
\ . -  * - " .  2r ' * e. 

National Library -) . .:. .. ~ibliatheque natiMIgle . 
9, 5 

. I  ) 4 - of Canada , - &Canada 
P , . Canadian-Theses Service Service de$ theses camd'iennes 

\ I  , 
a-. 

, 
3 >- ? 

. 5 

I * '.,-.* . ). ' ,  _' " - r,, * -4 . - 
* ,  

- d ,  
.. 

I .  
.p Y ,  

, \ 
1 " 1 : * :  

r .% 8. - . - 
5 Y 

I "*  , + A  
3 

NOTICE ; , ., .. AVIS F e  

' :. 
> - 4  

, I  

Y C .  ( 

; 
*- 

L - ) i 

4 -  .- < , . .  * , I  - * -  . - L A L  I , .  I .  - 1 .  
-c -- * ' . . * % 

- . - ,  
T' 

. # * 
*equa@y.6fchis microfirm is ~ a v i i ~  dependentab" the .̂' La qualit4 de cette mi&f6rme grandemfit de la  '' 

afity d t M  original thesis swbmtrted for microfilmir@. ' qualit6 de la thbse soumise au microfihge. Nous avons 
8eryefbrI has been made to e r y re  the highest yality of tout fait pour assurer une qualit6 su@rieure de reproduc- 
repr-diqn possible. t ion, 

* 
If pa e,s are missing, contgcl the univerw which granted B Sil ma uer des pages, vdttez &mmuniquer avec - 

. the egree'. ,l,'universit "B qi a conf6r4 le grade. * - 

.Some pages may have indistinct print espekial if the ~a quarid dirnpressiori dB certi ine~ pages p u t  laisser 
original pages wecelyped with a poor typewriter rkon or d6sirarl surtout si les pages originales onl4ti dactybgra- 
if the unwersity sent us an inferior ~ ~ y .  . phiees A Paide 6un ruban LESB w si tunhlwit6 housqa faa * 

% p'axeenir une photocopie de qualit6 infdrieute. 

- .R -duction in (ull or in pan i f  this microform i s p m g d  T ..La r~oduct ign, &me par4ieIle. de c& microfo&e est 
-by he Canadian Copyright m, R.S.C. 1970, c. -30, and -soumise la Loi canadienne .SUL lebroit ff auteur, SRC 
subsequent amendments. 1970, c. (2-30, e! seq amendetrnents subs6quents. 

4+ - 
L. s . = 

, . 

- ,  

4 , - . . 
. . 

I .  
' 7  

+ e  qJ 
, . - r, 

. . a 1 

! .  

3 

. - 

* 
'I 

' .o 

NL-339 ( I G ~ )  c 





National Library , BiMbth&que nationate 
du Canada' . - , - L? 

~ - . Canadian Theses Service Service-des t b s  canadimnes 







rules permit measure and measke, in ;ts role as arbiter of victory. h e s .  Withoui rpeasure is decadence ' -' 

. .  
'and, as Bowering sbys in "Gentian Coloured ~r&k.".  death: "A ruler is a4tick / 4it.h unpleasant 

- II personality. / just past its end is de&. & till then. / authofity." $0 while'rules are the gme's Rfelines, 
' $  . 

they have an obliq&-never A direct-relatid~hip, tozthat game. This is due ,to the akt&trct naiure of mles, r 

which metically treat ofA scenarios- that may never be aftua4ized'- . . Y>t ruies, rely for their - . 
self-justification upon being applicable% a .  concr;fe =my-rhey a& '$ktfibinldin% -bMks:+ quantiitive and - . . -. 

- 3 geared for &xtical&. Rules d h e  the gamei framing t h ~  Peld by determining dtie game fr6m another. - , 

_- Bw the; alsdadeterdne, kithin. ihd game.&  ond duct . r"V2 bkkpr&ide  , both the ixtehal arid &tern1 - .  - - . -  , 

'' skeleton of 'the game: as mugins, aare'bth &*en&mal &nd' internal limik io a body of writing. 
3 .  + I >  

However,. ure pprninendy wly when me &ts out 'at its margins.- The contefitibusihess of a .  
. / 1  

, : g?me--~r m ~ b f i n g r  the margin$ into. play. I _ m e a i u r i ~  fair or f&;; k e  m& qu6mlous , .- 

highlights its own rules. !n rhe writing d f ~ e o k e  Bdwering the mar$ins.&e w&e the play is, all the tinre:- & ' 
- 1 

6 .  S, 
Bltqing borders between ge&es. ctx;Pownding identity -Z and . . sub;erdng referepe are Favmte tricks of his - 
which Gake the reader keenly aware * . df&&ns. <I lines + ,  ahd &t pplayjng by the Ntes &wering plays 

, , 

%.. , ihe p~les, and thb 6 the measure@ his game, A : w 3  
, 

a;;:: 
- ,  . b 

v .  

-,- 

, p 

~ h o u ~ h ' t h e  relationship berwqeg t6e , mles 1 aid the &me is oblique, some wifne of rhis gami's ides i s  - . 

mli' Lit. However. a cdnc1usi~~'exegesis 'of c e r ~ n  of&& writing, illuminating this writing with 
' 

. - 
"\ 

cleq light of irrefutabk eiplanahon woul& be an inapptopriate pitch to malie given'the depli&tous , ' ' 
3 - 

+ 

self-questioning evident in hwekhg9g wri&. . Tire f&m of a reply, rathe$ &an a replay.*characterites 
I <  . % . 

a - '  this cwcal engagement of hie writing and @face not of J!bweyix&s tea but of the critic seeing that tebt j . - - " 

is in evidence,. What Light there i s  is dif'f&&, creating an opaque text &r,ough which Bowerihg's writing z -, 

> I  

can be seen: Seen obliquely, equiwcdly. yet nevertheless seen tobe integrally informing the game. which , 
W .  - 3 

irseif is measure. T 
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, i 

#I examining the work of a wiiter it seem ' a1 for a &tic td wrnp~i: (whatshe views as) t T 

discrete portions of ihit work. This procedure re= the body of'rork b i  &tione& ihe inhgng . 

that it had is fragmented bp the critic+ eye in the act of abalysis. such analy-sis is used by critics to .. 
a .  

distinguish @are, temporal iharge,,snbject matter and whatever may seem pertinent to their theses. But '. - - 
* .  , *.. 

such analysis isa  critical imp~siti$.-d~o, addressing the corpus of a writer cloaks jt in the langi(age.of the. 
% 

U 4 - 
critic whose ~iva;aake-%~ l a  is thereby revealed. Faced with a bodyof wor!c,:~'nitiereveak her b i t i o n  vis . - b L . .  I / 

h vis&ai york in thi ia of criticismby which she; herself,-definer herself, ., ~ut ' the  aq of criticism is  dot a; - 
" % * .  . . 

hirrb< Tor the nik; it is nor narcissistic a r  static; on Jhe mntrary; it i* d&. - Criticism &ys at-, - . - :' 2 rekfrni g the work, cgnstantly, as the pTocess OF being addressed by different tritics creates infinite . , 

permutations of thqwork, each relm&lg it through whatever conceptual ma& the &tic views i t  ' , +. .- 
-. " 

f 

One hesitates40 d o  violepee ta a text'by misrepresenting it in rhe acrqof criticisin. Thedleast . % - 

possible disfigurement however, would seem €Q be in reproducing the text exactly and -that is to make , .: b .  
V i  i ,  

mockery of criticism Then some partial portionidg'must tte made. but the* work60f GB in p&tichar-poses 

diffcultiff for the critic. This oeuvre insists upon its own integrity by blurring such margins as clitia~are ' . i 

fond of. 'me,  "poetry" and S p m "  labels hav; both been used to define ~utobioloq,  the genegc 

