down tear.
Jails all tear down,
ails tear down all,

n jails all tear.
all tear jails down.
all tear down jails,
down all jails tear,
Jails down all tear.
tear down all jails,
tear all down jails.
all down jalls tear,
tear jaile down all,
Jails down tear all,
down tear all jails.
tear all jails down.
2l] jails down tear.
tear jails all down,
Jails tear all down.
down tear jails all.
down jails tear all.
all jails tear down.




. Hansjérg Mayer, from alphabet (1963)




Hansjérg Mayer, from fortfihrungen (1964)







Hansjoérg Mayer, from alphabetenquadratbuch 1 (1964—65)
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Cavan McCarthy (1965)

“These poems are an attempt to catch a situation and put it onta paper; especially
so with ‘Plurble Poem.’ This developed into o tendency to take the label or name
from something and to expand it, use it os a building block to express what | felt
about the thing, or how the person felt-loocked-reacted-wos-is.”” (C.M.)
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Cavan McCarthy "Poem for Deborah’’ (1965)



sinka
inks
sink
nks
s8in
ks
B n
8 8

linkssekasinks sint sud sas sa & 80l s0ls alos alest sloa los laa
s
as
sak
kag
saka
kasa
akse
naks
kaeno
okse
okt
kto
okto
kton
nokt
okton
nokto
okto
kto
tok
kot

Franz Mon (1959)
Through the process of what the author caolls “articulative permutations,” the words
sinks and links (left) are transformed into a series of articulations with many seman-
tic associations. The key words reflect the activity of the reader’s eye on the page.
When links is read, the eye is af the |eft. The eye sinks as it goes down the vertical
column. Where the vertical and horizontal meet, only the s of the original two
words remains. As the eye sinks further, new articulations suggest other words:
sak — sack — dress; kas = kdse — cheese; akse — ochse — axis; kseno =
xenos = stranger; okto = acht = eight; noki = nacht = night, etc.



ausdenaugenausdemregen
ausdemregenausdemsinn

aauussddeenmarueggeennaauussddeemmrseignenn

aauu ee & ue e aaun ee ei e
ssdd mm r gg nn ssdd mmrs gn nn
aa na nnaa n nn
uu ee ue ee uu ee e e
s8 ge 88 8 g
dd dd i
88 ee ee ss ee B8e e
. nn r n nn
m mm
dd 5 dd r
uu u gg uu g
aa o an i
Franz Mon (1960)

Lines T and 2, "out of sight out of the rain / out of the rain out of mind,” are
odded together. Line 3 is the sum of lines 1 and 2. In line 4 are the vowels, ex-
tracted from line 3; in line 5, the consonants, alse extracted from line 3. Line 6
begins a construction made by extracting the first and last letters from lines 1 and
2, and all recurrences of these letters within the lines; line 7, the second and next
to last letters, and their recurrences; line 8, the third and third from last, and their
recurrences; and so on. For the mixing up of proverbs in the basic text, see note
on page 213.
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Franz Mon, "'Schriftcollage” (1963)




aus den augen aus dem regen
aus dem regen aus der traum
aus der traum aus dem sinn

aus dem sinn  aus den augen
aus den augen aus der traum
aus der traum aus dem regen
aus dem regen aus dem sing

aus dem sinn  aus der ftraum
aus der tmaum aus den augen
aus den augen aus dem sinn

aus dem sinn  aus dem regen
aus dem regen aus den augen

Franz Mon (1966)

A permutation of four elements all introduced by the preposition aus (out of). The
elements are part of German proverbs: 1 and 4 make aus den augen, aus dem
sinn—out of sight, out of mind; the second belongs ta ous dem regen (rain), in die
traufe (gutter)—literally, “out of the rain, into the gutter,” equivalent to the English
“sut of the frying pan into the fire.” The third, aus der traum (dream) implies the
end of an illusion. The elements are combined as follows: 1-2, 2-3, 3-4, 4-1, 1-3,
3.9 9.4, 43, 3.1, 1.4, 42, 2.
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:o.f{ymss:y
:-ff?d'sssy
erryholly
appyfelly
jellyjelly
edlydelly
eldymenry

s{c’y.‘a_ﬁﬁ?
/‘ﬂd'c"ﬂvfn{(y

'-n.:i#’n e xxy

.‘awm?‘f'a# ® g¢
T S
an‘ﬁ‘ﬁ;{.j‘- &'i’.y
Jﬂ({ym!"ﬁy
_;v!rgrn;'nf.‘y
e 6"(# Ja'ﬁ/t’:
}'a!’r’:‘aﬂﬁ;
‘a(!yunﬁﬁy
ﬂxrﬁyms#ﬁ?
;E’r}h‘aﬁﬁ}l
Aeppydoppy
boppygfolly
j‘affymsa-:y
ma!#rﬂo#r}-
merrymenxy
merry g;‘re's
ﬂmﬂdf’yﬂ.}ﬂ
%’isn‘;max;‘p
as MERRYENR
RYUFANT HE MU
Edwin Morgan (1963)
“Permutational. All words chosen te have similar structure of consonant/vowel/
double consonant/y, and to be working in similar- semantic area of Christmas
cheer, joy, parties, drinking, efc. The computer’s final triumphant solution is rele-

vant though wrong. ‘Jerry’ is a Scots word for a kind of earthenware marble used
in children’s games.” (E.M.)



starryveldt
slave
southvenus
serve
SHARPEVILLE
shove
shriekvolley
SWerve
shootvillage
save
spoorvengeance
stave
spadevoice
starve
strikevault
slrive
subvert
starve
smashverwoerd
strive
scattervoortrekker
starve
spadevow
strive
sunvast
starve
survive
strive
s0: VAEVICTIS

Edwin Morgan, ““Starryveldt’’ (1964)
“The ‘grid’ pattern of § and V in alternating dissyllebles and monosyllables is
meant to build up an atmosphere of pounding menace.” (EM.)




pomander
open pomander
open poem and her
open poem and him
o pen poem and hymn
hymn and hymen leander
high man pen meander
0 pen poem me and her
pen me poem me and him
om mane padme hum
pad me home panda hand
open up o holy panhandler
ample panda pen or bamboo pond
ponder a bonny poem pomander opener
open banned peon penman hum and banter
open hymn and pompom band and panda hamper
0o i am a pen open man or happener
i am open manner happener
happy are we open
poemand a pom
poemand a panda
poem and aplomb

Edwin Morgan (1964)
“It would take too long to expound all the references and associations here, but
briefly, they ore all meant to be in the area of ‘opening up' something sweet and
fresh like an old-fashioned pemander (I have in mind the sort that opened up in
segments from the top, like the liths of an orange), whether it is the ‘jewel in the
lotus’ (Om Mane Padme Hum) or @ panda in @ hamper, or a South American
writer under the censors, or the whole conception of language in Spatialist poetry.
It is both visual (in the shape of a pemander) and a sound peem in which | use a

restricted range of letters and sounds to knit the wide variety of allusions together.”
(EM.)




Dlythaome the lovers. Brown the glove. Golden the jug. Serrowful the bri
Brown the lovera. HBlythseme the glove., Horrowful the jug, Golden the br
fiolden the lovera, Sorrowful the glove, Brown the jug, Blythsome the br
Serrowful the levers. Golden the glove. Blythsome the jug. Drown the bri

The glove lovers, The blythsome brown, The sorrowful gelden, Tho bridal

The jug lovera. The sorrowful brown, The blytheome golden. The bridal gl
The glove jug. The brown blythaome. The polden brown, The bridel lovers,
The jug jug. The brown browm, The sorrowful sorrowful, The lovers lovera,

Serrowful the brown glove lovera. Dlythsome the golden bridnl jug,

The sorrowful lovers, The brown jug. The zolden glove. The hlythsome bri

Edwin Morgan, “From an Old Scottish Chapbook’’ (1965)
“Permutations of the titles of four old Scottish songs, taken directly from a
book. The titles come clear in the last line. It's really a poem about ‘chance’:
chanee juxtaposition of these titles seemed at once to be interesting and on
verge of meaningful. My permutations could be seen as one way of trying to
out why this should be s0.” (EM.)




chnffinch

chaffinchaffinch
chaffinchaffinchaffinch
chaffinchaffinchaffinch
chaffinchaffinch
ehaflinch
chaffie chye chaffiechaffie
chnffie chye chaffiechaffie
chye ochaffie
chaffiechaffiechaffie
chaffiechaffiechaffie
chaffiechaffie
chaffiechaffie
chaffiechaffie
chaffiaschaffie
shillyshelly
shelfyshilfyshellyshilly
shelfyshillyshilly
shilfyshellyshelly
shilfyshelfyshelly
shellyfaw
shielyshellyfaw
shiilfy shielyshiely
shilfyshelfy shielychaffie
ahilfyshelfyshelfy chaffiechaffie
chaffiechefTie
chaffiechaffie

shilfyshil fyshilfyshelfyshelfy
chafiieshilfyshilfyshelfyshelfyshelfyshelfy
chaffieahilfyshilfyshelfyshelfyshelfyshel fyshelfy
shilfyshilfyshilfyshelfy shelfyahelfy
shilfy shil fy
shilfy
shilfyshelfy

brichtie

Edwin Morgan, “The Chaffinch Map of Scotland” (1965)
“All these words are local terms for ‘chaffinch’ in various parts of Scotland; | have
simply built up my map from their actual geographical distribution. In the title
there’s @ pun on chaffinch/half-inch—it works in Scots and American, though not
in English!” (E.M.)




the golden flood the weightless seat

the cabin song the pitch black

the growing beard the floating crumb

the shining rendezvous the orbit wisecrack

the hot spacesuit the smuggled mouth-organ

the imaginary somersault the visionary sunrise

the turning continents the space debris

the golden lifeline the space walk

the crawling deltas the camera moon

the pitch velvet the rough sleep

the crackling headphone the space silence

the turning earth the lifeline continents

the cabin sunrise the hot flood

the shining spacesuit the growing moon
the crackling somersault the smuggled orbit
the rough moon the visionary rendezvous
the weightless headphone the cabin debris
the floating lifeline the pitch sleep
the crawling camera the turning silence
the space crumb the crackling beard
the orbit mouth-organ the floating song

Edwin Morgan, ""Off Course’’ (1966)
“Movement from clear components to permutations of them Is meant te bring o0&
the developing theme of the rocket-ship off course, confusion, and disaster, This &
one of o group of ‘soundpoems’ which | have had produced by the B.B.C. with
radiophanic effects.” (E-M.)



Edwin Morgan, “’Seven Headlines" (1966)
of o group of ‘emergent’ poems, where everything comes out of, but at the
fime mounts towards, the last line. The line in this poem is from Rimbaud's
e Soison en Enfer’ (EM.)
with Claus Bremer's “der fuss des gewitters leuchtet” on page 38.
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sol e m n
0 de
sol d
i o r
i @ n der
i r o n
b ol d
tre n d
i n
| et t er
t o
sol o
re a der
a r S0 n
[ ] n
b ol t
i r o m
b lu e
a bs ent
f o od
b w d
f ou n d
ut te r
f er ment
i n
e a so n
le a m
i pe d
Al modern
I ode
n o
f et t er
i o r
absolu t e
m odern
men

il faut étre absolument moderne
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bp Nichol, eyes (1967)

“tight imagistic things. intended for what they teach the eye on one looking tho
some tend to be pleasing if looked ot a few times. executed as @ unit which hes
become my standard concrete composing form. seldom singly. not meant as pic-
tures but as syllabic and sub-syllabic messages for who care to listen.” (bp N.)




bp Nichel, eyes (continued)
. i chose this unit EYES, which not too coincidentally is the most recent, os the
best thing i've done . . . with CONCRETE i tend to think of only the most recent
things as mine. all the rest go into a literary LIMBO.” (bp N., in a letter 1o the
editor.)

Ll




sagt
sagt som sagt
som sagt som sagt

som sagt sagt

sagt

Hans-Jergen Nielsen (1965)
sagt — said

510m — ds




Hans-Jgrgen Nielsen (1965)
midt = in the middle

m 1
m
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Seiichi Niikuni

x
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ana = orifice
ko = techniqua

sora = sky
suki = a spade
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Seiichi Niikuni
kawa — river

sasu — sand-bank
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Seiichi Niikuni

gme — rain
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Seiichi Niikuni and Pierre Garnier, from Podmes franco-japonais

(1966)
“This text, done in collaberation with Seiichi Niikuni, is an attempt, in the perspec-
tive of concrete paetry, to join the French and Japanese languages together in a
linguistic reality. To do this, we have had to ‘file down,’ as it were, the French
vocabulary and letters to give them a plasticity eppreximating that of oriental
characters, the same approach we used in our French-Japanese phonetic poems.”
(Pierre Garnier)




tma tma tma tam

tma tma tma tma
tma tam tma tma
tma tma tma tma
tma hma tma tma
tma tma tam tma
tam tma tma tma
tma tma fma tam
srp srp srp srp
sTp srp srp prs
srp prs Srp srp
srp srp srp srp
prs srp Srp srp
srp srp pes SIp

Ladislav Novéak, from sklenend laborato¥ (1959—63)
A poem about “kovzlo letni noci” (mogic of a summer night),
tma = darkness

tam — there
hma-tdm = | touch
srp = sickle

pes — dog




Ladislav Novéak

A poem that seems 1o demand translation into architecture.

GL RIA




Ladislav Novak, from sklenend laboratoF (1959-63)
The poem "zakletd” (bewitched) is an incantation of /dske {love) among the skdlo
(rocks).

skalaskalaskalaskala
skdalaskalaskalaskala
skalaskalaskalaskala
skalaskalaskalaskala

skalaskadalaskalaskala



ya ya
yar yar
yari yari
yarim yarim
yari yari
yar yar
ya ya
y y

m m

mi im

mir rim
mira arim
miray yarim
mira arim

mir rim

mi im

m m

Yiksel Pazarkaya, “yarim yarim®’ (1964)
ya — affirmation
yar = beloved

yari = his sweetheart
yari — middle

yarim — my beloved
yarim — unfinished
mir =— master

mira — girl’s name
my — moon

mirai — family name



der esel ist eine wurst
der esel ist einewurst
der esel isteinewurst
der eselisteinewurst
dereselisteinewurst

Yiksel Pazarkaya, the donkey cycle: 1

Pazarkaya's donkey cycle is based on o legend from eastern Turkey, There was &
man whose only possession was an old donkey. He decided to sell it, and, to get
as much as possible out of the sale, he painted it to make it look young. He founs
a buyer—his own father. The father was swindled, but, not stupid, made the best
of the bargain and converted the old donkey into sausage. Since that time, soys
the legend, the city of Kayseri has been famous for its sausages.

In part 1 of the cycle, the sentence der esel ist eine wurst (the donkey is o squsage’
is transformed sausage-fashion. Part 2, o formation composed of forb (color) ans
esel (donkey), suggests farb as a synonym for the uniform, which, like the fresh
paint on the old donkey, makes the wearer look better than he really is. Part 3



fa esel rb

fa esel rb
farbesel fa esel rb eselfarb
farbese eselfarb eselfar
farbes farbesel eselfa
farbe es farb el eself
farb es farb el esel
fer es farb el ese
fa es
f e

Yiiksel Pazarkaya, the donkey cycle: 2

pits the German esel against the Turkish esek. In part 4, the proposition “anybody
who wants to be a donkey can be one” is tempered by a construction of nicht
Ieicht (not easy) which, with the systematic subtraction of letters, becomes leicht
{easy), until the final # marches off to fill the space of the original proposition.