7 indiscretiog of which refuses the dothingW such labe 9. - Even "criticism" itself disfigures the text of A . 
Way with Words, the playful, sonorous &id polemid writing of which confounds descn&ion. 'hi terms of 

authorship "the dirk of GB* is itself a misnomer, %at work's tonipositor~ the 

GB-comprising E. E. Freengrask? Ed Pram. Erich kadchead. Harry Brimon &I ers we may never 
. . 

know about With the recognition that discrirninatidg within GBrs work is curio 

-A this is nonetheless the sensible course to take, however caP~ious;k foundation h y  be. wifi therefoie 
. . a  

create distinctions. Using separately-published books as the units of comparison 1 will differentiate 

between those books which h k  to the physic& terct'for their meaning and thase which Lo& elsewhere. 

~hus-di$&uishing certain appendages of the work% body from others is the enabling act of criticism; by ' 

/ seeing difference and i m p i n g  the language that reifies it grafting is possible: a shaping by the critic of a 

n e w w y ,  w o d s  dressed.' So the work of .GB, whose subject in Allovhanes remarks, "I underwent the 

operation of language," here is made subject to this critical operation of lan%&e. . , 

Creating distinctions is done by approachi& the corpus wiQ criterion; the:critic engages i n  

sorting the kxt by means of i@ ciose-o<di$ant adherence to this criterion. Hence the body of work is '. ' 

aligeed according to an axis. W b i e  two such, criteria-and usually criticism has criteria which make it 

mure than one-dimensional-interact with the carpus the critic has brought a concepml m a t ~ i x  to bate 
Z 

(on) the text ' - 

7- 

* 
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Th6 matrix whereby the critic b a d d ~ s s e  ' k r i t i n ?  is ., si&ar - & .the i d d  Uiat-iGsVaites 6 ~ s  - 
-I. , *a 

" pdetic theory. Evident. concern with graphic presentatioi has always chhciact&i;ed -z? his writing-witness &e . 
. f  tide of his M.A. thesis--"~&s od  the OridW-&a [he, titleof the Wk of &&I< @reduced subsequent to 

i .  

. the thesis In GB's thesis, the a& whose grid becomes the gmund wherein the porm figures are an axis - .  
P 

of &ive&lity and one bf particularity. -Their relationship makes rhe site i f  the poem a dynamic space or 
I .  , , eyrgy field whk3 yet does not eradicate the fixity created by the address of a point on a grid. Dynamism - -  

* 

is created b< thh au~obiographic situation of the poet himself. inscribing the material he derives from 

observing l i f e - m t i o n ~  and reactipns-he creates an &xis of puticukarity which is the range of his ' 

perso@ response.' ~ h & .  mnjdined with an axis of iniversality containing bmmon experiences ihe -, 

. % 

3 .  r ' situation of the is Rxed, thou@ -. Flee&: this is loclls, This Locus is individual, d$fida frqn thai 
-, '. ' 

- - : bf any other argdnism, ( I  yet the ax$ of u n i r e ~ i i t y  sib& him as contained I within _ the world; conceiving of 

, . : . ' . the%orld as'& indivisible totality means thatall aie.inteneht& and affect each other. n e s e  axes 
- - d. * ,  

form a ,&id that is imaged. by GB, as the-bonlergence of "the line +at runs ;hraugh his partkularity as an 

observer, across die line that runs through his cons@ousn&s of himself as p@ of a world nature orgi@m* 

 oink on the Grid." M A  thesis, UBC. 5). Of special note'bere is the si dthg of the grid within the 
I I 

. a 

x; 
i 

mind of the poet, The poem is the scene *ere' this mental grid is imaged That is, fkelpoern imitates a 

mental phenomen~n. The poem is dissimilarpdhe inen$ stimulus-neceqrily, so. being composed of 

different materials-so an imitation. in anoth,er medium, is what-the poet accomplishes in projecring a 

-perceived point of intersection into a poem. "Poet as Projector" illustrates this theory. Dynamism results . 
- as. wejl. f r m  the graphic dension produced *tween poet and poem; tension, because this is a paradoxical 

situafiok The (mental) 06servation of the '(partiiular) poet must be imitated, reodered in tenhs of another . . 
particular, so made abstract by the imitation, Abstraction ten& more io the universal. Conwrsely, this w &- 

universal must be localized, made concrete in fact, by the relation of synecdoche which e&ts between the ' 
- abstraction and the word. The tension between these two 'contraj- processes is the space the poet 

addresses with/in the text 

B l  ' 
The reader. too, is faced with puticulan from which she abstracts. Her world's particular" + 

+ , L +  " 
I .  

materials are therwords and they are conjoined by her mental process in fd&ng a world. 

- m- 

c ' [  Space conditioned by the dynamic tension of contraries is the graphic situation of GB's writ&$. 

This l m t e s  him in the tradition of WilIiam Blake-in whom GB is well-versed and who figures fdr;th in . . 
r GB's work, not solely establishing the ground, but as a character, too,. ~his~cbsm010gy is also minddent ' 

* I  I . - 
-, with that identified by Robert Kroetsch as a Canadian tradition. Kroetsch points out that "we danadians , 

- I  
- - 

seek the lost and everlasting moment when the one, invhe pmess  of becoming the other, was itself they 

othern ("Beyond Nationalism: A Prddgue," '86). That quest for definition of bordersitself b,mmes both 
\ 

the structure and preoccupation of GB's work, as he turns writing inside out playing with its nxles. a 

g. 

'1 say "imitate" as distinguffhed from "copy," in the fashion of William Carlos Williams. 
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b From the viewpoht df GB% c~rnpmiuond nie thaJ i t  . j  is evident that t& -. &ting 'wbjch not V& +. 
7 %  . , 

.?  
* + centers on the grid"* a metaphor but as a falibrhting s ~ c t " ~ e  become &hat he &ills h& ''m6st ,. % ' t 

r characteiistic work. " ' This d&ignakn covers the book-length w ; including . ~ ~ ~ ~ ~ i ~ l & ~ ~  cufious and; I.' - 

i 

i t  
* * *  , 

Allo~hanes, though arguabiy Rochr, Mountain Fobt prefighs the shift to qomposing W i t l i i n  the rrarie d. a , 
.' 

, bo6k instead of the individual lyric. ' r ~  * h 

r j  7 '  * L Z  < 

-,> * ' 
h e r e  are, of course, consequences attendant upon such a compositional s6if1: supbrfiialy, i t  is . - 

d ,. L 

clear that GB' . . has subsequepdy published considerably less frequently in €hi. magazines-and journds he . 
1 ' . , I  

customariEy appeared in. This perhaps results from being reluctant m dismemberp in biger to st?; ;+. ' . . 
+ +  ': 1, ' 4  

, 
* ' in p r i n ~  The lyhk sivlds &ll when p r i q d  singly, but publishing a or a &m b ie+ ~~$&&&p.. ,: -.- (. 

< l, *-A h. 
i , . 

"- - .i than publishing a poem. less satish2tory far &litor; author and reader, tw. ~ n o t h b  tbnsqaeQee w&i&-is". . :. ..: , 
. / ! " I "  

more subtle and with which 1 plan to concern myself at length is the'ascendmy of form over twte~t &.  -: . " .I , 
\ @  I 

> .  

L t :,(I( GB's work. I mean here a f o h  which is not 30 much dictated by the author as by the tat and. by he, .,' !% - -  
4, 

3 %  P i 

, pre-existing - structure which the author capriciousf~ ch&es+ Hence ttme i x ~ a e k r s  of'GB'S b t # , ~ e n g &  .. , + 
- 

. , - i 
I " ?  . 

poems. them&es~structures-such as the days60f the year, or the tableau at i tarot reading--measun %$ - .. , ". 
b 

?ie fbrm is not produced dy a resolutioo of the mnrent or the cornpietion of 'the ifnfg& :-: ' - , 
projection. as in GB's lyrics, but form is given by thk satisfacti~l of a strUchlre9s requirements regardlei & - - - 

g 

the degree of resolution in h e  content Hence. more attention to the bhysical composition of a book.' ~ 

. I 1. 

d the r  than the occasi?nal lyric, results in a iensitivity to 's&ture where the form actually bec~mes - , b 

-\ _ I 

projected by the book itself. not by ihe author'iheme. 'The-axes of universality and particularity are gill , ++ . * 
i i r p  an appr&ate rnektphor for ad+ssi~g the &tip& but the location of the intersection of those axes is no - , , ' ;+ .+ . . 

I 
> ,  

I-onger id the mind ofthe poeL Tl& text &elf has bemrng the matrix. 
. I  * - -  . . L 

I .  . L 

- I 
L * - -  

One criticisrir that must be fielded due to the position I amplaying hits upon dynamism itself. 1 . ; 
have daimed 4 3 8 s  work goes by diffkent pen names; I have claimed that it is a diverse. heterogenous . ' c  . 

body; I have even daimed that the compositional method therein expressed, changes. So the question. 
+ -. 

arises that if p e r w a  is not a constantant, nor evep name itself, due to the proliferatian of pseudonym, then - .- a . . 
how do y o u  identify a writer's corpus? - Moie speafically. rhis writer's. And of course. &designating GB's . - 

I", ,- . 
writing the critic situates herself, there, to begin. That field is designated. not by GIB's. name or even- ' 

', * 
. * 

persona, but by his signature-baseball: , So tQ" begin, good form demands a ceremonial hrst pitch ofTered -. 
by a visiting dignitary. It was Frank Davey, in his role as visitingddignitary and distinguished alurnrms sf * 

UBC. who wrote that the " ~ e s & g e  of Geofge Bowering" was: "Play Ball!" 
& 
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< ,  

Rginhing with ihe origin - .  bf the author isa tra&tiionai wgt&y which I do nbt j&@ fo secbnd 
. -. 

I , guess. 6ebrge hivering was born fn 1933. in ?en&oo (Chalmers 108). though all that isSreported ofhihis _ + .. - &. 
, > 

f i s t  year is that-he somehow got to W& ~urnmerlarh where he was born in 1934h(~de la r i a*h ;  Hemy 

37; Mihi, "~eritagk Festival") He stayed% West Summerland only long enough10 w ~ t  to glove, both to . , 
A - .  

Xtlowna where he was born in 1935 (GB. lo) a n d , ' s i m ~ ~ o u s l y ,  back ro 'penticion where he was A .  

. * -" . * *  2- , -. 
also born ia 1935 (iVischik 25). Again in 2936, Mi. in Peqticton, We was born o& more,. That.%, of ' : 

2 -  

course. presuming these to3e  separate incidents i d  riot the prolonged labour of his mother. At any rate. - '* 

< ,- . 
the next birth of GB took place in the mountains of Re.. in 1937 (Gill 260). c o q r r e n t  with his birth in., - ' 

Osoyoos (Helwig and Marshall 172), where rnountaii have been known to spring up. And again little . - : . 

~ e d r g e  does, this time in The New Oxford Book. of,k&uxlian Literature in English {Atwood 322) where , 

+ 

"k -, += 

e find his'date of birth i&bed as 1938. The Poets of Canada (Colombo 228) more p ~ ~ s e l y  shows the . , - 
? 7 ,  

- - 1 * I * 

reader that th~ssauspicious event of 1938-transpifed in Kerpeos, wi hich account the august reference . ". 
. 

a- 1 v o l ~ ~ n k  Contem~otaw ~ u t h o r s  (Ewry and Metzger 64-5) con-, though that my@ of origin m o t  be 
*" 

/ {.. - 
privileged over the story of his 1939 birih in Rincetdn raisedm the lipel of a n  in "A Poem for High 

. c ,  

School Anthologies" (Ehrbour and Scobie 38). There i e  see the author (was) born the son i f  'a \high 

school & i n  teacher. .- - .  . < a  . 
- 7  

Mr, Bodering has certainly had a productive life, yet finds the dme to work in between births h, :- , 
- ,  

Nararnata (peck 315) and Okanagan Falls (Mundhenk 212). Even within the &$text b& Single volume he ' 
- ,  - , + 

a .  

establishes two mutually-exclusive births, (1relhd 66, 0) as the. appended notes to' "Grandfathe8' . 
- > - 

, L 

"The Cnimbling Walln mention his birth b 1938 and 1935. respictiv'el). Respect notwid;sfanding. -. there iS , ; ., 
. , 

samething going on here that is inspired nor by verisimilitude.- This is an original r e c r e a e ~ ~  (00 being . , . .- 
* -3 ?% 

played out here, there, and several other places zd well. . - r e  

b 
I- 1 

-I 

. .  Well, among such a screwball barrage GB's pitch to the reader requires some mnc<ntrati& iri . i. - -  

' eider to hit upon it Batting first for .he visiting tiam is Jean-Paul S a m ,  followed by Roland &rthes and * 

t h e i  Robert Mroe tsch. , , . Y -  9 

- * . 
- i h  Vrs1tws . *  ,e 

- 4  

, - =  . ** * -  , , 

" . ,  - 
S m e ,  appropriately enough: be&.with a m e m  to defineoieys place in the world and, so. the h 

- - _ I  

- onrolog&l field one operates within. ' i l ~ a t  place, he determines. is ma& (in) relation €0 the.enviro&ht,c . . I-, 

., - 
an environment which includes 60th spatial and temporal 'situation. qt.*his place, the a c d  place . . 