Yiksel Pazarkaya, the donkey cycle: 3

esek esel esek esel esek esel esek esel esek ese
esek esel esek esel esek esel esek esel esek ese
sek sek selsel seksek selsel seksek
ek ek el el ek ek el el ek ek
k k I k k I k k
ee ee ee ee ee
es es es es es es es es es es
ese ese ese ese ese ese ese ese  ese ese
esek esel esek esel esek esel esek esel esek ese
esek esel esek esel esek esel esek esel esek ese
sel sel seksek selsel seksek sel sel
el el ek ek el el ek ek el el
I kk 1 k k i
ee ee ee ee ee
es es es es es es es es es es
ese @se ©se @se ese ese ese ese  ese ese
esek esel esek esel esek esel esek esel esek ese
esek esel esek esel esek esel esek esel esek ese
sek sek selsel seksek selsel seksek
ek ek el el ek ek el el ek ek
k k I k k I kk
ee ee ee ee ee
es es es es es es es es es es
@se ese ese ese ese @se ese ese  ese ese
esek esel esek esel esek esel esek esel esek ese



Yiiksel Pazarkaya, the donkey cycle: 4

eselsein werwill
eselsein werwill
eselsein werwill
eselsein werwill
eselsein werwill
eselsein werwill
eselsein werwill

nichtleichtnichtle
ichtnichtleichini
chtleichtnichtl
eichtnichtlei
chinichtleic
htnichtlei
chtnichtl

eichtni

chtlei

chin

icht

lei

ch

HHttHHHHH HHEH



Décio Pignatari (1956)

“Around the axial line of mm, words and segments of words constellate themselves,
making a kind of verbal mobile.” (Harolds de Campos)

Word for word translation: a/meove/ment/compounding/behind/the /cloud/a/
field/of /battle /mira/ge /ire/of /a/pure /horizen fat/a /live /mo,/mem

u m
mowvwi
mento
compondoao
além
da
nuvem
v m
campao
de
combate
mira
gem
I ra
de
um
horizonte
purao
num
m o
mento




beba coca cola
babe cola
beba coca

babe cola caco
caco

cola

cloaca

Décio Pignatari (1957)

beba = to drink
babe = to slob
cola = glue

caco = pieces
“An early committed concrete poem. A kind of anfi-advertisement. Against the re-
ification of the mind through slogans, demistifying of the ‘artificial paradise’ prom-
ised by mass-persuasion techniques. Cloaca is made out of the same letters as
Coca-Cola.” (Harolde de Campos)




Décio Pignatari (1958)

“A cine-poem, The progression of the leHers corresponds to the progression of
traces. The word is reorganized following the visuol crescendo of its letters’
tures. With four traces we have a nucleus, where all letters are condensed
resumed. By a coincidence, this nucleus is also the Chinese ideogram for sun
Japanese hi), the vital principle. After this, the nucleus explodes, producing
word LIFE. The poem develops the passage from the digital unit to the se
corpus (word), and from the ideegram (analogical) to the phonetic word (digi
suggesting some unexpected links between both processes.” (Haraldo de Cam



Décio Pignatari (continued from facing page)




Décio Pignatari (continued from preceding page)




Décio Pignatari (continued from facing page)




Décio Pignatari (continued from preceding page)




LIFE

Décio Pignatari (concluded)




ra terra ter
rat erra ter
rate rra ter
rater ra ter
raterr a ter
raterra terr
araterra ter
raraterra le
rraraterra t
erraraterra

terraraterra

Décio Pignatari (1956)

“This poem is a typical meta-poem or poem-obout-the-poem. lts structure is

on the repetition of only one word—ferra [(earthl—as it occurs with letters of
newsreel on o luminous screen. This word is fragmented until the production (15
7) of a kind of ‘error'—the duplication of the syllable ra (terr / ara). This
correcting error feeds back the machine-poem (like in cybernetics), and gives it
semantical optimum level. By this process, the poem engenders phrases like ara
terra (ploughs the land) ter rara terra (to have a rare land), errar o terro (to
mistaken about the land), terra ora terra (land ploughs land) and, implicitly,
terra (a plain thing). All these syntagmatic elements converge ta the semantic
trix of the poem: the idea of a self-regulating poem, like a rare land which pl
itself, and the creative "error’ (errar — 1o make o mistoke and to roam). Vis
this concrete ‘geargic’ is reinforced by the blanks reproducing the furrows of
plough.” (Harolde de Campos)




hombre hombre

hombre

hambre hembra
hambre

hembra hembra hambre

Décio Pignatari (1957)
“Concrete lyricism: a love poem made out of o paronomasia. The topology of the

words on the poge conveys the message—when hombre {man) and hembra (fe-

male) are placed together, hambre (hunger), in its figurative meaning (appetite,
desire), is removed.” (Haroldo de Campos)
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O organismo quer repet

O organismo quer re

O organismo quer

O organis

Décio Pignatari, ‘organismo’ (1960)

" ‘arganismo’ (organism): cine-poem first published as a booklet in 1960, a ki
erotic piece dealing with the transformation of a sign (the letier and Po
article Q) into a biological signal.” (Harolde de Campos)

o organismo quer perdurar — the organism wants to endure

o organismo quer repet (ir) = the organism wants to repe (at)
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Wilademir Dias Pino, from solida (195
solida =

solidao — solit
so = only

lida = warks (third person singul
sol — sun
soida = gone out
dua lido do dis = from the day’s labae
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Wilademir Dias Pino, from solida (1957)
Second phase of poem on facing page.



chave léxica
lexical loy

sim

nio

Luiz Angelo Pinto (1964)

A semiotic or “code” poem.

. .. the idea of o language in which the form of the signs might be designed s=

as to determine the syntax, giving new communications possibilities. For this, it &
necessary that a set of signs (and the signs themselves) be dynamic, that is, mon-

ageable, changeable, according to the needs of each text.” (From the semiafic

poetry manifesto of Pinto and Décio Pignatari, Invencao No. 4, 1965.)




(1954)

Carl Fredrik Reuterswérd, “'The Poem A"
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Carl Fredrik Reuterswiird (1955-56)

The France-Soir Story series are drawings of the spaces between words, punctua-
tion and drawings on pages of France-Soir. There are ‘chapiers’ on cuisine, mur-
der, loves etc. This one is called "Polities.”

Carl Fredrik Reuterswiird, from Prix Nobel (1960)
“The use of punctuation marks in @ text forces them to @ ‘neutral value.’ The word
‘colon’ does not correspond te any ‘colon concepts.” Do you have any colon con-
cepts? The text apparatus satisfies a demand of that kind. The position or placing
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of @ punctuation mark does not decide its own meaning. (An exclamation mark in
the middle of a sentence does not distort the mark itself but does distort the em-
phasis of the sentence.) Nor is there any mutual order of rank; a peried is not
superior to a parenthesis. It is in such neutral and equal linguistic attributes that |
see an interesting alternative: not to ignore a syntax but certainly to forego ‘the
preserved meanings of others.’ The ‘absence’ that occurs is not mute. For want of
‘governing concepts’ punctuation marks lose their neutral value. They begin 1o
speak an unutfered language out of that already expressed. This cannot help pro-
ducing a ‘colon concept' in you, o need of exclamation, of pauses, of periods, of
parenthesis. But a state that has come about ot the expense of the noble prize: out
of its own ideqg. [(C.F.R., introduction 1o Prix Nobel.)




t tu

Diter Rot (1956)

“The review material, as its name implies, wos intended fo propagate concrete
poetry, in which | myself was interested ot the fime. lts aim was to eliminate the
subjective point of view of the author, and present poetic material that the reader
could do with as he saw fit. Some of the texts, ‘ideograms,’ appealed 1o the optical
sense by their typographic arrangement. Here is an example by Diter Rot, who com-
posed the second number of the review. Two squares, interlocking, form ot their
intersection the two little words ut and tu. A possible interpretation would be thot
there is no meeting without reciprocal influences.” (Daniel Spoerri, An Anecdoted
Topegraphy of Chance)




Diter Rot (1956)
“two as cne, one as two.” (D.R.)
(See note en next page.)




Diter Rot (continued)

"I like your selection, but | thought we should add same of the pieces which are
concerned with a relation of more than just one page—se | added the piece with
the cross (a vertical line on the one side and & horizontal line on the other). . . .
and o two-page piece where | have, so to speak, translated o grouping of lines
into a grouping of words.” (D.R.) (See following two pages.)




Diter Rot, “two-sided translation” (1957)
(See “translation” on next page.)
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Diter Rot (continued)
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Diter Rot (1958)
"All as one? one as all?” (D.R.)
A prototype of non-semantic concretizing.
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Diter Rot (1957)

“Some variations on 4%, (D.R.)
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am

om o

om om om

am am am
am am

am




to o to -

1w - =
B it e
mi mi mi to
mi mi to 1o
mi o to to
tWw ot v omi
tu tw mi omi
tw mi mi mi

me me me ty

me me tu tu

me ftu Wt
ta ta ta me
ta fa me me
ta me me me
& g my mu la
muy mu ta ta
muta to fa
ie e e mu
te e mu mu
fe mu mu mu
ma ma ma e
ma mo te te
ma te fe fe
Diter Rot (1957)

“A piece for voice and silence.” (D.R.)




Diter Rot (1958)
"Advertising my typewriter.” (D.R.)

obhdvetd
dliwdil
giiveti
shive sy
ekdvobd
oitteti
hiidafi




die nacht

und die tochter der nacht

und die tochter der tochter der nacht

und die tochter der tochter der tochter der nacht

der tag

und der sohn des tages

und der sohn des sohnes des tages

und der sohn des sohnes des sohnes des tages

der sohn
und
die tochter

und alle ihre verwandten alle verwandten
sie blicken auf das geschwisterpaar

sie blicken auf den sohn und die tochter
des sohnes und der tochter
des sohnes und der tochter

und es wird tag
und es wird nacht

Gerhard Riihm (1954)

the night / and the daughter of the night, ete.
the day / and the son of the day, sfc.

and all their kindred all kindred

they look at the brather and sister, ete.

and day is breaking

and night is falling




blueinblueinblueinblue

manbymanbymanbyman
theblue

thebluemanbyman

blueman

Gerhard Riihm (1954)
Translated by the editor.




UuUUUUUUUUUuUuuuy
UuuUUUUUUUUUUuuuuy
UuUUUUUUUUUUUUuuu
UuuUUuUUUUUuuuuuy
uuuuuuuuduuuuuuuu
UuuUuUUUUUuuuuuuuy
UuUUUUUUUUUUUuuuy
UUUUUUUUUUUUUuu Uy
UUUUUUUUUUUUUUUuY

Gerhard Rihm (1954)
The word imprisoned within itself.







sternsternsternsternst
stern stern stern
stern stern
gestern

stern

geste

Gerhard Rithm (1954)

stern — star, fate, stern (of o boat)
ernst — seriousness, seriously, serious
gestern = yesterday

geste = gesture




leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leib leib
leib leib leibleib

Gerhard Rilthm (1955)
leib = body
bleib = to stay

For the German reader there are several associations:
jemandem vom Leibe bleiben (keep away from someone) and
bleib mir damif vom Leibe (don’t bother me with that).



Gerhard Rithm (1958)
jetzt — now

Jetzt

Jetzt
Jetat

jetzt
jeizt )
jefzt
mm




nedn nedn

a nedn nedn

un nedn nedn

aun nedn

un

un daggn daggn

o daggn daggn
ein daggn daggn
un nedn

un

un nedn daggn
nedn duggn

nedn daggn duggn
o deggn deggn
aun daggn daggn
vn nedn

un

nedn daggn duggn

Gerhard Rithm (1959)
Rilhm calls this a “poem in the Viennese dialect,” but the reader should not strain
to make sense out of the sound. In Riihm's reading of the poem, the accents, in the
first five lines, fall on o, un, aun and un. The poem is read very rapidly.




febriage
tber das eltall

mit Bemeif in Form
eines offenen Gricjes
an Profefior Ginflein

Gerhard Rilbhm, Lehrsétze iiber das Weltall (1965)

A poetic reworking of o refutation of Einstein’s theories. The text reads:
| could intercept the maximal distance between two siars with o single in
great star . ., "

KL




Getr. MWeltall

Beweif umfielend,

Gerhard Rihm, Lehrsétze iiber das Weltall (continued from
facing page)



Gerhard Ruhm, Lehrsitze iber das Weltall (continued from
previous page)




Aram Saroyan (1965-66)
A paoster-poem.




i.an hamil‘ton finlay

Aram Saroyan (1965-66)
“I write on a typewriter, almest never in hand (I can hardly handwrite, | tend to
draw words), and my machine—an cbsolete red-top Royal Portable—is the biggest
influence on my work. This red hood hold the mood, keeps my eye happy. The
type-face is a standard pica; if it were ancther style I'd write (subily) different
poems. And when a ribbon gets dull my poems I'm sure change.” (A.S.)
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Aram Saroyan (1965—-66)




eyeye




shoe dead

vake

toes wait

John J. Sharkey, Stills from OPENWORDROBE (1964)
“The first part of the' film was designed to create a definite mood; from the open-
=g single letters of the title, to the different blocks of variations of the three words
within it (stills 1,2,3). Thereafter the changes became mere rapid and fluid with
&fferent letter-types and sizes; incorporating permutated blocks (I Ching hexa-
‘grams); moving dot and O motif; random design elements with irregular shaped
‘cords with colour words, tossed in front of the camera lens; free association of
words in a literal transcription of object and colours that o full wardrobe might
contain. In still ne. 4, | changed the w of wake into voke to diminish this associa-
son and create some discord. The first movement of the film is repeated at the end
with on eloborate construction of the title words; the base line increasing with sach
dropping letter untii OPENWORDROBE is reached at the bottom of the final
Srames.” (J.).S.)
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John J. Sharkey (1963)

“John Sharkey is o Schoenberg addict, and despite the preconceptions about his
theories, finds the music simple and pure. In deciding to make a concrete poem out
of Schoenberg's name alone, he was commenting on these qualities. It was inifially
designed in both upper and lower case with the transition from one to the other
assuming the form of @ diogonal with the top line in lower case and the bottom in
capitals. Here a permutation was evolved employing five different type sizes of
which the relationship would be analogous to Schoenberg’s twelve-tone theory, and
which would refain the original diagonal. Despite a satisfactory formula Sharkey
found that the printed version lacked the symmetry and tighiness of the origing!
conception.” (Jasia Reichardt, introduction to concrete poetry britain canade
united states, in which the above version, inferpreted fypographically by Simoa
Lord, first appeared.)