. - 
occupied. Same writes: "1 have been able to occupy it only in cokection-wim that which I ur$ied A . . - 

- .  
* % previously [...I. This previous place refers me to ano,t$e-r, this to anather, and so on to the pure 

- 

.ib conrlngency of my place; that is. to that pbce of mine which no longer refers to anything else ,which is a 
P 

e- 
' I 

. , 

a- - & 



, . pan of my experience: the place which is assigned to me by'my birth"(62~30).  ~ & e +  Sarue's argument 

strikes at the uniqu&ess of that particuldr place, fhe place of birth,' in the constitution of our identity. ffle --.' 
-other places we have been or will be an? fastened in.causality; a chain of such loci comtitutes our place in 

' * 
thC world at any' particular. instance, except for" the inknce  of our birth which, for Sartre, alone is 

unsupported: Henclaims: " fw me birth and the place which it as!igns me are contingent things. Thus %to . -" 

be born is, arnohg other oharacteristics, to take pne's place;'; and "this-original place will be that in terms af 
- 

which I $hall occupy new @a&' i630). ? h e  birth is an arbitrary point from which, nonetheless.ir derived 

' the entire compass of our life. h i s  corresponds 'to &e sciegtific'btebrise as characterized b; GB in , 

"Place dffBiRn" _ (A - 38): "Science wants, to know where you have been & where it sill fake so *es :. 
the Canada Csuncit. I ,telf them what my mother said in her chair -& when & where." - . , . .  . - 

h. > .  

t h e  -similarity of such a schema with the Saussurerio chain of signification is surely nQ accident. as . 
, 

both mode1 the composition of identity. Our identity is dependent upon language, according to Same; it is 

through language that we presentsur self-image to others. age dlows self-identity. , a ' . .  
- r Lznguage is no€ a phenomenon added on to being-for-others. It is originally 

being-for-others; that is, it i s A e  fact &at a subiecfivity experiences 'itself as an - - , . . . 
abject for the Other. En a urlivetse of puxe objects language'could lindef no 
circumstances have been 'invented' since il presupposes an- original relatiop to. , 
another subject. In the-inter-subjectivity of the Fmi~others. it is not necessary to 
invent- language because it is already given in the recogpition of $e Other. 1 am 

- 

l a n g ~ g e  [4853. 
" 

without language there simpty could be no "I." , a &r-could there be self-conception. GB might be s e d t o n  

agree, writing as he does in "Place of Birth" that: "Consciousness is how it is composed & starts with birth 
+ " - _ a* 

' - 6  - 
- or some s a y 2 e a h r .  I began to be composed-at such & such a dm6 in such & such a placeb (i 38). The 

meaning a t  the ohgin of each system of dtflerance is constructed a p t e r i w ~ .  It'is consmcted by the . - 

,- consciousness which'composes its own ontology. necessarily acknowledging the geneabgy of 1&1 .which 

'\-have led to the subject's present situation. These systems'of language and ontology share roots in caprice 

and perpetuity through play. the game by uihich identity fashions itself ajw the eontiqent birth. Even 
- ,. ' - P  

revising thsb i r th  is a play of the game which alters the game. though not-what Sartre would call the 

" facticity " of-the birth. L 

% 

But GB explicitly objects to the notion of facticity, the arbitrary though 'unalterable fact udon - 
-3-e 

which aur existence is predicdted He prefers the ontology suggested by ~ h a r l e s  Olson where it i~ not the . . 
events of one's: life but the actions, actions upon events, whish give d y ~ m i s m  to thesubject We see in 

-"The Acts" that "events Br things can not act upon. ~ b u  can not be acted upOn by evenu'& things& you - " .  
",. 

could not in the past [...I. You are an event & a thing living as a per& when you act upon. 
\ 

Existentialism is a mppiracy of the mind tempted by c$sco;rse; (A 73). And with that, Same is thrown 

out by the pitcher; he may have been venturing too far off b s e  toward nothingness. as GB sees it in * 1 

Allo~hanes ("11"): "Being ventures us. A stolen base / wasnt there before you reacht itn Whether the 



. . 
, * 

runner'makes the base or npt matter; not to Roland BaRhek a h o  is up oext. and there ckrtainly are  
1 

, . 
unresolved questions he can face in this screwball pitch. w 

> n 
*. - . - 

) .  ' .  
Barthe wriw of his iwri beginnings much as GB doer Barthes writes in the third pekcm:as d&s. . ' - 

* P  . . .  
Banhes by RO~& Barthes-the \Miter uses b e  "he" to d&ignate $e - 

" ,  

(auto)biogriphies call himself by name even though they are afithbi(iz)ed by . ,' . 
. . 

.. , 
. him mostly for inclusion in anthologies where the editors ask him tq supply i n f o n n a ~ w  adout himsele. - . 

. . 
Hence. 3a'rthes and GB-arenotably similar in terms of the stylization bf't& self, beginning as they.& in 

the same ballpark where Bartt.les moves From stylization-of the self to yiting s v k .  "L,iking to find. to 
, . write beg~nnmgs, he tends to m2tiply this pleasure: that is why he writes fragments: so many fragmeks, so 

. many beginnings. so many pleasiues (bi t  he doep't like thk ends: I...] the fear of not being able t i  resist -, 
h e  Iat wordn (Roland Barthes 94). The ominous "last word" for a writer k dealh: i t -  is the 

. 

pronounceme*r of the closed book which conjures h e  presence of death, thi. stamp of authority. Then 

beginning again, always beginning again, is itself @easurable and staves o @e seal of death while created - 
2 3 - ,  . - 

iyts face. 
" * - 

Barthes identifies writing with living as Same did language with living. Like Same, Barthes sees , 

larigtlage as composing the self, but unlike Same who accepted rhe reality of a unique migjn (though 

arbitrary) which was in'emediable, Barthes writes beginnings, creating thepast aat as fact but as a creation 

of the present, as a tesrimony to. the continuity of the present The continued writing attests, not to-ai) 

continued originaii ty of the work, but to th'e continuation of the writing--of the writer. 
< -' 4 

* - % 

In all writing, the writer is evi&nt; not in the name affixed as author to the w-ork, but in 'the work's 

"srgnat~re ( I  display myself. I cannot avoid displaying myself')." Thtls does Barthes define signature. He . ' 

goes on to draw an equation between any writing--as icis read to b e  a sign--Gd signa 

fabricate a sign, to make a Sign (to, someone), to reduce oneself in tenis  of the imagesystem to one's own 

Sigr~ to sublimate oneself within itn (Roland ~anhd 166-7). v e s  goes H little further wifi&is, sliding . 

in a tricky move. He claims that this sublima@m of oneself is: unlike oir'bre-serniological of * @ 

Kiers. the only w ~ y  we can view ourselves. "You are the only one who can never see j&selfexcept as art - 
* 

image :poeyer see~e )e~uden theyareduNedby thegaee theyre s Iupon themir~&&the lens [ . . . ] :  . 

0 
even and sspecially for yaur own.baiy, ydu are cundernned to the repertoire of its imagesw-(36). To.relate . 

. . 
this, then, to ?.he fabrication by GI3 of his physical births would suggest that such an experience is 
inaccessible to the protagonist (though he is involved) ex&@ as a-itory, as fiction It seems reasonable to 

& allow this, given that memories of our births-usually originate as they are repogd to us-li(f)e as (already) 

" made sign. . '  . ? 

i ... 
- i 

Ruben Kroelsch claims that the &el (of an)anist is a figure who constructs himself, constructs 
- a 

hislstory. In "The Canadian Writer and the American ~ i t e r a r ~  Tradition," Kroetsch cites F.P. Grave as a 



- - - . .  - A 

' , - 
-$ -7 - . 
, . 