John J. Sharkey (1963)

arkey's original conception of the poem cpposite. The publisher of the other ver-
., Hansjérg Mayer, could not go along with Sharkey's conception because Mayer

not use upper-case letlers in his grophic production style.

c h 0 = n b
2 h 0 a I b
c h o] 2 n B
c H Ls] e n b
a H G 2 n b
c H C B n b
c H C E | b
c H C E i B
c H ¢ B N B
c H C E N B

L3

L3



at
as
st as is
statue
as

stet

you

Edward Lucie Smith (1966)
“Form determines meaning. Better still, form is meaning. The cart before the horss.
or, rather, the cart becoming the horse. The poet, it seems 1o me, is a man who &
listening fo a voice holding a conversation with himself, and this continues whethes
he is actually writing or not. A concept is a kind of framework. It is o way of hen-
dling an object or a given piece of information. Objects singly. Facts singly. Noth-
ing could be more mysterious. But put two abjects or two facts together, or add e
object to @ fact, and already something starts to emerge. There are thousands
even millians, of possible concepts to choose from. Within each lies the possibil
of organization, but each differs. To take o simple example. Pictorial logic is dif-
ferent from verbal |ogic. A sequence of images may be recognized as a sequence
without narrative connections. It is essential 1o choose. It is also essentiol to e:pi-nl.
what one has chesen to the full. One is driven on by the unknown element,
dark side of the planet. A new concept, properly filled, can reveal powers wlll:h
the writer himself never knew he possessed.” (ELLS., notebooks)




Mary Ellen Solt (1966)

“The design of ‘Forsythia’ is made from the letiers of the name of the flowering
shrub and their equivalents in the Morse Code. The fext is part of the design.”
IM.E.S))

“Forsythia” and the next two poems by Mary Ellen Salt were typographically con-
cretized by John Dearstyne. In the introduction 1o Flowers in Cancrete, George
Zodek writes: “Traditionally the typographer has given visual form and erder to
words, thus serving both the writer and the reader, His problem is mainly one of
clarity of communication, literary meaning, and hopefully aesthetic contribution to
the art of the printed page. When publishing concrete poetry, it is sometimes dif-
ficult to draw a line between the contributions, as well as final responsibilities, of
the poet and the typographer. The literary and visual meaning of concrete poetry
s conceived by the poet and interpreted by the typographer is somewhat anale-
gous to a stage performance of a play.”
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Mary Ellen Seolt, “Dogwood: First Movement” (1966)

“According to legend the dogwood once grew as tall and streng as the cok.
to its great disgrace it was chosen as the tree most suitable for the Cross. C
though, pitied the tree in its shame and sorrow and performed the miracle of
dogwood. Henceforth, he said, it would grow short and crocked so that
again could it be used to such ignominicus purpose. Each spring it would bes
white flowers of four petals in the shape of the Cross with the crown of thorns
the center. And the tip of each petal would be notched and stained in memory
the nails and blood. ‘Dogwood: Three Movements' attempts to relate the vi
properties of the word to the shape of the flower as the symbal of suffering

its redemptive power, and to the laws of its growth in ascending planes of white.
(M.E.S.)




Mary Ellen Solt, “Dogwood: Second Movement”’
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Mary Ellen Solt, “Dogwood: Third Movement”’
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Mary Ellen Solt (1966)
“A kinefic-visual poem. The text is made from the letters of the word ‘geraniuvm’
and the final letters of the first series of words. The flower is made from the letters
of the word ‘geranium.’” (M.E.S.)
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Mary Ellen Solt, “Moon Shot Sonnet"’

“It has not been possible since the Renaissance to write a convincing sonnet on the
moon. Looking at the moon phetegraphs in The New York Times, it occurred to me
that since the scientist’s symbols for marking off areas on the moon's surface were
presented five to @ line and the lines could be added up to fourteen, a visual son
net could be made of them. The poem is intended as a spoof of an ocutmoded form
of poetry and as o statement of the problem of the concrete poet's search for valid
new forms.” (M.E.S.)

Designed by lohn Furnival, first printed in Poor.Old.Tired.Horse.
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Adriano Spatola (1966)




Adriano Spatola, from Zeroglifico (1966)
The cut-up method applied to a single word,




as rezel kroitz wort
zelt das wort kroiz
ort rezelt das kroiz

as kroiz wort rezel
roizt das rezel wort
zel kroizt das wort

Daniel Spoerri (1955)

dos rezel — das Rétsel = puzzle, riddle, mystery

das kroiz — das Kreuz = cross

das wort = word

kroiz -+ wort — kroizwort — Kreuzwort — cross-word puzzle

rezelt — rétselt — guess a riddle (3rd person singular)

kroizt — kreuzt — crosses {3rd person singular)

wrote it in Berne in 1955. It was published in Horfulus about 1956 and then re-
in a German anthology as an example of an aberration in poetry.” (D.S.)
poem later appeared in material 1. matericl was a periodical edited by Spo-
i in Darmsiadl, Germany, and Paoris from 1957 te 1959. moterial 1, kleine
logie konkreter dichtung, was the first international anthology of concrete



Daniel Spoerri (1956)
imer = immer — always

maistens = meistens = vsually

oft = often
manchmal = sometimes
selten = seldom

ni = nie = never
The strange spelling, without capitals, was part of a widespread battle (still raging)
against traditional German orthography. Most of the early leaders of the revolt
have returned to traditional spelling, but the fight against compulsory capitalize-
tion is gaining ground.
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iel Spoerri (1956)
erst{e) — first
e) = letzife) = last

erst lezt das
lezt das erst

das erst lezt

lezt erst das
erst das lezt

das lezt erst

erst lezt das
lezt das erst

das erst lezt

lezt erst das
erst das lezt

das lezt erst

erst erst das
lezt das lezt

das erst erst

lezt lezt das
erst das erst
das lezt lezt

das erst erst

erate
lezte

lezte

lezte
erste

lezte

lezte
erste

lezte

erste
lezte

erste

lezte
erste
lezte

erste
lezte

erste

erste
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OP
TOI
E2) %
STOI
STOP
STOPI
STOPP

Vagn Steen (1965)



REGAL FORT SAGE ROTE MAT LOCH

ART LOT AN LIEGE SENSE MALE

WAS FUNK HAT MINDER LIST LAST

HOLE GRUBE TAG DOGMEN RING BORN

JE RATE HAUT AUGE BETE FANGE

SACHE EBENE TAGE ABREGE BUTTER BRUT
HOB SPIEL LAG LIEF WAND HELL

NUN GAB TOLL BALD AM STARK

LASS WAGE WO HEFT SAG KECK

BANG LUNGE GANG MUSS DING BELIEF
PASSE HIER REINE LACHE FASTE DORT
BRILLE PLAGE ARME BECHER GENE TOT
MESS KIND LOSE DURST WORT STERN

DIE TASTE BITTEN GLUT STILL GILT

LOG LINKS WERT FUND HART SUCH

TAT BLEND ALTER TRUNK NOT GUT
LASSE ALLER DONNER ELLE MAL BLINDE
BULLE MACHE FOLIE QUELLE BRIEF NEIGE
SIEGER SANG SONNE SEIN MANCHE VERSE
SOLANGE MONDE LESER GLAS BORNE NIE

André Thomkins (1955)

T-MOT is o mobile composition of 120 words arranged on mobile discs

h present the reader with ever-changing phrases. These 120 words are part of
lorger body of words, taken from French-German and English-German diction-
ies, all of which appear similar but have different meanings in two or three
uages. This “game” for writing, speaking and reading several languages simul-
ly—with all the attendant ambiguities—was published in 1965 by Galerie

Spiegel in Cologne.
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André Thomkins (1960)

“A Schlotterapfel (French calville) is an apple whose German name makes one
think of it as wobbling and trembling, and the word, rendered literally, produces
just such on apple in movement.” (A.T.) It is also the apple from which calvades &
made.
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André Thomkins (1964)

ogramme Entwerfen’ (Designing Programmes) is the title of o book by Karl
er. | made a square of the fitle, constructed of as many anagrams as there
letters in the two words. Some of these anagrams fall within the perspeciive of
er's idens.” (A.T.)



André Thomkins (1966)
“Qui est assez minutieux est heureux: c'est ce que prouve la montre et de

minutieuse, heureusement!” (A.T.)




me urge la muerte
muerte
me urge la muerte
me urge la muerte
me urge nada
me urge la muerte
la muerte
la muerte
nada me wrge
nada me urge
nada
me urge nada
me urge
nada me urge
me urge
me wrge |a muerte
me urge |la muerte
nada
nada me urge
nada
nada
nada me urge
me urge
lamuertenadameurge

Enrique Uribe Valdivielso (1963)
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Franco Verdi, from tempo (1966)

Verdi's rhythmical variations en a theme, with their often unutterable deviafi
fram traditional orthography, invite comparison with the scores of those co
porary composers who have abandoned the “writing” of music in favor of
"drawing” of music. The 16 original variotions are each 4% x 6% inches, drawn
numbered pages.
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Paul de Vree (1963)

The author has provided the following key to this “intermetric topological
B — symbol of the breasts

Bikini = the situation, the seduction, the temptation

B
H
bushalte = bus stop

kus halte = stop for kissing

buste halte — come ta a standstill when seeing the breasts

kisgehalte = the more beautiful the breasts, the more desire is provoked, the
excitement

te-ge(n) = close(ly)

te = on the spot

— (in Flemish) buste houder — brassiere




een kleine reus viel in de beek verloren
ee klein reu vie i d bee verlore

e klei re vi be wverlor
kle r v b verl
ki ver
k ve

v
d
v

Paul de Vree (1966)
poet imitates the desperate gestures and sounds of a little giant who drowns
= brook.




Paul de Vree (1966)

“This kind of poem has a double use: it con be said as well as considered o gra
structure. |t was composed with a kinetic intention: the question mark crosses
horizontal lines and causes o vibration (think of Soto). The question mark may
be token as the stoff of @ bishop [ — the church) with the implication of
mental marriage. The suggestion: what to think about the rapport between
and woman. Are women happy? Are men honest?” (P. de V.)
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RAGE

OA

Paul de Vree (1966)

shis “verbivocovisual” structure the author has made a “clock of modernity” out

six French words all of which contain rage, the tone-setting center-piece. They
oroge (storm), by which he intends to evoke “the political clouds”; cirage (wox-
palishing), “all will be brushed up, clean”; mirage, “all men are fond of build-
castles in the air (cosmonautic dreams)”; tirage (press run, lottery drowing),
daily press for millions, inquisitiveness, curiasity’'; virage (sharp turn of a car),
speed"’; and garage, "the need of shelter.”
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Paul de Vree (1966)

De Vree calls this genre “mechanical poems.” They are written with “ps
physical impulsion.” This particular one is intended to evoke April in Paris. The
ing parentheses represent the wings of birds,




ENSE SOUND
ONSE SEUND
OUSE SENND
OUNE SENSD
OUND SENSE

Emmett Williams (1954-55)
m an unpublished novel, The Clouds. The text above was part of an eye-and-
test administered by Aristophanes 1o the hero of the novel, o deceased button-
puncher who knows more about linguistics than his earthly vocation would
to have prepared him for. The letters of each word ere swapped back and
& until sense is sound and sound sense.” (EW.)



Emmett Williams (1958)

“Small (klein) and capital (gross) letters are on the same type bar. The expr
changeover fram ene to ancther is shown through the gradual engagement
disengagement of the shift key.” (Claus Bremer and Daniel Speerri, introduction
konkretionen.) Bremer and Spoerri also explain the odd positicn on the page
this and all the poems in konkretionen: "Since the concretions are systematic
themselves and related only 1o themselves, their position on the page has been
to chance.”




like attracts like
like attracts  like
like attracts like
like attracts like
like attracts like
like attracts like
like attracts like
likeattractslike
likaattracthike
lilattradike
lihttradike
likdéralilee
liltehikis

Emmett Williams (1958)
Jandl, in o note on his ewn work, observes: ‘There must be an infinite num-
e of methods of writing experimental peems, but | think the most successful meth-
s are those which can only be used once, for then the result is @ poem identical
s the method by which it is made. The method used again would turn out ex-
the same poem.’ This particular poem says what it does, and does what it
and | cant think of three other words that would work as well in this con-

n.” (E.W.)



Emmett Williams (1958)

"A rubber-stamp peem, from a genre | called ‘vniversal poems,’ probably bec

| furnished spectatars with rubber stamps and let them construct the poems. The
first of these public works was made at the Maiudstellingen in Copenhages &
1960; the largest covered an entire wall of Gallery One in London in 1962.” (E
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Emmett Williams, “Poetry Clock’ (1959)
'Poetry Clock,’ along with a poem constructed by alphabetized live carp, was
ived for an Hommage pour Anton Miller by Jean Tinguely, Daniel Spoerri
myself ot the Galerie 59 in Aschaffenburg. The show was first postponed, then
lled, and the clock wasn’t exhibited publicly until the Salen de Mai in Copen-
in 1962. | have a collection of poems made by clock-watchers at the exhibi-

T (EW.)




the moon is green
and full tho miin
es graan und fell
thi meen as gruun
end foll the maan
us green ond fill
tha muun es groon
ind fell thu meen
o8 griin and fall

the moon is green

Emmett Williams (1958)
“The vowels of der mond ist griin und voll are displaced progressively unfil

senfence is achieved a second time.” (Bremer and Spoerri, loc. cif.) Translated &
the editor.




she loves me
she loves me not

she loves

she loves me
she

she loves

she

Emmett Williams (1965)

Extract from a letter answering questions posed by a critic: “Is it about chance?
Well, yes, in the same sense that plucking petals off a daisy to the tune of “she
loves me, she loves me not’ leaves the answer up to the number of peials on the
particulor daisy. Is ‘she’ likely to love herself? That could be a comment o the
soem, o reflective post facto comment, because the poem was written while | was
Swing with someone who did indeed love herself mere than she loved me, and
maybe the poem wouldn't have been written if things had been otherwise. But this
wformation is hardly pertinent to poetic analysis, and my unluckiness in love has
little to do with the way the poem works out. | think it's important te say here
the poem has nine lines, the seventh and ninth of which are blank, but |
‘t yet found @ way fo represent that fact in black and white on o flat sheet

paper. What did | start with, the visual idec or the words? Both: the poem is an
stempt fo render the daisy love divination ritual typographically end lyrically.”
W.)
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Emmett Williams, “cellar song for five vaices” (1967)

" ‘cellar song for five voices' was written to celebrate the fifth or somethingth anni-
versary of an artists’ club in the cellar of the castle at Darmstadt, Germany. It isa
moral allegory—or so insists a friend in Texas concerning the 120 permutations of
five phrases during which the blackbirds and the bluebirds change places. As his
authority for this interpretation he cites St. Bernard: suo nobis descensu suavem ac
salubrem dedicavit ascensum {(by his descent he established for us a joyful end
wholesome ascent). Is this any mare far-fetched than the Freudian interpratation of
all the birds that fly in and out of so many of my poems? Be that as it may, it was
first performed at the now defunct Living Theatre in New York in 1962, and di-
rected by Jackson Mac Low. | have been told that the performers got all mixed up
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alf way along and started giggling, and that Jackson had to pull down the cur-
in (metaphorically ot least) and start them off all ever again.” (E.W., pragram
to Copenhagen performance.)