. r  - \ -3 . - * * 

. ' 

, "paradigm of the a&zn, the anis,t who both eyokes-and lives our a~hhor i c .1  situation. "Grove's origins 
' 

-emd motivations have long been a.puzziq 'The morbltis iiteral life comes into doub~, [...a]s his reali€y, so - 
to speak. comes into doubt he comes more and more to represent our own pridicarnentn (&vs 145 Not 

' .- ,> 

- mereiy representihg, but being our prePicament such a paradighitic artist Cannot write of mistrusting *. 
'historical &th whik perpetuating its authari t~.~ He dec~nstructs that authority in.perpetuauog facts - - . , t .  

created'for the'occasion. Thus. challenging distinctions'between fwt and fiction he d k s  aitention to 
. c 

structure, s6ggesting a c o n ' t r a d i c t ~ r ~ - ~ e r ~ a ~ s  self-directedly viol'ent- form. " W t '&st resist, endings. 
1 . -  

, violently. And.-so we turn from content to the container [...I. In our' mou arnbltious wriling. we d0 

violence to form" (Gsavs ?)- 10 ihis formal explosion (I. prefei "irnpl~&n."~ myself), the .author , 

deconstrucls ;himself as author(ity), no lo_nger standing outside, rhe text in. it, p&e of ego-affiiming - 
validation. "It is possible that the old obsessive ngtion d identity, of ego, is itself a spent fiction. ,that these - . - 
ne'w writers a're discovering something essendally -new, something essential nut onky to Canadi-ann but ti, 

. - 
the world they would uncreate. Whatever the case. they dare tltat ultimate c~tkp-dictzoh: they&weate ---, 

* 

thentielye$ into existence" (.Kroetsch. Essays 2t). un-creatik by which write& create them'selues . - 

* -  

(not. as whors,- but as writers) inscribes fcontradiction into a world, realistically, while it m&ks 

verisimiii&de in'flawdng,the plasticity of < 

.. 
. . - .  

2 
- 

' . .  
1 - - - ,  - 

The wry notion of a definable origin is questioned by. Kroetsch fdr 'whom ' 0 j g i &  recede into- - 
history. history into myth" (&vs 28). That is, origins become ifisassotiated from &e mundane as they . 

bec6me the d a p  of history and then--the tribal lore df myth: It is a s  if.onie reified an the faits of hikory; - * ; 
origins become pan of langue. not picde: they are no longer particular. because expressed in a Sharedand 

. . 
interchangeable mediim. They then.compose. the colkciive tale OF the t i i-bethe work of art. Such a . . . 

post- hoc fabrication of origin is parallel with the creation of fiction itself, both being(s) cortsuucted OF 

language. Kroetsch says. "I'd like to push the notion of language experiment further. Roy. Kiyooka's 

Transcamda Letters may be a novel. Rudy Wiebe's Bia B a r  may be a navel, George Bowering himself 

may be a noveln (Essavs+ 44). That would be an intriguing experiment indeed, where the writer is 

composed by the fiction of his pwn creation: not merely coinciding with its perpetuity as Barthes sugpes(s. - .. . . 
but created by i t  " ~ o u , p o e t  giving birth' to yourself [...I, The endless need to begin" (Kroetsch. Essavs 

97). This is a conuadicti~n made conceptuaily consistent if imaged as an interdependent dynamism or the . . 
mythological boborus. Kroetsch has no reluctance to be conmdictory, indeed the ~ o r m  of his discourse is ' . 

7 

hysterically celebratory in its self-contradiction. That Kroetsch intends an interplay beween creation and 

created is clear when he remarks that "poets of the twentieth century, in moving away from narrahe [.L] 

were driven back to the moment of creation; tha cpestion.'then: aot how to end. but how to begin. Not 

the quest for ending. but the dwelling at and in the beginning itsell" (Essavs 91). Be&nings are not 

I t\ ? -  

'Here I concur with Jacques Demda fm whom the significant other 'is exactly congruent with 
f 

the text There is nothing outside of the text, even the reader is inscribed b y  the sign of " 

her own making and so "explosion" creates a~ incoherent nietaphysical structure, whereas 
A fiimplosion" maintains metaphoric consistency. " 
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driiins for'Kro$tsch. Osgiqs y e  the domain of myth. the shared lnrrgie, whereas beg&ning~ are . - ' .  

particular to the articulations of i'ndividuals wipeby they announce their existence. "Not origks.. but' 
7 +  

I - ' *  , - 
- - beginilings [.J. Beginnings recur" (Essws 28). And so thiY do, by bytheir recurrence s m c h g  Kroersc 

, . .  
- essay T a k i n g  the Risk.." -As Barthes claims, that recurrence of beginnings is itself ihe insistence on 

-. 
the writiqg, g,e*pleasure; though for ~ r o e t k h  "beginning" is a literal &c&atiation of ,a self - 

- . referred to by €he langriage; F& Eb@es, it has a @uaural dimension only. 
Y - 

. - 
A replay of the theoretical explanations.thus fielded shows h t  Same hit an the tReory thdt @ast) 

G 

&&in determines *existence though with no prior design, design being forged .by the langilage with Mich - * 

one identifies oneself. Barthes throGs out any notion of "past" &id sees writing "and being&mllj; , * .'- 
ammjng each other. ,perhaprd&peiately ro. Uoetsch dlows for a reconst&r@n of the past in the 

0 

present-a pihdorrical creation of the creator in writing (on oneself. -. . -\,, 
$ 

3%. 
Rationaking the development of a-wqiter in general has beefi the batters; strategy so far, but with 

a particular eye to dB's roots some attempt at explanation is launched in An. Anthology of Canadian 
b. - 

Literature in English: .. 
* .  - .  

A playful sense of humour has led Gewge Bowring to add to the substantial body 
of work under .his own name .so many poems and reviews under various 
pseudonyms that his bibliographers may never straighten out all the questio~ls of 
authorship. Ht? has similarly confused his biographers by 'giving at least the$ . . 
different towns as his birthplace: Osoyoos. Penticton, and Oliver. ('A very slaw . 
birth in a fast-moving car' is the way he once explained this) [ E k m e ~  and Brown 

. . % = 

3741, . 
, \ .  

? .  

' The editors' have chosen to offer GB'S partiCularIy unconvincing rationale for this logical paradox, which ' - _  
gets them applause since repons for contradctions need not be themselves more rational than what ~ & J  . . - 

seek to explicate. But they should~not then prbpme a discursive f o m  which proposes.to "spaigh'ten out". a . * - .  
questions. - -  GB himself mocks this approach in ""The Breaksn (A 45): "Investigate him.. seek the vestiges 

of his movement W k  for footprints. Gumshoe investigator. break the case." Nor is it appropdate,as 

Bennen & Brown do, to dismiss such a rhetorical morass as the pradllct of a "playful sinse of humotq." : 

GBs  play with language is-hot directed at using,langua& to ridicule serious readers. His ,methodical 
h 

patterning of bir@ places throughout the Okanaga  systematically covering only and all realistic dates is . - .  
an intensely subtle dissemination which, "playful sense qf humour" misrepre~ents. Qnly a careful and = 

* .  

: widespread reading would uncover these ;ariatiom and dot dismiss them as &. GB is himself intensely 

serious about language and writing, and respectful of comparable intelle&ul engagemenfoil the part of his 
- - *  

~eadership. , + .  v 

,F 
< - - .  " .  