Emmett Willioms (1966)
“The first of two number games, The secand ene, an obscenity aimed at Southern
law-enforcement officers, was rejected by the Berlin publisher.” {(EW.)
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Emmett Williams (1966)
‘A festive marching song in the
shape of 10 dixie cups’ was written
for WIN, a publication of the New
York Warkshop In  Monviclence.
Printed with it was o note, lifted
from o letter to Jackson Mace Low,
that ‘i think it would sound lovely
hissed aloud by masses of falks.” "
(EW.}



do you remember

when i loved soft pink nights

and you hated hard blue valleys
and i kissed mellow red potatoes
and you loved livid green seagulls
and i hated soft yellow dewdrops
and you kissed hard pink oysters
and i loved mellow blue nights
and you hated livid red valleys
and i kissed soft green potatoes
and you loved hard yellow seagulls
and i hated mellow pink dewdrops
and you kissed livid blue oysters
and i loved soft red nights

and you hated hard green valleys
and i kissed mellow yellow potatoes
and you loved livid pink seagulls
and i hated soft blue dewdrops
and you kissed hard red oysters
and i loved mellow green nights
and you hated livid yellow valleys
and i kissed soft pink potatoes

and you loved hard blue seagulls
and i hated mellow red dewdrops
and you kissed livid green oysters
and i loved soft yellow nights

and you hated hard pink valleys
and i kissed mellow blue potatoes
and you loved livid red seagulls
and i hated soft green dewdrops

and you kissed hard yellow oysters
and i loved mellow pink nights
and you hated livid blue valleys
and i kissed soft red potatoes

and you loved hard green seagulls
and i hated mellow yellow dewdrops
and you kissed livid pink oysters
and i loved soft blue nights

and you hated hard red valleys
and i kissed mellow green potatoes
and you loved livid yellow seagulls
and i hated soft pink dewdrops
and you kissed hard blue oysters
and i loved mellow red nights

and you hated livid green valleys
and i kissed soft yellow potatoes
and you loved hard pink seagulls
and i hated mellow biue dewdrops
and you kissed livid red oysters
and i loved soft green nights

and you hated hard yellow valleys
and i kissed mellow pink potatoes
and you loved livid blue seagulis
and i hated soft red dewdrops

and you kissed hard green oysters
and i loved mellow yellow nights
and you hated livid pink valleys
and i kissed soft blue potatoes
and you loved hard red seagulls
and i hated mellow green dewdrops
and you kissed livid yellow oysters
and i loved soft pink nights ¢

Emmett Williams, "“do you remember” (1966)

This poem, which first appeared in Underground, was ‘translated’ into a six-coler,
24-foot-long graphic work silk-screened and collaged by Alison Knowles, to whom
it was dedicated. It is structured by six verfical progressions:

love
hated
kissed

and i
you

soft pink nights
hard blve valleys
mellow red potatces
livid green seagulls
yellow dewdrops

cysters
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black only black only black
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Y Jorathan iiliars | 1 €K

T Wallpaper Pattern for Southern Two-Seaters” is from Williams' forth-

toming Blues & Roots/Rue & Bluets, ruslic opplicotions of concrete! There are T e t
100 poems; and 100 photographs by Micholas Dean, with a prose inlraduction: by

‘Williams telling of tha “perils and delights of hiking 1,500 miles on the Appafa- Ck
shian Trail, ete.”
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OXEYE
DAISY
CHRYS
ANTHE
MUMLE
UCANT
HEMUM
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Jonathan Williams,

A Chorale* of Cherokee Night Music

As Heard Through an Open Window in Summer Long ago”’

*screech owl, hoot awl, yellow-breasted chat, jar-fly, cricket, carolina chicka-
dee, katydid, crow, wolf, beetle, turkey, goose, bullfrog, spring frog
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cheio

Pedro Xisto (1960)
cheio — full
vazio = void
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Pedro Xisto (1966)
a logogram: ZEN
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Yasuo Fujitomi, “Pan”

The exalted fitle, “Pan,” is contained in the first line, fuRAipan, which turns cut
to be the humble fRYing-pan. The emphasized syllables, accented more for rhyme
than for reason, one might say, give the poem @ sound-sense (or non-sense)
unrelated to the words in which these syllables occur. Exact equivalents for this
word-play are impossible in English. TO, for example, might be rendered “with”
or “and,” but to the Japanese ear it also carries the weight of “door,” “party,”
“shutter,” etc. An English adaptation, substituting notes of the scale for the ac-
cented syllables, might go something like “frying PAN / DQugh / Tin can / DOe
/ FAmily / . . . LAment.” This is, of course, a very rough approximation.
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Friedrich ACHLEITMER: Born 1930 in Schalchen,
Upper Austrio, Studied ot the Academy of
Fine Arts in Vienna (1950-53). Graduate of
the Clemens Holrmeister School of Architecture
{1953). Has 1o|.|g|'|'| Hﬂw‘- of worchiteeture of
the Acodemy of Fine Arts since 1963 A co-
producer, with H. C. Artmann, Konrad Bayer,
Gerhard Rbhm ond Oswald Wiener, of the
“lirerarischos caboret” in Vienno (1958~59). His
literary publications include hosn rosn baa
[Wilhelm Frick Verlag, Vienna 1959), o velume
of dialect poetry including works by Artmann
and Rishm; fleckerlteppich, an Austro-Bavarion
dialect book; sehwer schwarz [Eugen Gom-
ringer Press, Frouvenfeld 19460), number 10 in
the poesia concrete series; and the ploy super
rekors extra 100 (Kopfenberg 1941), o col-
labaration with Gerhord Rithm.

Alain ARIAS-MISSON: Born in Brussels of an
English mother and o Belgian father, Emigrated
to the United States as o refugee of the age
of 2. Raised in New York City and New Eng-
lond. Harverd graduate in Gresk studies. Ex-
tensive fravels in North Africa. Hos worked for
the United Notions ond US. Department of
State in information and cultural fields. He ond
hiz wife, the Asturian pointer Nela Arios, live
in Modrid. Arias-Misson has published exten-
sively in French and Spanish reviews. He hos
given readings of his expsriments in phonetic
poetry in the United States, South America and
Europe. His latest poem-objecis ore complex
constructions in plastic.

H. €. (Hons Corl Bronislavius) ARTMANN:
Borm 1921 in Vienna. A founder of the “Wiener
Gruppe" that dominated Viennese avant-gorde
activities from 1952 1o 1959, Hiz publications
include med ana schweazin dintn [Dtco
Mueller Verlag, Salzburg 1958), Austrion dig-
lect poems; Von denen Husaoren und anderen
Seil-Tanzern (Piper Verlog, Munich 1958): Der
Schlussel des heiligen Patrick (Otto Musllar
Verleg, Munich 1959); hosn rosn baa (Wil
helm Frick Verlog, Vienna 1959), o volume of
dialest peatry including warks by Friedrich

Achleitner and Gerhard Rihm; and many plays
for the theater and telavision. He lives i=
Malma, Sweden.

Ronalde AZEREDD: Barn 1937 in Rio de Je-
neiro. Since he |oined the Moigandres Grows
in 1956 his concrete pi have app d
regularly in Noigondres anthologies and Inves-
tio. According to Décie Pignatori, "Ronalde
Azeredo never wrole verses in his life: direcily
lo concrete poetry. Owns an extracrdinary ferm
intuitien. Now pursuing o sort of ‘grophic

prose”." He works in m:lu-rl-isinﬂ,

Stephen BANN: Born 1942 in Manchester, Eng-
gland. Has lived in Cambridge since 1960, with
froquent excursions to France, Germony ond
Austrio. Met lon Homilton Finlay in Augus
1964, and helped to orgonize Mike Waaver's
Cambridge exhibitions of concrete ond kinetic
poetry the and of the same yeor. Bonn is co-
auther of Four Essays on Kinetic Art [Motics
Books) and editor of an anthology of concress
poetry published by Alen Ross in london. He
edited the concrefe poetry number of the
Beloit Poetry Journal in Fall 1966, co-edits the
quorterly magazine Form, and has contributed
te various anthelegies.

Carle BELLOLI: Born 1922 in Milan, Eldast son of
the 14th Count of Seriate., Doctor of lettars end
philesephy, ond professor of aesthetics, Pest
art historian and eritic. An early inmovater is
the new poetry that during the 1950: came s
be called concroto. His books and portiolios of
poems include testi poemi mwrali, Edizies
Erre, Milan 1944; tavole visvali, Edizioni Gala.
Rome 1548; corpi de poesit, Mediterronees
Publishing Company, Rome & New York 1951
tavole visueli (second series), Edizieni Meps
Milan 1956; textes audioviswels, Edition Mo
térial, Poris 1959; stenogrammi dells gee-
metria elementare, Scheiwiller, Milan 1960
texte poéme poeme texie, Eugen Gomringss
Press, Frousnfeld 1961, sole solo, Editien
Honsjorg Mayer, Stuttgart 1967. His books on
oesthetics, art history and eriticism include L
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nell'Era Feudale (1946), Il Senso del
nella Lettarotura (1950); Arte Medi-
mea (1951), Filelegia Cibernetica e
ggie dell’'Estetica (1953), Elementi
nei nell’Architettura Brasiliana
1%55), Cinemao d'Avenguardia ond Storia
Tecniche e Critica delle Estetiche
\1%57); Brasilien Baut Brasilia / Brosil Con-
Brasilia (1958), Manifesto del Neo-
terranismo ond Arti Plastiche (1959],
Lz Spettacolo Futuriste ond Teatre, Cinema,
@=dic, Danza (1962), La Integrazione delle
Mrti nell’Estetica Neomediterranea (1962,
Wweove Direzioni della Cinevisualita Plastica
Satale (1962), Tensioni Lineari di Paul Man-
sswrofl (1963} and Il Contribute Russe alle
&wenguardie Plastiche (1964).

 #zx BENSE: Borm 1910 in Sl'rnihal.lrg. Studied
methamatics, physics and philosophy ar the
w=ivarsilies of Bonn, Cologne and Basel
Warked os o physicist in private indusiry until
- Weeld War I, when he was interned by the
Mazis. Loter, lecturer ond professor ot the Uni-
warsity of Jeno. Since 1950, professor of
philosophy and science at the Technische
Bachschule in ﬂullgurf. He hos been gusts
Secturer ot the University of Homburg, the
Bechschule fiur Gestaltung in Ulm, and in
Bearil, Interest in his theory of text, ond in his
swn experimental writing, hos spreed far be-
yend Germony; o Bense Reader, to be pub-
Sshed by the Something Else Press eorly in
1968, will help the non-German-speaking reader
essess Bense's coniribution to modern oesthet-
1. Hizs non-theorotical publicartions inciude
Srignan, rof 1, Verlog der Augenblick, Stutt-
gort 1961; Bestandieile des Variiber, Kie-
penhsuar & Witsch, Celogne 1961; Entwurf
winer Rheinlandschoft, Kiepenheuer & Witsch
1962; Vielleicht zundchst wirklich nur, rot
2, Stuttgart 1963; Pririse Vergniigen, Limes
Werlag, Wissboden 1964; tallose berge, Edi-
#on Hansjgrg Mayor, Stuttgart 1965, ond
Terstorung des Durstes durch Wasser, Kie-
genhover & Witsch, Cologne 1967.

fdgard BRAGA: Born 1898 in Alogoas, Brozil.
Shysicion. Augusto de Compos writes: "After o
leng experience with medernist (post-symbolist]
poetry, he come fo concrete poetry, in_ 1959,
with his book Suburbio Branco (White Sub-
wrb) Followed soon ofter by Extralunaria
(Extrolunarion), 1960. Soma [Sum), his next
book of poetry, 1963, radicalizes the spatial
structures of the earlier colleclions, and gives
ws his pur=st concretes, whers some hints of
=adieval Portuguese lyries may be found. In
ki3 recent boock—his ‘tactilograms’ and his
%atoo poems'—Dr, Braga develops a sort of
sdeagraphic handwriting where letters and
drowings interrelote in o gestotion of form
which has something to de with his profes-
sional woctivities os o surgeen: some 15,000
bobies born in his honds.”
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Claus BREMER: Born 1924 in Hamburg. Studied
philosophy, literature ond orl histery of the
University of Freiburg. In Freiburg, where he
olse troined as on adter and director, Bremer
began his closs friendship and colloboration
with the late Rainar M. Gerhardi, poet, editor
and publisher of the review Fragmente, era-
ated to help cose the “culture gop” Impossd
on Garmany by the Mazis. In 1952 he begon
sight years of collaboration with Gustav Ru-
dolf Sellngr ot the Landesthoater in Darmstodi,
earning o Euwrope-wide reputation for his re-
search in oxperimental theoter. In Dormstadt
he olse edited Das Newe Forum, o clearing
house for writings on avamt-gorde theater,
and was closely associated with Daniel Spoarri
ond Emmett Willioms m the “Dormstddier
Kreis” of concrete poots, kinetic arl, dynamic
theoter, ete. In 19560 he became Chefdramaturg
of the m{lﬂidpl:ll theater in Baﬂl, S'Ivilxerlund.
ond in 1962 wos oppointed to o similar post
in Ulm. From 19582 to 19565 he taught ot the
Uimer Hochschule fiir Gestallung. He now
lives at Siedlung Helen, near Born, whera he
woarks aos free-lance writér, tronslator, and
guest director. Hiz publications indude poesie
(Karlsruhe 1954); tabellen und variationen
(1940} ond ideogramme (1964), both pub-
lished by the Eugen Gomringer Press in
Fravenfeld; Theater ohne Vorhang (5t Gol-
len 1962) and Das oktuelle Theater (1944),
collections of his writings on the thaeter; and
engagierende texte, Edition Honsjorg Moyer,
Stuttgart 1966, Bremer hos transioted plays
by Sophades, Anstophanes, Shakespeare, Beou-
mont ond Fletcher, Tiora, lonesco, Audiberti,
Pravart, Gani end Speorrl.

Henri CHOPIN: Born 1922 in Poris. In 1943,
deported as a forced laborer, later interned
in :ﬂmpl iﬂ :l.!hﬂi:ﬂl‘ﬂ“ﬂ ﬂﬂd Gurmnllr.
1945, Soviet Union. Reiurnad to France 1o find
his fomily hod been axtarminated. Joined the
military, terved in Indoching, returned to Paris
sick and “surtov! ontitout” Chepin's carliest
preserved wrifings are peems of the resistance
writien during his internment in Crechoslovakia.
His callections of poems include Signes, Edi-
tion Caroctéres 1957; Chand de Muit, Editian
Tour de Feu 1957; Présence, Edition podsie
Mouwvella 1957, FArriviste, Edition Coractbres
1958, and Lo Pewur, Edition Cinquitme Soison
1959. Many of his eudiopeems, Including
Vibrespace, La Fusée Interplanétaire, Indi-
catif 1, FEnergie du Sommeil and Sol Air,
have been relecsed in the OU series of
Cinquiéme S5Saison, of which Chepin iz editor.
Sol Air ond Vibrespoce served os the nucei
of experimantal ballets performed in Paris, and
the Alm wversion of I'Emergie du Semmeil,
made with Béguier and Bertini, wos owarded
the Prix Antonin Artavd in 1966, Fart of a
novel, Le Dernier Roman du Mende, was
publiched in OU 26/27 in 1946, Chopin's re-
view OU iz o majer forum of concrete and
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audio-visual poefry. Ho has arranged maore
than 30 exhibitions of objective and visual
poetry, and his eritical writings have been
widely published,

Caorlfriedrich CLAUS: Born 1930. Lives in
Annaberg-Buchhel:, German Democratic Re-
public. Early influences: the philosopher Ernst
Blech and the Lurian cabbala. The mast com-
prehensive guide to the work of Clous (labeled
“the most radically fantostic and eclegant of
the new poet-artists” by a writer in the Lon-
don Times Literary Supplement) ic Motizen
twischen der experimentelion Arbeit—au
ihr, published by Types Verlog in Frankfurt.
am-Main o3 a cotologue to the 1964 retro.
spective exhibition of his work in Baden-Baden.
Clous’ work can be roughly divided into his
Klang-Gebilden [1952-59);  the Sprechexar-
cilien experiments on magnatic tepe (1959);
Phosen and other typewritten iexts (1958-)
the Geschichts-Kombinot, dialecrically intorre-
lated texts printed on transporen! paper
(1959-64), and the Reflekticrende Reflexionen,
script montoges on glass and mirrors (since
1961).

Bob COBBING: Born 1920 in Enfleld, Middle-
sex, Englond. lives in Llendon. Co-editor and
publisher of Writers Forum Poets. Cobbing hes
mode monoiypes using typewriter and/er du-
plicater since 19492, His first sound poems date
from 1954. His publicotions include Massacre
of the Innocents (1963), with Jahn Rewan;
26 Sound Poems (1965] and Extra Verse
No. 17 (1968). In 1988 he mode o record of
sound poems with the Austrion poet Ernst
Jendl. His tapes include Sound Poems, made
in collaboration with the BBC Radiophonic
Warkshop ond broadesst in January 1966;
Chember Musie, Are your children safe in
the sea (broadcast in July 1966}, Warm and
Kurrirrurriri, preduced independently.

Augusto De CAMPOS: Born 1931 in Sdo Pavle,
Brozil, Co-founder, with his brother Haroldo
and Décio Pignotari, of the Noigandres Group
in 1952, ond co-cuthar of the “pilet plan fer
concrete poetry” [1958). His first concrete poems
were published in the anthology Noigrandres 2
(1955}, rthe sama year the colared poems in
his poetamenos serigs were presented at the
Teatre de Arena of Sde Pavle projected on o
screen ond read by fowr voices. His publica-
tions, apart from the lorge body of his work
in Moigondres anthologie: and Invenghe, in-
clude O Rei Menos o Reino (1951); o rans-
lation of Ezro Pounds Cantos (1960), in
collaberation with his brother and Pignatari:
e. e. cummings—10 poemas (1960) and
Panaromo do Fiemnegons Wake de James
Joyce (1962), translations (with his brother)
of eleven fragments, with notes and critical
texts, and Teorio da Peesia Concreta {1965),

An Anthology of Concrete Poetry

with his brother and Plgnatari. “It was chiefly
through exchanging letters and books with
Avgusto de Caompos—who sent them the 'piles
plan'." writes Pignatari, “—that lan Hamiltes
Finlay, Scotland, and Dom Sylvester Houédord
058, came enthusiostically to conerate postry.”

Harolde De CAMPOS: Born 1929 in Sae Poule
Brazil, Co-founder, with his brother Augusis
and Dacio Pignatari, of the Noigondres Grows.
ond co-outhor of the “pilet plan for cancrete
poetry.” A profound student of global litera-
ture, he has transiated or colloborated e
translations from Chinese, English, French, Ger-
man, lelian, lopanese, Russion, Spanish, e
In 1957, after the launching of the interna-
tional movement for concrete poetry, de Campes
wrote fo Kitesono Kotue in Tokyo, introducing
him to the problam: of tenerste poctry—and
the result was the first Joponese concrels
poem, by Kotwe [n similor foshion, througk
travels and correspendence, he hos proselytized
for the new postry througheut the warld, In
oddition to the large body of his work i
Noigandres anthologies and Invencdo, he hes
published Auto do Possesso (1949}, Sarvidas
de Passogem (1962), Panaroma do Finnes
gans Wake de James Jayce (1962), translo-
fions (with hiz brother) of oleven fragments
with notes and critical texis, Alea I—Semantic
Variations (1964), ond Versuchsbuch Galax-
ien (1966},

Paul De VREE: Born 1909 in Antwerp, Teacher,
novelist, poet, painter, film-maker, critic. Presis
dent of the Belgian National Center of Modera
Art, and secretary of the review Do Tafelronds,
His publications include Egelronde {poems)
1957; Threw In ({criticism), 1459, Grond-
beelding [poems), 1960; Clese-up der
Vliaamse Dichtkunst van nu (a four-volume
study of recent Flemish poerry), 1961-63
pl. acid. amore (poeme), 1963; h. eras. hima
Ipoomz), 1965; Vieamse Avantsgarde (on
anthalogyl, 1968; explositieven (visual
pocms), 1966, and ximpreovisaties (o collec-
tion of his concrete ond oudio-visual work),
in preparotion.

Roinhard DOHL: Born 1934 in Wattenscheid,
Germany. lives in Stutigert. Hiz publications
include 11 texre [(1960), missa profanc
(1959-61), sa etwos wie elne geschichre
von etwos (1962), fingeribungen (1942)
portriit einwiinde (1962), prosoc zum bel-
spiel (1965), 4 texte (1965) and es anno
(1966). In 1963 he edited zwischen raume.

Torsten EKBOM: Born 1938 in  Stockholm.
Lives in Uppsola. Ekbem has published Fve
novels, the last two incorporoting many of the
procedures of concrete poetry. Signalspelet
(The Signal Game) is writien by o fclive com-
puter os the “prose machine” using moterial
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from on old Biggles book of W. E. Johns. His
latest, Spelmatriser for Oporation Albotross
{Gome Motrices for Operation Albatross), is
Based on the theary of games: fifteen matrices
ere eplaborated by computers for two oppes-
ing powers, the Reds and the Blues, o model
of the Cold Wor. Communications vio spy satel-
lites, teleprinters, TV, ete, form o global in-
trigue, and the international cast is manipu-
lated by tables of rondom numbers. The
outhor, who likens the method te Dr. Strange-
lova interpreted by Morshall Mcluhen, calls the
result @ “strategic puppet theotre. His work
in progress is o pseudo-pelitical novel with
flow diugroms ond other concepis borrowed
from cybernetics. Ekbom wos editor of the
raview Rondo (1961-54) ond (urrenlf-,r edirs
Gornlla, which has rtcurﬂfy published manifes.
tos on ort and technology, cybernwtic comic
“strips, Timathy Leary, Buckminster Fuller, Mar-
shall Mclvhen, Murroy the K ond Susan Sontag.
Ekbom fronslated Johm Coge's Silence ond
Somuel Beckett's Watt. He writes critical arti-
clas for the Stockhelm newspoper Dogans
Nyheter, ond lBl.‘ll‘I!Ir puhlished o monogroph
on painter-poer Oyvind Fahlstrém,

Byvind FAHISTROM: Born 1928 in S30 Poulg,
Zrozll, of Swedish and Morwegion parents.
Fomily returned to Sweden in 1939. Studied
kistory of art and archasclogy. In 1950 he
started writing peems and plays, and critical
articles For Stockholm papers. In 1953, the
yeor ofter the first one-man show of his paini-
mg1 and drawings, he published Manifesto
for concrete poatry. Since he camo te New
York on a scholarship in 1961, and settled
there, he hos hod ome.man shows of his
paintings in Paris, Srockholm, New York and
sther cities, ond represented Sweden of the
XXXl Biennole in Venice in 196&. Much of
Fahlstram’s pictorial wark shows the influence
of his early interest in concreie poetry: The
warigble diptych “The Planetorium™ (1963),
for exomple, wiilizos mognetized costumes that
ton be ploced on “charcciers” who change
s=x ond identity os the “conversation” pro-
eseds; on o smaller picture by the big one,
every figure is represented by words from the
conversation, and thess words change depond-
ing on the clothes put on the figures. Verbs
correspond fo skirts or ponts, prancuns to
Blouses and shirts, nouns to coats, etc. There
kos boen ronewed interest in Fahlstrom's poetry
with the republication of his eorly concrete
work in Bord Dikter 1952—1955, Bonniers,
Stockholm 1965,

Carl FERNBACH-FLARSHEIM: “As for the ‘bie-
bibliographica!’ nofes you request: | wos born
af 8 pm (I wos tald) Seprember 8 (Virgo),
1921, and ocquired gray hair sconer than some.
| was born in Gleiwitz, Germony, or Gliwice,
Poland, in the province of Upper Silesio. As
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for the rest - . . why do they waont to know?
You might ask them . . . the reoders (ofici-
onodos).”

len Homilton FINLAY: Borm 1925, Llives in
nerthern Scotlund, Poet, toy-maker, typogra-
pher. His first collection of poems, The Dancers
Inherit the Party (1959), attracted the ai-
tention of @ number of estoblished paets in
the United States; his next book, Glasgow
Beasts, An @ Burd—Hew, An Inseks, An,
Aw, a Fush (1940], which eschewed literory
Scots in favor of the indusirial dinlect, at-
tractad the attention of Edinburgh outheritias,
who were forced 1o ban demonstrotions agoinst
it. The same year he founded the Wild How-
thorn Press, and there followed o succession
of warks, typographically rendered by Finlay,
that establizhed him as the major concrets
poet in the British lsles, whose work has in-
fluenced many of the younger poers there and
in North Americo. These werks include Concer-
tine (1961); Rapel. 10 fouve ond SUpremao-
tist poems (1963); Cannl Swripe :eries 2,
Canal Stripe series 3, and Telegrams from
my Windmill (1964}, Ocean Stripe series
2, Ocean S$iripe series 3, and Cythera
(1965); & Small Pears for Eugen Gomringes,
& Smaoll Songs in 3's, Avtemn Poem and
Teo Leaves and Fishes [1965). Two collec-
tions, The Blue and the Brown Poems ond
Haney by the Water, ore scheduled fer pyb-
licatien in 1967, In oddition, Finlay has made
a series of standing poems; Earthship, o paper-
seulpture poem, and large poem-constructions
in a@lass and concrete. A collection of shert
storias, The Sea-Bed and Other Steries, was
published in 1958, and Universal Editions in
Vienna released o Germon translation of his
carly Walking Through Seawood end Dther
Plays in 1955,

Lorry FREIFELD: Born 1941 in New York City.
Poet, grophic ertist, composer and performer.
Freifeld writes of himself: “Studied music under
stholarship of Henry Street Music School. Ap-
peored on the cover of Dance Magazine in
1952, . . . He mover went to class because he
hod a date and when he wos 16 he wrote
'l 'am a fool | om o feel for twenty years |
went to school Now everytime | pass | pee on
Mew Yark University.” First published in Wagner
Literary Magorine 1965 under the name Jacob
Yuder. Other publicotions in Kauri, WIN, Hiko.
Demonstration and reading Jan. 25th, &7, Si.
Maorks. Shares his home with actrass Lois Unger
and their 18 menth sld doughler Jennifer Rose
two of the most beoutiful women in the
world . . . Blah.”

John FURMIVAL: Born 1933 in Llondonm. Lec-
turer ot the Scheol of Graphic Pesign and
Audio-visual Communications, Bath Academy
of Art. Studied ot Wimbleden School af Art
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and the Royal College of Art, Co-editor, with
Dom Sylvester Houédard and Edward Wright,
of Openings, Furnival has dene typagraphical
renderings of the work of mony peets, includ-
ing Mory Ellen Solt and Ronald Johnsan. His
constructions hove been widely exhibited in
Great Britoin, the United States and Europe,
and his poems have oppearsd in many peried-
icals and antholegies.

Heinz GAPPMAYR: Born 1925 in Innsbruck,
Austria. Lives in Innsbruck. Designer. His pub-
lications include zeichen, Pinguin Verlag,
Innsbruck 1962; zeichen I, Innsbruck 19&4;
Zur Theerie der Kenkreten Poesie aond
Antonio Caolderara, lecture-essoys published
by Studio UNd, Munich, in 1965, and “Llo poesia
del concrete” in the review modulo, Gemou
1966, Gappmayr has had onecmon shows of
his visual poems ot Stwdic UNd in Munich and
ot the Studie di Infermazione Estetica in Turin.
His work has been widely onthologized.

llse GARNIER: Bern 1927 in Kaiserslautern,
Germany. Studied at the universities of Mainx
and Poris. lives in Amions. Her publicatians
include L'Expressionisme allemande (in col-
laberation with Pierre Garnier, q.v.), Editions
A. Silvoire, Paris 1962; Poémes mécanigues
and Protetypes—textes pour une architee-
ture, both with Pierre Gornier; and numersus
critical articles In Eurepean reviews., Her Spa-
tiolist short story Jeanne d'Bre will oppear
in 1967,

Pierrs GARMIER: Born 1928 in Amiens. Stud-
ied ot the umiversities of Paris and Mainz,
Professor of German ot the Lycée d'Amiens.
Since 1963 Garnier hos edited les Lutires, the
Spatialist review, an involucble source of
international experimental writing. His pre-
concrete collections of poems include Les Armes
de la Terre, Editions A. Silvaire, Poris 1954:
Lo nuit est prisonniére des étoiles, Silvaire
1958; Seconde Géographie, Gallimard, Peris
1959, ond Les Synthéses, Silvaire 1961, His
Collected Poems 1952—41 were translated
into Greek ond published by Difros Press in
Athens, os was his novel Et par omoug
voulaient mourir. He hos publiched a col-
lection of essays on Nietzscho, Heine, Movalis
ond Gosthe [Seghers) and a study of Gotrfried
Benn (Silvoire). His concrete publications, all
of which hove appeared in the Spotialist col-
lection of Edilions Silvoire, incdude Poémes
mécaniques and Prototypes—textes pour
une architecture, both with llse Garnier;
Poémes franco-joponals, with Seiichi Niikuni,
and Poémes spaticux picards. Othon Iil, o
Spatidlist movel, will oppear in 1967,

Mathias GOERITZ: Born 1915 in Danzig. The
architect-painter-sculptor has lived in Mexico

| in Frouenfeld, Switzerland, in
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since 1949, directs the visual education wark-
shops of the Mexican Maotional Schoal of As-
chitecturs, and s o professor ot the Ibere-
American University, From 1941 1o 1949 he
lived in Merocee ond Spain. His early sound-
poems and graphic constellations, writien dus-
ing this period, were published under the name
Werner Brunner. Since he built his “poeme
pléstice,” o sculptured poem in iron, for the
experimantal musewm El Eco (which he de=
signed) in Mexico City, his poetic energy has
token a monumental turn. Frem ground-ploss
thot resemble ane-letter and one-word cone
stellations have risen such poems in concrete
as the five towers of Civdad Satélite (beiwees
135 ond 190 feet high) outside Mexico City,
the 150-foct-high Autemex Towers, symbol of
the new Mexicon autamobile industry, ond the
90-foot-lang VAM rood-morker on the Mexics
City—Folucn highway. Goaritz' mest recent con-
creta publication is mensajes del oro, which
dates fram 1960, published by Edition Hansjers
Mayer, Stutigarr 1965. In 1966 he arranged on
international exhibition of concrete poetry of
the University of Mexice, the nation’s frsk.