Unfortunately, such intellectual engagement is not the norm among readers, at least not among -, 

. . 
hose  who assume the stance of authority in reviewing his books. Here is an explanathn of G@s "originsw . , 

that attends to figurative literary origins rather than physical birth; "In the early days GB used to- be 
- - .  , . _ .  
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published by rke Mexican magazine El Como Empimado simply b&we he had to srart-soinewfitgse. I?+, - '< - ' . 
? - 

i " 

'Como went political and its editors are. I believe, still in iajk But the back mver of this book begins on$. . 
- 

. < .  
A 

with GBs  /nvdvement with.@e poetry newsletter ~ i ch : :  rsk; eiligsis, too] .We 6now4iim'as &C editdf'of , . ,' 
' . , \ ' "  

. anbther defun; journal: 1&%o with wkch he pkddled quite a' bit bf his e $ n s n i ~ -  ( ~ r n p r i ~ ~ z ) . '  GB: - ; 
, -- . a  

L. . himself takes this batter, du[ in a letter to Macgaret Randallewherein h i  c o t i m e n ~  up6n 'the review; " ~ a  a 
. , 

. . 1 7 . .  

. . typical reviei lately from one of t h s e  youdg punks back east in the Windsos, ~'ntario paper, aying that 1 -7 ' 
;: ,*- 
.. * got my start in  W Cornc?Emplumado bekatke 1 couldn't get publish anywhere else. and it mtkt have be& qL .+ *,. . " 

,. 5 - a bad magazine because, h e  says, the ed&ors'are still in jail as far as he, knows. The rest of the review was ,. 

- .  < .  along the same lines of excellence" (12 ~ ~ i . . l & 7 ) . '  : 
,. A ' . . -+ 

4 ' I  L 
< - * - 

I ,  
P .  

SO. while Bart4es and Kroewh have hit solidly upon GB's pitch and mgde ggod {mileaee on it,. , - 
Same and Amprimoz 'were put out by the pitcher himself, ad Bermett, Bi h a w 4  though carefilly 

. . 
watching h e  pitch. didn't gel to first base on i~ Three out; w the home team cbrnes tobat  : , '-. -- I a 

-.. . ,  I 
< 

* ) 
1 

Home t . +  i 

-. , 
. _  I 

- ,  . 2 

It ac&s to me that the "compn-iense" bay, of approaching t h ~  pr+lem of G B ~  m$tiple - L 

. birth-reports would see in them a pore whereby he &o& the e'pistemological.~~ncept.pt~f~o,~g~P. But that 

, presumw, too simply. that language ig casually ?eferential.' The relatiorishid between 'lao&hgq ag~d life- pr 
, . / 

wnting and the writer is n m w h  simple equation. This "common-sense' position,suppcses'that language , 
' 

. . * 
is capable of designatihg life. and dies s6. and that empi&ally . . contradi&ry t?ke& of &goage h o w  the 

- complexity of lifeArather &in any synapse i n - h e  equation of language' and liB. The antithesii of this 

position wouLd claim thar'GEs mt&le birth-~po-m. those empirical contradictio&, show thC capacity of ' 
, . 

language to create ~om~lexstructures. like , . palimpsem, where life has but a single mundane "fact" * 

. I .  

I I 

Same's stance would s&est the &mer  rationa&. h&s' the latter, I wrench them oyt if I ,  . 
context, paraphrasing and otherwise distorting them. - In' ierms of GB's particular situation, both these ' - - 

Lh'ed.fies & the relationship between life and' larig&g&Ae . - forker which leads to the complexity of life. . - .  
* and the . &ter . to :the ~oip lex i ty  "of2 language-appropriately address his work: nos however. . ' . ' 

' I ,  . -  
. .  - simultaneously. Certain of his texts .are apprehensihli as @ds' which image the writ& situation. 

' : bqmming hi? projection. Examples &ld be thk (largely) unpublished novel Delsinq, Sticks & Stones. . . 
'4.. Poiots on the Gpd, The Silver %$re. ~ i k o r ~ o n  the Floor and eve* A Way with Words. But other of his - - 

-* 

- . texw lead the reader rather to discomfiture within the lariguage i&f, not f o ~  its uneasy reference to rhe 

world, but for its internal combustion. Texts which do this are ~elave'd gercv. Alloohanes.and ' c a ~ r i c e ~  
. , among others. . . , , 

. . 
Given then, two substantially different relationships between the writer and the writing as ' 

* 

perceived through the texts. 1 cannot assen any sin& rationale in GB's multiple bjfl-reports, his kiitings 
.. p4 1 
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of rlig writ& BL& $ mnsid6ring the body oF work as a whole, that becomes not "different relationshim" '. 
< - 

'j* 

but a more Kroetschean arnbiguiw whi* would seem t 6  be a(fir&ed in Craft Slices where GB does not * 
. . 

: * 
.3~rational~e any dev,eloprnent of hi; aesthetic; rather, he juxtaposes mutually contradiaory theorieb, \ -~ 

' . himself has sel up the subtle distinction which I am cGncerded with  here. In  elsi sin^ & Me" (B 291, an - 
b .  X 

3- - 
essay witted to rnefigure hisstory "Time and Again," GB writes: + 

So, while you could treat "Time and Again" as a structure made of parts, I'wodd 
' 

entreat you. to test it another way as well. Is the language interesting, for example? . % %  

I'm more interested in perception &an stmcture. That is why I treat the story as a- 
' 

few pages in the,liFe of George hising. I think that my n0veis"an'd'st~ries are p a n  - . , of an open-ended .testament to my lifetime on earth. If there's no errd in mind? if1 , , 
- -" * 

"g, dont know when I will die, I dont know when e Deksing story will end. I muSt * ,  

- therefore pay attention to both. lives moment by oment, and keep on daing so. 6 . 
cane come back and'fix it up when it's over. So 1 pay attention to the hings that 

. . dxme it as I go dong. To me that means telling yau where I am a1 thi: moment, - * ' - and watching my language as  I dcr. 
G .  ' '+ 

Evidht f r o m  an: aesthetic based on the concurrent existace of the character and writer-"borh . " 
. * 

lives," - ard - the subject of attention. TW. "both lives" a r e  lived *uniirtain of where their closure *ilk be ) 

fixed but certain ,of their Qnfolding, hence. "watching my language" becomes the only present concern. ,, 

The inerest in .percention bvt?rL structure coincides with the "common sense" category of writing w&ch,. ' ,- ' 

though not (auto)biographical, shows the complexity of life. So, one might suppose that in GB's-multiple . .' - 
' \ i  

birth fhfiCtions he is pointing ob! the variety of epiph'anies and seminal'influences which- shape OF lives, : - 
, . 

each equally significant as "origins" of our thought, with no one unique "origin" given : 
precedence-especially not one, the birth. which is not r&ned in memory ar all. But that would be to 

pigeonhole GEs whring as describing a (prior) world,' and it is not d y  I who refuse to do that: GB 

subverts that+easy equation, too. When "DeUng Br ~e?*as.incoqwrated into Craft Slices -a s w e  line 

was appended .to iT; not present in the original publication. T k t -  ling denies all the assertions of the- 

(pliaed)passage;.that line is like the biographigl.sqtement.s which skrve to place everything that- went, 

before under. erasure; &at line reads: "In my fic$m I try*ro contradict all the above," WelL An argument 

can be made that*he'has (hanged his mind on the aesthetic position adymted in (the original) "Delsing & + ' 
. - 

he."  But then. why did h e  .:in&dp$ i n  Craft ~ ~ i c & a t  all; h e s s  h m t e d  to reaffirm it,:@biollgh with ; 
I .  

this palinodic, rnischiebgiis:li(rr)e , peeking . out from underneath it? I &ink GB wants to affirm nothing byt I -  .,. , > > -  . -  . , 

the fiction of ady auti@rial "stance" &hiteyer. Afflrrning fiction, pointing to his mask: &e:briter'bho . . . . . .., , '  , 

.. :, .', I. . 
aud~dr(ity) behind it"nor is I_ it ser&leto + .  try touncover . . the authbr , - behind'the t e x ~  - ,  . . i . i L  ', , 

- .  . . +  ._ .J - I . .  