Evgan GOMRINGER: Barn 1924 in Cachuels
Esperanro, Bolivia. Educated in Switzerlans.
studied art history in Berne and Rome, and
served os Max Bill's secretory of the Hochschule
fiir Gestaltung ar Ulm, Germany, from 1954 te
1958. Ha founded the Eugen Gomringer Press
1959, which
through the yeors hes made ovailable the
basic texts of concrele poetry. Since 1959 he
has worked as an on directer in Swiss indus-
try. His publications include konstellationen,
Spirol Press, Berne 1953; the manifeste "vem
vers zur konstellation”™ in Augenblick MNo. 2.
Agis Verlag, Badan-Boden 1954; "max hill und
dic konkreie dichtung” in max bill, a volums
of rributes to the artist, Arthur Niggli Verdog,
Teufen 1958, 33 konstellationen, Tschudy
Verlag, 5. Gollen 1960; 5 mal 1 konstelle-
tion, Eugen Gomringer Pross, Fravenfeld 1960
die konstellationen (his collected constella-
tions), Frovenfeld 1983; dos stundenbuch,
Mox Huber Verlag, Munich 1965, ond manie
feste uwnd dartstellungen der konkretem
poesie 1954-1966, Golerie Press, St. Gallen
1966,

ludwig GOSEWITI: Born 1936 in Moumburg.
Germany. Lives in Berlin, Composer, poet, joxz
musician. Studied Germanistics of the University
of Marburg. His publications indude #ypo-
gramme, Eugen Gomeinger Press, Frouenfald
1962, "dazwischentext,” in dé-coll/oge 5.
Cologne 19866; 12 partituren fiér vokole
dusserungen, Edition Ei, Berlin 1986; and
poems and texts in various reviews and on-
thologies. His wirfeltext woas manufactured
in o limited edition of 20 by Edition Et, Berlin
1966, Gosewitz’s visual poems and poem-
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objects hove been exhibited in Amsterdam,
Berlin, Darmatadt ond other Europeon cities.

Bohumilo GROGEROVA: Born 1921. Lives in
Prague. Her published writings indude o mon-
tage diory, o play for the absurd theater,
many children’'s books, translations of St. John
Parse, Eugéne lonesco, Pater Weiss and ethers,
snd parts of a work in progress, Philosophi-
cal Schemata. For her colloborotion with Josef
Hirsol on job boj see note 10 “manifeste’ on
page 138.

losef H"lgﬁ.t: Born 1920. Lives in Prague.
Teacher, journalist, editer and publisher. His
works incdude five volumes of poeiry, o series
of children’s books, translotions of Christian
Morgenstern, Edgor Allan Poe, North American
felk poems, Heinrich Heine, Hons Maanus
Enzensbarger, Holmul Heissenbitiel, Roymond
Queneaw, and Renaissonce poetry fram Dubrov-
nik. He is preporing on international anthelegy
of exparimental writing. For his collabaration
with Bahumilo Grigerovo on job boj, see note
to “manifesta” on page 138.

José lino GRUNEWALD: Born 1931 in Ris de
Jongiro. Lowyer ond journalist. A well-knawn
film and movie critic, Griinewald also writes o
weekly political colomn for the Correio da
Manha, the maost imporiant opposition news-
paper in Brozil, His book Um e Dois sppoarod
in 1958, the yoar he joined the Moigundres
Group. Since then his work hos appeared regu-
Jarly in Invencde ond Moigandres anthologies.
Grinawald has published translations of Eisens
stein, 5. . Hoyokown, Gorcio Lorco ond Wil-
liom Carlos Willioms.

Brion GYSIN: Born 1916 in Englond of a Swiss
fathor and o Canadian mother. Lives in Tangier.
An American cifizen, Gysin has spent most of
hiz life obroad, chiefly in Paris and North
Africa. His publicolions include Minutes ta Go
Iwith William Burroughs, Sinclair Beiles and
Gregery Corto), Two Cities Editions, Paris 1960;
end The Exterminator [with William Bur-
roughs), The Auerhohn Press, Sam Froncisce
1960. Both velumes have examples of the cut-
wz method ond permutoted poems; The Ex-
terminotor contains five of Gysin's calligraphic
poems. Gysin, @ founder of the Domaine Pae-
#que in Poris, gives frequent performances
of his work, ond his pooms have been broad-
ce3t in France and England. He is the inventor
=f the “"Dreom Mochine,” a rotating psychedelic
“wisvol oid” which functiens only when the
syes are closed. His first novel will be pub-
Eshed in 1947,

Al HANSEN: Born 1927 in New York City.
Warked in commerdal art end graphic design
wntil 1958 when he founded, with Dick Higgins,
2 New York Audic-Visuol Group, and
leunched his first Happenings and multiscroon
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projections. In 1962 Hansen opened the Third
Roil Gollery of Current Art. A one-man shaow
at the Judson Gallery in the winter of 1964
ond o second af the New York Six (which first
featured his Hershey Bar wropper colloges)
estoblished his reputation s a Pop artist. His
work hangs in severol museums ond many
private collections. His publicotions include
A Primer of Hoppenings & Time/Space Art
{Something Else Press, New Yeork 1945] and
Incomplete Requiom for W. C. Fields (Great
Bear Pomphlets, New York 196&). He is cur-
rently ot work en o new book, New Tronds
in Art Today.

Vacloy HAVEL: Born 1836 In Progus. Droma-
turgist ot the Theater on the Balustrode in
Progue He has written twe ploys, The Garden
Party aond The Memorandum, both per-
fermed in Progue ond other Eurcpean cities,
ond seon to be published by Grove Press im
English. His collection of typographical poems,
The Anticodes, wos recently published in
Progue together with his plays and twe oszays
in The Minutes, He iz presently finishing his
third play.

Helmut HEISSENBUTTEL: Born 1921 in Wilhelms.
hoven, Germony. Studied Germanistics and art
history ot the University of Homburg. Since
1957, an editorial director of the South Ger-
man Radic Network in Smrrgarr, One ef the
most originel contemporory German poets, he
has received the Lessing Prize ond other literary
owards. His works incude Kombinationen
(1954] and Topographien (1956), both pub-
lished by Bechiel WVerlag, Esslingen; chne
weiteres bekannt, Eremiten Press, Stierstadt
1938; Texte chne Komma, Eugen Gomringer
Preas, Frauenfeld 1940; and Texthuch 1 (1980),
Textbuch 2 {1961), Toxtbuch 3 (1962), Text-
buch 4 (1964) ond Textbuch 5 (1965}, oll
published by Walter Verlag, Olten and Frei-
burg, Waller Verlag hos alsa issued o volume
of his essays, Uber Literotur (1966).

Ake HODELL: Barn 1915 in Stackholm. Director
of the avant-garde publishing house Kerberos,
and on editer of the review Gerilla, published
by Bonnier in Stockhelm. Hadell’s books, which
apply the techniques of conerate, visval and
sound poeiry to longer literary forms, in-
clude flyende pilot (1953); igevér (1983),
sssvvviiissscechhh (an onthology, 1964}, Gen=
eral Bussig (1964), Bruksanvisning f&r
symuskinen Singer Victeria (1965), Order-
buch (1985}, Laagsniff (with phonagraph recs
ord, 1966), C A 36715 (1) (1944), ond Verner
von Heidenstam, Nya dikter (1967). verbal
hjarntvatt (1965) is o phonograph record
with selections from General Bussig ond
igevéir. In addition, Hodell hos written ond
produced experimentol ploys ond Hoppenings
at the Moderna Musest and the Pistal Theater
in Stockholm, ond his graphic work is repre-
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sented in the collection of the Swedish Naticnal
Mussum. Hodzll's most recent sxperiments with
sound poetry were presented at the Meoderno
Museet in April 1967, and broadcast by the
Swedish Radio.

Dom Sylvester HOUEDARD: Born 1924 on the
islond of Guernsey. Studied at Elizabeth College
[51. Peter Port), Jesus College (Oxford) and
51. Anselmo College in Rome. Joined Prinknosh
Abbey, Gloucester, in 1949, Laoding theorist of
concrete, visval, phenetic and kinetic poetry in
the British lsles. Hovédard hos been interssted
in typewriter arabesques (“thot led direct 1o
typesiracts”) since 1945, His work hos been
published extensively in European ond Nerth
American reviews and anthalegiss.

Ernst JANDL: Barn 1925 in Vienna. Studied
Germanistics and English af the University of
Vienna. Since 1949 Dr. laandl hos tought of
grommar schools in Vienna. He begon his ex-
periments in longuage in the mid-fifties, as an
act of protest against the traditionalism prev-
olent in poetry. “Loter,” he writes, “when
manipulating linguistic materiol become an
aobsorbing end in its=lf, aggressiveness was ne
lengar @ major <encern. Disregard of the con-
wventions of longuoge was reworded I:r the
discovery of new woys of maoking grotesque
poems, maony of which were meant to be
spnl:!n rother than read qubrlv, Morsovar, the
exporimontal peam was willing to sccomplish
what its more conventionol relative was only
ready to describe.” His publications include
Andore Avgen (poems), Bergland Verlag,
Vienna 1956; lange gedichfe, RotaText Mo
16, Stutigarr 1964; klare gerihrr (visval
poems), Eugen Gomringer Press, Frouenfeld
1964; mai hart lieb ropfen eibe hold,
Writers Ferum Peats No. 11, Londen 1965;
sprechgedichfe, Writers Forum Recard Mo, 1,
Londen 1965; szenen aus dem wirklichen
leben, Manushripte No. 17, Grax 1966 (first
performed of Theater an der Wien, Vienna,
June 18, 1965), and Laut und Lulse (poems),
Walter Verlag, Olten 1966. Jandl’s translation
of Robert Creeley's The Island was published
by Insel Verlag, Frankfury, in 1965,

Bengt Emil JOHNSON: Born 1936 in Saxdalen,
Dalecarlio, nerthern Sweden, where he lived
unfil 1965, working os a village shopkeeper,
In 1965 he moved to Stockhelm, where he
works in the music depariment of the Swedish
radie. A pianict and composer, he studied
music from the oge of & He wrote his first
poems when he wos 5. His publications include
Hyllningarna (The Owations), 1963; Essaer
am Bror Barsk och andra dikter (picture
poems), 1964; Gubbdrenkning (a record with
textbock), 1965; Slipkeoppel med vida varl-
den, 1966; ond Semikolon [sound-poetry, with
record, done in collaborotion with Lars-Gunnar
Bodin), 196&. Since 1962 Johnson hos writlen
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ond perfarmed rodic-posiry, stoge-poems oms
sound-poems for groups of readers, and severs!
tompositions for piane aond chamber ensemble.
performed in Steckholm ond other cities. He
has published essoys en music and literciees
in newspopers and reviews, and a book on the
Swedish sculptor Elis Eriksson. His most recest
waork, a four-channal poem for many veicss
aond concrete and electronic sounds, lies “some-
where between ‘postry’ and ‘music’ Johnses
has mode an English version of Semikalen
which will be released in 1967.

Ronald JOHNSON: Bornm 1935 in  Ashlond
Konsos. "Education—Calumbla / Cedor Bes
Class of ‘60. Boor's Heod Prize for Postry
Columbia, 1560, Inez Bowlton Prize from Postry
[Chicage), 19656. My eorly posms celebrotes
pre-telovision Dedge City ond were, accordine
ta Mina Loy. ‘gracious to buffalo’ My poess
have olwoys been obstinately optical, com
posed only on the typewriter for the size of 2
typewritlen poge. Concrete postry offers, e
me, not the ‘purity’ of Mendrian, etc., but the
odded possibility of transcending the linearity
aof type. How to make o poem flat as o proiris®
How to plant troes betweoen the letters or o
balance @ real moon on the word ‘mooa™
These continvally osk for ancwers, Gustes
Mahler said 'ta write a symphony, means =
me, o construct o whaele wurlll, ming all the
ovoiloble rechniques. The ever new and choms
ing content defermines ita own form.' | west
o concrete poetry, not of exclusion, but of =
cluzsion. A wheler world, ™

Hire KAMIMURA: Born 1930 in Tokyo. Teaches
Germon languoge and literature ot Konsai Use
versity in Qsake, In 196667 he did resecred
wark at the University of Morburg ond St
gart, He hos written on German Expressionis
writers, ond hos tronsloted Ernst Stadler ons
Georg Heym into Jopaness. The selaction of ks
work in this enthelogy is raprintod from §
vekaltexte, Edition Hansiarg Mayer, Stuligas
1967,

Kitaseno KATUE: Born 1902 in Mie-ken, ede
cated at Chue University. Lives in Tokys
Founder and editor of the avani-garde megs-
tine Wou. The Jopanese interesi in concress
poetry can be wraced directly to Kotue, oss
of the most impertani contemporary poefs s
Japan. “In 1957,” recalls Haroldo de Compas
"ofter the lounching of the international move-
ment for concrefe poetry, | wrole 1o Kilasons
Kotue, introducing him to the problems of =
concrefe poetry ond irying to establish some
connection with his theory of ideoplosty (=
expounded by e.p., Guide te Kulchur, pp. 137
40). He onswered me very pasitively: doing &
concrete  poem—"tanchona kukon' (monoiosy
of void spaca), published in Vou No. 58, New
1957. | tronslated it into Portuguese, and ke
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reprinted my tronslotion in Vou Mo, 63, Sept.
58. This was the first concrete Jopoem and the
bridge for the movement in that country.” He
has published postry, criticism and translations
from the French. Selections of his werk have
appeared in English in New Directions, the
Quarterly Review of Literature, A Little Treas-
wry of World Paetry (Scribners) ond New
World Writing (4th Mentor Selection).

Jifi KOLAR: Born 1914 in Profivin, Crechoslo-
vokio. Lives in Prague. Fram 1941 to 1957 he
published seven coflections of poetry, In 1959
Kolar wrote his Tribute to Kasimir Malevich,
followed by ¥ &1, o collection of consrellations,
fragments of conversations, newspaper clip-
pings, linguistic concretions, etc, ond Sign-
board for Gersaint (1962) which introduced
his "evident poetry.” Kolar hos colloboroted
on fronslations of Carl Sandburg, Walt Whir-
man, T. 5. Eliot, 51. John Perse, Somuel Beckett
and other writers, and his collages have been
exhibited in one-man thows in Prague, Londan,
Miami, Lishen, Vienna, Genoa and other cities.

Ferdinond KRIWET: Born 1942 in Dusseldeorf.
Seif-raught. Lives in Dusscldorf, His publicas
tiens include Rotor (1941); 10 Sehtexte (1962);
Sehtexte 2 (1964); Lesorattenfinge (1965,
commentories on his visual texis, oll published
by M. DuMoni Schauberg, Cologne; and Durch
die Runse ouf don Rodder, Wolfang Fistkau
Verlog, Berlin 1965. His works for the theoter
include Offen, performed in Ulm in 1962;
Aspekrakel, a play for mobile theatre, com-
missioned by ihe municipal theater in Galsan-
kirchen; Texttheater (1963) and Lecture
{1965). His acoustical texts for radio incdude
Horfext 1 [1963) and Jaja (1965). Since 1963
he hos had ane-men shows in Dusseldorf, Gels
senkirchen, Stutigort, Ulm, Zeist (the Nether-
fonds), Berlin, Paris ond MNew York.

Arrigo  LORA-TOTINO: Born 1928 in  Turin,
Founder (1960) ond diractor of anlipivgiv, o
review deveted te experimental wiiting, and
director of the review module, tha first num-
Ber of which wos an international onthology
ef concrete poetry. With Enore Zofiri and
Sandro de Alexandris, Loro-Tofine founded the
Studio di Informazions Estetico in Turin, which
Bas explored the interaction of diverse artistic
farms. His paintings hove been widely exhib-
ied since his first one-man show ot the Galleria
i Prismo, Milan, in 1959. With Corlo Belloli,
be helped ectablish the Muvseum of Confem-
porary Poatry at Turin,

Jackson MAC LOW: Born 1922 in Chicago.
Studied music there from the nge of 4, began
composing music and poetry ot 15, and did
work in philesophy and comparative literature
= the University of Chicogo frem 1939 1o
#9483, After moving te New York, he continued
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his musical studies, worked ot various [obs,
co-edited an anarchist newspaper, and chiainad
a B.A. in Greek at Broocklyn College in 1958.
In 1954, with his 5 biblical peems, Moc Low
invented a kind of verse in which tha unil is
the “event’ rather than the foon, sylloble, stress
or codence. His ploy The Mearrying Maiden
(1958} is constructed with o wvocobulary of
words ond phroses from the Chinese Book of
Changes (I Ching), chesen by cbjective sys-
temotic chonce operofions. Similar operations
supplied the choracters, speeches, divisions of
scents, gradotions of lowd and soft and fost
and slow, ond o ser of advarbs and sdverbisl
phrases serving as “regulatians of manner” for
the actors. The ploy wos produced in New York
in 1960 by the Lliving Thoatre, directed by
Judith Malina, with @ score by John Coge the
use of which was derermined by dice threws.
Moe Low’'s Stamzas for Iris Lexak (his wife),
which the Something Elie Press will publish in
1948, is m boock of stonzoic-ocrostic chance
poems written in 1980. The separated stanzos.
with words and phrases drown from such
widely different sources ms newstpopert and
scientific treatises, hove been copied on mere
than 700 cords ond wsed as texts for simul-
tanwous performances comprising musical sounds
end noises. The Twin Plays, twe plays with
identical structures but written in diferent
English languages, wes published in 1966 as
@ Greal Bear pamphlel. Mac Low has alsa done
paointings, colloges end constructions, ond re-
mains active in the peace, civil rights, and
onorchist movemants.

Honsjérg MAYER: Born 1943 in Stunrgort, Typoer,
printer, and editer. He has been descoibed by
Horolde de Compos, who coined the word
“typoet” in a wibute 10 Mayer, as “a maen
who eals reolity with types and reinvents
reality through types, reclity being for him
texts.” Moyer studied with Max Bense of the
Technische Hochschuls in slullgnrl, and al the
Engineering School for Industriol Grophics. He
is @ frequent lociurer ol the Bath Acodemy of
Art in England. Cne of the most original of
the younger designers and rypegraphers, he
has made avaoilable through his press (Edition
Honsjérg Maoyer, Stutigart] the works of the
major experimental writers of Europe, Englaond
and Morth America. These publications include
the future series of large folded broodsheets,
the Rot Texta sories (edited by Elizabeth Walter
ond Max Bense) and o succession of de luxe
portfolios. Mis own publicationt Inelude 19
typographien (1942); alphabaet (1963), alpha-
betenquadratbuch 1 {1955} and typoactions
(1967). He has contributed 1o many mogezines
ond onthologies, and his wark is represented
in the collactions of the Museum of Modern Art
in New Yerk, the Walkaer Art Center in Min-
neapolis, the Stedelijk in  Amsterdam, ihe
Gemasntamussum in The Hogue, and the Muses
de Arte Moderno in Rie de Janeire.
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Cavan McCARTHY: Barn 1943 in Bristol, Eng-
land. Studied Russion of Leeds. Works os o
librarian in the College of Technology ond De-
sign, Blackburn. Founded and edits the maga-
zing Tlalec, devoted to concrete postry. Euro-
pean aditor for Directory of Litle Magezines
and Small Press Review. His werk has been
published in severol mogozines and onthole-
gies, and he had o one-man show of his werk
at the Bristol Arts Centre in 1967. He has read
selections of his poems on the BBC Third Pro-
gramme.

Frans MON: Barn 1926 in Fronkfurt-am-Main.
Studied Germanistics, histery and philesephy.
Founded Typos Verlug in 1983, today one of
West Germaony’s leoding avant-garde pub-
lishers. His publications include artikulationen,
Neske Verlog, Pfullingen 1953; protokell an
der kette (14 poems with lithogrophs and
drawings by Bernard Schulize), Galerie der
Spiegel, Cologne 1960-81; verldufe (with lith-
sgraphs by Kaorl Ote Gotr], Galerie Miller,
Stuttgart 1962, spiel holle (a radio play), in
Akzente 1/1962; sehgiinge, Fietkou Verlag,
Berlin 1962; ruckblick ouf ismoc newton,
(with o Lichtgraphik by Hajo Bleckert), Hake
Verlag, Colegne 1965. Editor (with Walter
Hellerer ond Manfred de lo Matte} of movens:
Dokumente wnd Analysen zur Dichtung,
bildenden Kunst, Musik. Architektur, Limes
Verlog, Wiesbaden 1960. Mon has publiched
poems ond essays in meny periodicals and
onthelegies, ond lectures fraquently on lan-
guage and literature,

Edwin MORGAN: Born 1920 in Glasgow. Senior
lecturer in English of Glasgow University. His
publications include Beowulf: A Verse Trans-
lation inte Modorn Englizh (1952); The Cape
of Good Hope (1955}, o long posm; three
booke of concrete poetry, Starryveldt (Evgen
Gemringar Press, Fravenfeld 1965), Scotch Mist
(Renegade Press, Clevelond 1945) ond Seal=
wear (Gold Seal Press, Glasgow 1966). Soon
te be published are The Second Life [concrete
and non-concrete poems), Edinburgh University
Press; tronslotions of Quosimodo ond Atilo
Joisef for Northern House Pomphlets; and o
volume of poems in the Review Pamphlets
series. Morgon edited the Albatross Boak of
Longer Poems (Collins 1943), ond is repre-
sented in the Oxford Book of Scottish Verss
(1968), Modern Scottish Poetry (Faber 1968}
ond other anthalogies,

Mourizie MANNUCCI: Born 1939 in Florence.
Studied painting in Italy and Berlin. Since 1960
his works have been exhibifed in Venice, Flor-
ence, Rome, Milan, Paris and Barcelona, Starfed
sxperimenis in concrete poetry in 1961, He
works at the Studio Fonologico Musicole in
Florence,
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bp NICHOL: “born in voncouver in 1944, lived
in wvarious western conodion citiss, presently
and probobly far into the future in toronts
peatry to me is a specific use of language and
ony wse of longuage involves communication
er should. concrets on ottempt to wse commu-
nication teels in a new waoy and thus promote
new understandings of the multldevels of lan-
guoge, if present tendoncies carry thru will
wndoubtedly retire from hassle of current poete
cal scene and push off quietly on my ows
inte multi-communication areas new opening up
for me.” Nichol's publications include Cycles
Etc., Seven Flowerc Press, Cleveland 1945
Seraptures: 2nd sequence (1965), Scraptures:
3rd sequence (1965), both published by
Ganglia, Toronte; Seraptures: 4th sequence,
Today Press, Miogara Faolls 1966; Calendar.
Openings Press, Gloucester (Englond] 1966, the
“Tonta or'" cerias, privately printed in 19866 by
the outhor ot the Coach House Presi, Toronte
Fodder Folder, Portroit of David, A Little
Poem For Your Fingertips, Langwedge.
Alcphbit, Stan’s Ikon and The Birth of O;
Journeying & the returns, Letters Home oad
the racord Borders, all published by Coach
Houss Press in 1967 and iscwed in one peck-
age; and Konfessionc ef an Elizabethan Fas
Dancer, Writer's Forum, london 1967, Nichel
hos ea-edited thres postry magozines: Ganglia,
Synopsiz end Gronk.

Hons-Jorgen MNIELSEN: Denmaork.

Seiichi NIIKUNI: Born 1925, Lives in Tokyo. Of
all the Jopanese concrete poets, Niikuni is the
purest. His book Zoro.On, published in 1983
a collection of visual and phonetic poems, s
based an "a cosmic philosophy,” in the words
of Piarra Garnier. Garnier and Niikuni collobe-
rated on a supronolional collaciien of poems
published in the Spaticlism series, Poémes
franco-japonais.

Ladislav NOVAK: Born 1925 in Turnow, Creche-
slovakia. Poet, pointer ond “unorthodox Sur-
realisi,” Studied ot Charles University in Pragus
1945-50. Lives and teaches in Trebic. Novak's
“alchemical collages” have been widely exhib-
ited in Central ond Western Europe. A repre-
sentative selection of hiz experimental writings
from 1959 fo 1964 hos been published os
Pocta Jacksonu Pollockovi (Homage to Jack-
ton Pollock), Mlada Fronta, Prague 1966, His
recent activitias incude performonce pisces ond
events, some of which have besn published in
Evropean periodicals.

Yuksel PAZARKAYA: Born 1940 in lzmir, Tur
hey, Completed his studies in chemistry at the
Technische Hochschule in Stuttgert; now study.
ing Germonistes, philesephy ond political sci-
pnce. He has written plays For the stoge ond
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radio, fiction, and peetry (new and then con-
crate). His concrete work = oppeared in
kenkrete poesie international and 16,4/ 68,
both published by Edition Hansjorg Mayer,
Stuttgars.

Décio PIGNATARI: Born 1927 in Soo Poulo,
Brozil. Poet (“language designer”), agrophic
artist, professor of infarmotion theory (lan-
guoge ond text) ot Brasilio University and the
School of Industrial Design in Rio de Janeira.
Co-founder, with Augusto ond Herolde de
Campos, of the Moigandres Group in 1952, ond
co-auther of the “pilol plan for concrate postry”
in 1958. Director of the review Invencio, since
its founding in 1962 one of the most influsntial
sources of internotional avant-gorde writing
and thinking. In 1954 Pignotari visited Eugen
Gomringer in Switzrerland, o meeting that
helped lounch “concrete poetry” (the nome sug-
gested for the new poetry by the Braxilians)
ot an infernotional movement. His concrete
poetry and essoys hove oppeared in all aum-
bers of MNoigondres ond Invenciie. He is co-
outher, with Auguste and Horoldo de Campos,
of Tearia do Poesio Concreta (1965), ond
hes published tronslations of Exra Pound's
Cantos [with the de lelpm brothers),

V¥lodemir Dios PINO: Born 1927 in Rio de
Janeiro. Typngrnplltr, engraver, Pninhr and
poet. His books of peoms include Os Coreun-
dos (The Hunchbacks), 1954; A Maoguino ow
o Coisa em Si (The Machine or the Thing
Itself), 1955; a ave (the bird), 1956, his first
volume of concrete poems; poema espacional
(1957); selida (1962), a paem without words,
consisting of a series of three-dimensional paste-
boords, in which lines and geometrical patterns
are substituted for the lettars in poema espa-
cional.

Luiz Angele PINTQ: Born 1941 in Sac Paule,
Brozil. Student of engineering ond sodol sde
ences af the University of Sac Poulo. Lounched
with Décie Pignotari, in 1964, a branch of
concrefe poetry colled “semiotic poetry” (code

s}, His poems have appeared in Invencde
2 gnd 5, the London Times Literary Suppleament
(Sept. 3, 19¢4) and in severol foreign mogao-
zsines. He co-authored, with Décio Pignatari,
#he essay "'Criticism, Creation and Informafion.”

Corl Fredrik REUTERSWARD: Born 1934, Lives in
Stockholm. Writer, painter, toocher, Hoppener.
Studied painting in Paris (with Fernand Léger)
end Stockholm. He hos hod one-man shews in
Steckholm, London, Poris, Milon, Brussels and
Lzusanne, and parlicipated in the Soo Poule
Bennale (195%), the International Surrealist Ex-
mibition in Mew York (1950) and the Venice
Bsnnale (1964). In 1966 the Louisiona Mussum
= Denmark arronged the first retrespecrive
exhibition of his werk. He is represenfed in
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the collections of the Moderna Museet in Steck-
holm, the New York Museum of Modera Art,
and the Guggenheim Museum. Reutersward hos
been active in concrete poefry, oclion posiry
and Hoppenings since 1954, Hiz publicotions
incdlude Abroa Makabra (1955], | Lagens
Namm (1957), Angaaende Disciplinen Om-
bard {1958), Prix Nobel (1960), Paa Samma
Gang (1961), VIP (1963) and Andouille (1954).

Diter ROT: Born 1930 in Hannover, Garmany.
At the oge of 17 he wo: opprenticed te an
advertising designer in Bern, Switzerland. In
1952 he rejected this field and supported him-
self os o carpenter, ditchdigger and walter,
while studying art. In 1954 he wos awarded a
foundation grant ofier o group show in Barn,
and tweo years later was invited to join the
Copenhagen textile firm Unice-Veev as o fobric
designer. [His fabrics won o gold star medal
ot an international competition in San Fran-
cisco.) In 1957 he married ond maved to
Reykjovik, where he produced o series of books
now fomous in the world of Op ornt and con-
crete poetry. His paintings, sculpture, construc-
tiens, films, engravings and commercial designs
have been widely exhibited in the United Srare:
ond Evrope. A prelific writer, Rot's more
important publications include bok 58-59
(Reykjovik 1959), the basic collection of his
ideagrams; o serics of albums with loose shests
of poper (block and white, or red ond blue,
or red ond green) perforated with slofs of
different widths hand-cut by the artist (1958-
&1); the copley book (London 1945), & randem
collection of printed maotarials published for the
William ond Noma Copley Foundation; scheisse
(Providence 1968}, 100 "'clossical” poems; die
blave flut (Stuttgart 1947), the artist's Amerls
can diory. An Englishlanguage edirion of his
selected writings will oppear in 1967,

Gerhard RUHM: Born 1930 in Vienna. Lives in
Berlin, Composer, poel, ploywright, essayisi.
One of the most adventurous of the “Wiener
Gruppe” during the 1950s. His publications in-
clude hosn resn boa (dialed poems, with
Friedrich Achleitner and H. €. Artmann), Frick
Verlag, Vienno 1959; der fliegonde hollénder
{e play. with Kenrad Bayer), in movens, Limes
Verlag, Wisshaden 1960; kenstellationen,
Evgen Gomringer Press, Fravenfeld; farbenge-
dicht, beirachtung des horizonts, Lehr=
séitze iiber das Weltall, rhythmus r ond
DU, aine Buchstabengeachichte Fir Kinder,
all published by Magdolinski Verlog, Berlin;
and Der Selbstmirderkranz, Roiner Verlag,
Berlin. Rilhm edited Die Pegnitzschifer (o
boroque onthology) for Gerhardt Verlog, Ber-
lin, ond der &. sinn (texts of Kenrad Bayer)
for Rowohli Verlag, Hamburg. His farthcaming
books include twe anthologies of ths Wicner
Gruppe. Rihm reads his ewn sound poems on
severol records, ond he hes hod one-man
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shows of his visuel poems in Vienna, Berlin,
Daormstedl and other European cifies.

Aram SAROYAM: Bern 1943 in New York City.
Attended Trinity School in Manhattan, Univer-
sity of Chicoge, New Yeork University and Co-
lumbia, without achieving freshman credit, ond
hos wondersd extensively in the United Stofes
ond Europe, His poems have appecred in
Paetry, Art ond Literaturz, The Paris Review,
The Nation, C, Lines [which he edited ond pub-
lished in Mew York) ond various antholegies.
Twenty=-four of his poems have been collected
in Works, Naw York 1966

John J. SHARKEY: Born 1936 in Dublin. Lives
in Lenden, where he manages the gollery of
the Institute of Contemporary Arts. His poems
have appeared in the Lendon Times Literory
Supplement, OU, Link, Tlaloc, Poetry lreland,
LISN (the poster-poem magazine he publishes
with Sonio Sharkey) and several anthologies.
Afrer finishing the film-poem OPENWORDROBE
in 1964 he made hiz first wall poams, ona of
which, the 20-foot-long “Mogic Poem,” was
axhibited ot the Oxfoerd kinetic and concrets
exhibition in 1964. He has olso writton & Aum-
her of P'ﬂ,‘i for the stage and radio.