. . . I 
. . . I . - . - , ~. . . - .. - - .  , , .  + ' ,  -.' . ,' . '. ' . . . . , . .  -1 

. 1 1 - 2 '  ' . , ,. 

' ,.The multi&iiy of origins GB h.as cieated id similar to  Be 'k&iplicity of originators he ' has. . . . -  ! ' J . 1 ,  

' created fo;/of his writing. : . The ps6ud0nyr&'. . , 'EE ~ r e e n & s s , ~  "Ed .Phto;'; ' ? h e  Pqavision  id." , , " 
' .,' .A , .:, . , . 

" ~ e l m u i  ~ ran tz . "  'Harry ~rinson"and . , " ~ n c h   lackh head'' are ,certai&.-.his; what others there may be is': : -. , -  

. 

. , . - . . , .  , . - .  . .  , . . .. - ,' .difEcult cq teN. I dy there is asirn&rity b&abse both njethodsoidisserninating oneself hake "origin" a; :: . . ' . . - . .  , . . , 
, ., .. 

. - fiction. .- +"Talk. u to rne';c$.originaljty / and I will turn% you with rage,'"' he writes id ~ l l o ~ h ' a n k s  ("V"), , ; . , .  .. 
. . 

-, , . . - , .  , I .  . - . . - .  . . 
, . ~, 

I .  . . 
I .  
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quoting an unnamed "$&$k." 
I .  * 

9 b 
, , I .  

a -  - - I 
. \  - 

- ,  

. ',If I can * .  yet &te of YBOwdnp:~ work." admittedly placing the name of the authar -uncle; erasure. I -. . , 
., will claii&.bat an. alrnosi frenzied' rhultiplication of beginnings an(l of subsequent $aths from those . b y  

I ,  
. * -. . 

beginnings characteri* ,fils auvre. His peo name "Ed Pratn" has bec?m&, reuoaclively coloured'with a - 
I . I .  

histoh the detaiis of which. incl~ded a birth-in trail  to Tliestinehnmigrants (Prato [GB]. letter' to Piet 
I 

Georgio di C i w  of 25 " %  J&: . 1977). Devhploping a narative o f  his life, Prato invents another (prior) 

pseudo-name. Edwkd katbyerde. whicch.he claims to have fashioned with some literary pretension; kt "I 

, think, after thinking ;bout i t  t&hk 1% drop that dumb pen name. a d  go with iriy real name, Ed Prato" 

(Prato [GB], letter to Pier Georgio di C i a o  of 19 q. E.E. Greedgrass ("Ratoverde" means "4 - . 
- P 

field of green grass" in 1taIian)'is also embroidered pcxrt-- hm ~7th ori& insad employment, teaehinp " , : 
English at UBC, or so we read in ihe notes on canuibutots to an issue of The Anti~onish Review in whlch ' " 

his poems app.eared (20: ,113),- Bur GB muddies even these opaque genealogies by denying that rhey . ' 
' 

originate with himself. In C'J2 Robic Ma&ews wriks "Seejng Through a Greenglass Clearlyu - 

\ a ,  

("Greengrass" had been mispelled "Greenglass") to show that he wasn't fooled by this gseu&nym, and. 

GI3 adrni~ to being ~reerigrass, but Greenerass denies beirig GB. Elsewhe~e, responding to J&rt ' , 

McAuley's letter asking if he is Greengrau. as David McFadden has said he is, GB asserts: ,"No. I ainr ' 

Greengrass or Grfeenglass or whatever it is," claiming instead that "David McFadden is Greenglasg. and ' - 
-CX- - 

he is uying to send the smoke acioss the campfire*~u~. 1977). 
' 

- % 

-1"i' 
e - $ -* - 

It becomes impossible to sepkatk those factual inaccuracies which GB is resp0nsiMe for from + ' . 

those due to typographical error or the mischievousness of others; further. one bas diffkplty distinguishing ' 

* .. 
error by intent and accideht. However. if the writinglas a creative act IS of prime concern. muitiple 

variatiorls are not "wrong" but signifl other thh mimetically. In terms .of reference, it makes no . * ,  

, . *  . 
difference if, there aretwo or a hundred reported birth dates/places, so long as' two-contradict e& &her, . 
all are suspect But when GB insists on reporting a<.varietp of' such ,births, heeffect  is not nyiely to ^ 

- 
subvert reference; such reports themselves signify a revelling in incon.gyuity: the puissonce,qf excess. Or, 7 

they signify a distrust of the medium he is addressed within. "I lie to you / as often as I lie to &Mf" 

(Touch 11). GB writes "As Introduction" to h i s d e c t e d  poems.' But distrust need not . .  lead to despair:. ' , ' 

, knowing you are being handed lies you can stiil revel in their cpherance, &en Iovelifiess.,re~difig "not For 

truth / but the , shapeliness j Of the liesn ( T ~ c b  It).  he shape of those lies is nor the head-&head 

k .  

mfrontation of a dyadic opposition, nor is it the rootless tree of a sinde lie. Rather. the multiplicity I I of 

origins creates a palimpsest, the form of a carnivalesque writing where statements lie upon %'each oiher 

, coin~iding in structure while contradictory in content The impossible past events are rfiethddical. yet they ' . 

are not relath in any order other than the juxtaposition the ieader creates, and, as Sharon spencer notes, if 

. - 

Touch is Zubtitled "selected poems," as distinct from a "Selected Poems." which he,Jdeclhed 
' 

to assemble at that time. 
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, 
-. 

"eventsin time are spatially ~ ? ~ a n i z e d  wording to the t ech iqup  of juxkp~ i f ibn  tt& &employed ip - 
% - .  

rnon&e.the~ I& both their wktabre: sequential nature and their quality of iy.v&$bilityn (125);. The i r  , "- 
, - I I . - 

very conjunction * acts as catalfst to2 emp&ize their f$ffe:,e:en& and 'heir  alienation from - 

. , .  . -. 
1' 

referenceabsurdly so. be&d we &;sure-thit GB was. born. We have .the story oh G e ~ r g e  on paper in ' - , 

' t 

"Place of Birthw (A 37) where hig mother's sworf~ rratemem and a spbornzd l a w e t  attest to the fact that.', a - 
" " . ? - , - 

yes, indeg. George was born;& when. & where, and there it becomes a narrative likeany oaer .  
- 4 %  * 

The story of my binhis oi, paper hidden m e w h e r e  in a truthful mother's room. I .  . ., , .- 1 . .  . 
say he was'suborned because the question was a lie & still 2, for those who will not 
open their eyes. I say I was b o h  8;. where. Since then I have decided to say where ' . -. 

> k 1  - it was I was born many times in different places. [...I My mother was ~e , .  . . 
contributor & the notes on contributors are suborned -to swear just where 8g when & -. : 

, ' , " 

%ey are sworn tQ secrecy. Composition is not there i t  is going to be there & you < .  _ ,. . 
are here & that is where & you might believe when. 

-1, 
*. 

- .,%. 
\ 4 1 6 I .  