Edword Lucie SMITH: Born 1933 n Kingston,
Jomaica, where he lived until he was 17. Read
histary at Oxford, and has since warked os an
art critie, |'|rﬂur1r Enurrlulisl and broadcaster.
Ho writes a regular series of articles on arr
for The london Times, und is a frequeni con-
tributor to The Sundoy Times, The listener, The
Mew Statesman and Enceunter. In oddition to
Cloud Sen Fountain Stotue (Fulura 10, Edi-
tion Haonsjérg Maoyer, Swrgarr 1968), from
which the selection in this anthelogy is taken,
he has written two volumes of non-concrete
poems, Tropical Childhood and Confessions
and Histeries, both published by Oxford Uni-
versity Press. He edited The Penguin Book of
Elizabethan Verse and A Group Anthology
[with Philip Hobsbaum]., He hos several books
in preporation, induding What Is Painting?,
one on 18th contury English painting, and one
on oll the arts sinee 1945,

Mary Ellon SOLT: Bern 1920 in Gilmore City,
lowao: “l become interested in concrete poetry
when | visited lan Hamilten Finlay in Edin-
burgh in August 1962. He showed me the
Brazilian anthology Poesia Concreta, which |
seni for whon | returned to the United States
and which | received from Auguste de Campos
in December. | studied the peems with graot
interest ond excitement for several weeks with
the oid of o Porfugues= dictionary. That spring
| begon to write flower poems using wvisual
forms. These poems were net like the Brazilion
poems. Eventually they became the poems of
Flowers in Concrete. | was unoble fully to
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comprehend the esthetic arguments in the Bra-
zilian ‘pilat plan for concrete poetry’ as | hed
at thai fime hod prodicolly no experience of
concrete art of any kind, but they interested
me greotly. The flower poems are probably
more the recult of ceveral years' study of the
objactivist mathod of William Carlos Williame
ond Lowis Zukofsky excepl thot until | sow the
concrete poetry of Brozil | had been unable t=
find for myself o sctisfoctery woy te go e=
from what hod bean done by Willioms omd
Zukofsky. | hove clio been greatly influenced
by the work of lon Hamilton Finloy, partice-
larly the fouve and suprematist poems, omé
by the intreduction te them in Typographics B
by Dom Sylvester Houvédard.” Flowers in Con-
crete was published in 1966 by the Fine Arts
Departmant of the University of Indicna.

Adrianc SPATOLA: Born 1941 in Sapjons
Yugoslovia, Lives in ltaly, His publications in-
clude L'Obldé (o novsl), Felirinalli, Milono 1964
Poasia da montare (o “puizzle™ poem), Sam-
piatro, Bologna 1965; L'Ebreo Negro (poemsl
Scheiwiller, Milon 1966; and Zeroglifica [cun
up poems), Sampietre, Bolegna 1986. Ha hes
had one-man shews in Reggio Emilia ond
Modena, and hos porficipated in group shows
in Rome, Florence, Milan, Rotterdom, Madrns
and other European cities,

Daniel SPOERR]: Born 1930 in Goleh, Romania
After his Father wos killed by the Nozs =
1941, the fomily fled to Switzerland. Spoers
studied clossicol dance with Precbrojensko oned
mime with Dacroux in Parit, later was firs
doncer with the Bein Opera. In 1957 he be-
came on assistant to Gusiav-Rudelf Sellnar =
the Londestheater in Dormstadt, Germany, pub-
lished o series of ortides on experimenisd
theater with Clous Bremer, ond founded the
periodicol moterial, whose initial number wes
"In ﬂli. iﬂ'ErﬂMiﬂﬂd ﬂlllholngy uf conorese
psetry. In 1959 he srorted Edition Maot, =
series of mass-produced art objacts by Hems
Arp, Marcel Duchamp, Scto, Tinguely, etc., ond
in 1961 with Billy Kliver orgonized the sxhibi
fien of art in malien |"Bewegen Beweging™] i
Amsterdom ond Stockholm. Spoeri's tablegus-
pibges or snare pictures have been exhibited
in one=man shews in Milan, Copenhagen, Paris
New York, Cologne, Frankfurt and Zurich Ha
publications include Topegrophio Ancedotes
dw Hosard (Poris 1962), expanded by Spoess
and trantloted and recnecdoted by Emmes
Williams o3 An Anecdoted Topegraphy of
Chance (Something Else Press, New York 196&)
the play Ja Mama, dos machen wir [(pes-
formad in Ulm in 1963), ond I'Oplique Mod-
erne (with Frongeis Dufréne), Fluxus Editioas
Wiesboden 1963, Spoerri lives in Greece, wher
he edits the review Peiii Colosse de Simi.

Vagn STEEN: Denmark.
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André THOMKINS: Born 1930 in Lucerne. Stus
dizd at the Ecole das Arts ot Métiers in Lucerns,
with study-trips to Helland ond France. He has
lived in Germany (Essen| since 1951. Thomkins
describes his pursuits as “spéculation picturole
et poetique.” His works, either “picturale’ or
"poetique,” hove appeared in the catalogue to
the painter-poets exhibition in 5t. Gall, 1957;
Des Neve Forum, Dormstodt 1958-59; movens,
Limes Verlag, Wieshaden 1960; note no. 4,
Munich 1960; oh! ¢et echo (palindromes),
Essen 1963; DOGMAT-MOT, Gelerie der Spie-
gel, Cologne 1966; shadowbuttaonegg, Schlei-
den 1966; edifion af 1, Berlin 1966, and the
totalogue ta Labyrinthe, Berlin 1966. Thomkins
colloborated with Eckhard Schulze-Fielitz on on
architecture based on the “mecanchedron,”
ond o demonstration of his “lague-dynamor-
phose” was presented ot the Institute of
Contemporary Arts, Landon, in 1960. Thomkins
hos been o serious student of palindromes ond
anagrams for many yeaors; in his latest works,
these iraditional linguistic gomes have bacome
the vehicle for on expressive, and challenging,
posiry.

Enrique Uribe VALDIVIELSO: Born 1940 in Bil-
bao, Spain. After completing studies for his
baccolovreare in Bilbae, he studied manage-
ment techniques al San Sebostian and philos-
ophy ond letters ot Pamplond. lives in Jadn,
whare hg monages o hotel ond bus stafion.
Uribe WVoldivielsa was the frst Spanish mem-
ber of the internationsl Spotialist movement,
and he orgonized, with the Argentine poet
Julic Campal, the first Spatialict exhibitien in
Spain (ot Bilbac). His works hove oppeared
in the Llondon Times Literary Supplement, Les
Lettres, and other European publications,

Franz Von Der LINDE: Born 1940. Lives in
Rorterdam. Editer of the review Keniering. His
poems have oppeared in Koatokt!, Ontmeeting,
les lettres and orther European publications,
and in several collections of concrete and visuol
poems. He has translated French, German and

Crech outhors.

Fronco VERDI: Born 1934, Lives in Verona. In
addition to one-mon shows of hiz own visual
ond audio-visual work in Verona, Bologna and
Ferroro, Verdi hos orronged exhibitions of
imternationol experimontal pestry in several
ltalian cities, His publicotions include Aperti
in Squarei (visual poem 1962-64), tempo
(1968) ond philesophical 23says in various
Italian reviews.

Emmett WILLIAMS: Born 1925 in Greenville,
South Coroling. Lived in Europe from 1949 1o
1966, Studied poetry with Jehn Crowe Ronsem
ot Kenyon College, took courses in anthropol-
ogy ot the University of Paris, wos an assistant
te ethnelogist Poul Rodin in Lugane, Sometime
tournalist, travel ond ghost writer. Colloborated
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with Claus Bremer ond Daniel Spoerri in the
Darmstadt circle of concrete poets, dynamic
theater, ete, from 1957 to 1959. Former Eure-
Knn woordinator of Fluxus. A founding mem-

r of the Domaine Poatique in Paris. Glose
friendship and collaboration with Robert Filliou,
resulting in many ce-praductions and co-inven-
tions. Wiz publications incdude kenkrationan,
Krefeld 1958; jo, es wor noch da, an apera,
in note, Munich 1960; poésie et cetera
américaine (an onthology of oction postryl,
Poris 1963; 11 wvariations on & words of
aortrede stein (1958}, Galerie dar Spicgel,
Cologne 1945; rotopoems (variations on o
poem from Diter Rot's lyrical colloction
Scheisse), Edition Hansjdrg Mayer, Stuttgart
1966; and swesthearts, o long erotic concrete
poom cycle, Stuttgart 1967. Thealer essays on
Albee, Artoud, Beckett, Eliot, Belber, Henry
Jomes, Pound, Wallace Stevens, Gerfrude Stein,
etc., in Dos Neue Forum, Bernos Blamer, Ulmar
Theates. He transloted and reanecdoted Daniel
Spoerri's Topogrophie Anecdotée du Hosard
(An Ancedoted Topegrophy of Chanee,
Something Else Press, Mew York 1988), and
edited Cloes Oldenburg’'s Store Days, Some-
thing Else Press, 1967. His lalest work, a boy
and a bird, is o ||:m' (rde of (Hfri-g |ingui.-
tic relarionships.

Jonathan WILLIAMS: Born 1917 in Asheville,
North Carolina. 51, Albons 5c||uu|, Princeton,
Institute of Design, Hayter, Korl Knoths, Black
Mountain College. Publisher ond designer of
Jargon Books since 1951, Poet, essoyist, curator
of icenogrophy, and hiker, Guggenheim 1957
and not & damn dime since from ony form
of Estoblishment, wntil oppointment 1967 as
scholor-in-residence, Aspen Institute for Humon-
istic Studigés in Colorado. American home in
Highlands, Morth Coroling, until it joins the
Grated Scciety and | opt out for Wharfedale
in Yorkshire. Musical Dirscior, Moon County
Noerth Carolina Meshugga Sound Soclery; Vica
President, Cost Iron Laown Deer Owners of
Americo. Edword Dohlberg once wrote that |
was ‘the mest lyrical of the young poets—and
you can throw in most of the elder, decayed
ones foo. The most cultivoted of the whaole
brood.” Mr. Duhlhﬂ'g now ragrets the remaork,
particularly in the light of an affection 1 have
for the devices ond inventions of Concrete
Poetry. It is my persistent observation that rthe
thrae most soving ond wseful Americons eore
Thomas Jefferson, William Bartram, and Charles
Ives."”

Pedro XISTO: Borm 1901 in Pernambuco, Brazil.
Lawyer, critic, professor of literature, Former
cultural ottaché of Braail in Bolivia, Conoda
and the United States. His book haikais e
concretos (hoikw and concrete poemi) wos
published in 1962. His sssays and poems have
appeared in Invensde and several foreign re-
whEw,
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Fujitomi YASUO: Bern 192B. lives in Tokyo. | is an infiuential leader of the Jopanese avanmi-
Member of the Japdnese Sento group, the Asso- | gorde not only through his own four collactions
ciation of Modern Poets, ond editor of the | of poems, bur alse his translations of e =
review Sstte. Graduate of the Institute of | cummings and other Western writers.

Foreign Languages, ond English teacher. Yasue

To Be Continued







An Anthology of Concrete Poetry
© Primary Information, 2013

ISBN: 978-0-9851364-3-7
Special thanks to the Estate of Dick Higgins and the Estate of Emmett Williams.
The works of bpNichol are © Estate of bpNichol

The works of Gerhard Rihm are © Gerhard Rihm

The works of Dom Sylvester Houédard are printed here by kind permission of
the Prinknash Abbey Trustees.

The rights to each work remain the sole property of the author(s). All rights
reserved. No part of this publication may be reproduced, stored in refrieval
systems, or transmitted in any form or by any means, electronic, mechanical,
photocopying, recording or otherwise, without the prior permission of the
copyright holder.

Primary Information attempted to contact all contributors to this anthology;
however, we were unable to locate several authors. If you are an author or
represent an author who has not been contacted by the organization, please
contact us through the address below.

Primary Information

41 Grand Street

New York, NY 10013
www.primaryinformation.org

Printed in an edition of 2,500.
Printed ot Oddi Printing.

Oddi Printing
Hofdabakki 7
110 Reykjavik
Iceland

Distributed in North America by Distributed Art Publishers, in Europe by IDEA
Books and in the United Kingdom by Antenne Books.




Primary Information would like to thank Rosa Artmann, Abbot Francis Baird,
Stephen Bann, Elisabeth Walther-Bense, Sergio Besse, Marisa Botz, Alistair
Brotchie, Ivan P. de Arruda Campos, Augusto de Campos, Cathleen Chaffee,
Steve Clay, Arnaud Desjardin, Barbara Déhl, Malcolm Green, Cecilia
Grénberg, Thomas Evans, Colin Fallows, Eduardo Kac, Ryan Haley,

Hannah Higgins, Armin Hundertmark, Devin Johnston, Marteinn Jénasson,
Alex Klein, Bill Kouligas, Daniel Léwenbriick, Jonas Magnusson, Hans-Jérg
Mayer, Thomas Meyer, Ichiro Mori, Brigitte Morton, Anna Moschovakis,
Anne Hilde Nesset, Eleanor Nichol, Ann Noél, Peter O’Leary, Occasional
Papers, Paul Pieroni, Dante Pignatari, Barbara Réderscheidt, Calvin Rocchic,
Barry Rosen, Rowohlt Verlag GmbH, Pekka Sérkiniemi, Piper Severance, Pio
Simig, John Solt, Supportico Lopez, Anne Tardos, Dennis Tyfus, Jan De Vree,
Keith and Rosemarie Waldrop and Matvei Yankelevich.

Primary Informalion is @ 501(c)(3) non-profit organization. Primary Information
receives generous support through grants from The Andy Warhel Foundation
for the Visual Arts, the Graham Foundation for Advanced Studies in the Fine
Arts, the Foundation for Contemporary Arts, Art Dealers Association of
America, The Greenwich Collection, Ltd., the New York State Council on the
Arts, the Stichting Egress Foundation and individuals worldwide.






Concrete Poetry is not one style but a cluster of possibilities, all
falling in the Intermedium between semantic poetry, calligraphic
and typographic poetry, and sound poetry. It first crystalized out
of these earlier modes in the early 1950's in the works of such
people as Eugen Gomringer (Switzerland), Carlo Belloli (Italy),
Diter Rot (Iceland), Oyvind Fahlstrém (Sweden), the Noigandres
Group (Haroldo and Augusto de Campos, Decio Pignatari and
others, all from Brazil), Carlfriedrich Claus (German Democratic
Republic), Gerhard Riihm, Friedrich Achleitner and H. C.
Artmann (Austria), Daniel Spoerri and Claus Bremer (West
Germany), and Emmett Williams (United States, then living in
West Germany). In recent years a second generation of major
figures have added to the movement, including such people as
Hansjorg Mayer (West Germany), Ladislav Novak and JiFi Kolar
(Czechoslovakia), Edwin Morgan and lan Hamilton Finlay
(Scotland), Bob Cobbing (England), bp Nichol (Canada), Mary
Ellen Solt and Jonathan Williams (United States), Pierre and
llse Garnier (France), Seiichi Niikuni and Kitasono Katue (Japan)
and many others. The very fact of the appearance of parallel
work more or less independently in so many nations and lan-
guages indicates one of the unique aspects of the movement,
namely its source being in the development of a new men-
tality in which values become fused and inter-relationships
established on a more complex plain than was the case in the
purer, earlier modes of poetry.
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