* 

- Illustrating' the ambiguous relatio&hip of language to life, or composition t6its origin. or whtiniio the . r -  

-, 

writer. GB hereshows what 1 hakcalled a "K.roeoetscheaI$"'pa~adox where the writer is inscribed within ' -.-- ' : 
- .  _-. .. 

I - . '  
text; he is not s&ding ouaide of it. ' , . I I . . . .  , , . L 

. . , t r  . '  
'. - 4 1 

- < . . 
L 1 2. 

- - To illusirate how this differs trom A more coqventiond .conception of the-written self, GB's s ~ d  - : . - 
+ "  . , work again provides examples of ihai It is not a simple earlyllater or irnmat&e/mature disdnctidn that ! ,. 

am drawing; the metaphor of linear, temgoral development as if towards some climax disfiguik GB"s : 
F 

work. WS own "ABC" diitates "order but not development" (m. But speak in rdetaphors i w i  must, and 
- I would venturethe orderly gfid metaphor, modjfied as a matrix to admit multi-dimensionalify.. ~he'n, two 

' 

different maviceS model GB's writing. One such marrix would-be grounded in-@e writer's experfence and. 

* simply, be a projection referring back to the writ& (signified) mental image. conversely, the w&ng 
Y 

where the text's references are incongruous is mqaphorically cut adrift,from meaning $rough denotation. . ' 

- 1 -  

SI.I& writing coheres as ' a  setrof signifiers which show -their owh alienation from referenceexcept 

self-referencethe shapeliness-of the lies is -foregrounded. Thisissecond mapix then has one less 
-4 dimension, if you will. Ba in exfhange, neither is the text in any - way descriptive of a prior reality; it 

creates its own with the added b f  the reader: ~ l l i . ~ h v o  matrices are here being paited. The 

latter is the unconve.ntional (as measured by the conventions of realisrn),model of a purely textual writer. 

dependent fo? his substance upon the graphentic network wherein "he" is situated. The ontological status , , 

of such a filgure is derived from its locus: "If you pick up4a book you do not see a red wheelbarrow; you ' 

see 'a red ntieelbarrow:" (GB, a 5). However, before I address'. the texts which' are themelves % 

ont~logical networks. I will discuss those texts 'which seem to depend up& reference, creating an 

intersection of the particular experience of the writer with the shareable. wive-rsal imitation of that 

experience as projected into the Mting: In so doing. I expect to rpake this distinction clear by example. 
, A  * 



' .  
The derail in GB's writing suggests, to some, autobiographical realism, but if his writing is revealing it is - 
unpleasantly exhibitionistic'ta 3ome. 

r b 

I 

* 
r ?  

* 
Vtsttors - . a  

-* , 
b %''2 

a 

Craig W. Fess sees in Minor on the Floor a scant plot clothed in blurred genre: GB's "periodic .. ' -. 
' blending of poetry into pr%e provides scant respite from a flimsily-disguised plot of de uchery." w&. ba . -  

- - .- - S .  

. my-g&ess. . "The debauchees include unikrsity students Bob Small and Delsing, long-ti4 bobzii' , : 

corhp&ns who .are tossedinto, a Vancouver drunk tank as the story begins. This  nauseating experience * .  ' ' - 
, initiates an in-depth study of depra&ty." Wis study of. depravity is, intere&&, divided by Feesuch : .' 

that the story begin; lonc&ently ("as") wirh the experience of the debauchees; Fess implies the L o  are. - % * .  

1 coincidenq b'ut not identical. Hence, a presumption that plot and its insctihti~n are separate things ' * 

0nderlies'Fess's criticism, unacknowledged, and this strikes a limitation of his review. 

'There seemsSto be no l i rhi tc  ~ess 's  alliterative indignation when Bob small and "nubile, nutty 

Andrea (a nymphomaniac) embark upon a series of bassionate performanceruninhibited. of 

mur&supplyingplenty of angles for ii plot permeated by premeditated perversity." Pretentiou~ly put, a ' - . * 

pitch performing with plenty of passion ahd plotted-premeditated, and henqe i@i bited-offeods . Fess. . . . - a * 

Well.,most witingLis premeditated in both-its plot and activity. but in Finding the plot permeate$with b t h  . .' , , . 
.., < 

inhibition and its lack F e ~ s  doesn't know whiih way to look wh& faced with this debauchery. ~e:rn;sse~ -' 
/ / . - 

the pitch, completely. Further, that Andrea strikes him as a "nymphomaniacu exp& Fess's eagemess't~ .. 
A . - 

-> , . .  . strike out quickly, Which he does; ' - & .  

- J c .  " - 8 '  * ' .  ' . .' -. 
I . . . s :: 

.Chester Duncan objects to GB's vdume. "The Silver Wire k 32-year beorge [sic]:-~owehng's , 
- I  ' . . . '( , - .>. 

third volume of poems. Md. despite the fan that thereLare , far tdo . many of them, the~e.~iec&-show a liv& . , * . - 
I dent." It is not only the-volume of GB's poem, but of his fdends that Quncin strikes at, tm. If, ' . ' : 

J 
. I  . -  * 

"Perhaps at the moment, like B lot of other Canadian poets, he has too many stupid fiends." presumably.. 

Duncan's kindly advice to ~ C w o u l d  put him on the road t ~ ~ ~ ~ l t i v a h q  what lively talent he has, After all. . 

"Mr. Bowering can be a very minor lyrical poet" &can is quick to point out  "p" 
Duncan sees the potential for GB's voice to grow in the poems where'the "lyric@ voice. though . ' 

. * 
very clean and pleasant ahtimes, is tempted to grow raucous and exhibitionistic on the subject of &x."- I ". % 

0 

am puzzled, not that a voice grows, but that it can be tempted. Still. Duncan has hope and advice: "One 

can ha~dly be a reader of poetry and be agaifist poetic sexuality. That would be like being-against Herrick. 
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B U ~ '  .I think it would be better for all . concerned if Canadiao ' '&oppeci w,#tin& about sexid 
- 1. 

, . intercoupe. " Striking opt: now perhaps that's what Duncan wotdd prefef - 
- * 

. - 
. - . _  

Red 4 n e  has his doubts about the Sticks & Stones pen&. writing to GB in the summef.of 1964 -. , 
' 

- ,  

. that: 
I 

I, think you q e  getting into a FORM as yourklf being FORMULATED and I cry 
for h e  wide open spaees of that poetry that's iq you m e  out in poems like 

- .' . "Meatgrinder" and especially the "Grandfather" poem like I know you are far . 
' ,* gredter than your poetry and this Creeleyistic form is really a bind on y o u  ability ' 

- .  - come out come out wherever you are else your b m s  become mere chips in the 
stream of your consciousrless!!! [Geeksville] . 

* " 
4 '  

Charging the fltkher with formulating himself Lane seems to have hit home, as GB acknowtedged (two . 
s ,  .. yea r s  earlier. t6. hk"1 suppose that's what my kiting is in a sense-the sw&pings of my mind" 

(" Kamloops, kkrch. 1962." Geeksvilld. , - 
s. . .  * g. 

\ 

, Louis~)udek. like Duncad, believes that GB is "much-too prolificl'and "revels in the intimacies of 
I <  sex.: 'This~ecund,it$ offends Dpdek. "not on moral grounds." but for the &&I 'of its inscription. "When * 

' . * . n&hlng is left to the reader's imagination, is there not a failure of imagination-somewhere?" perhaps the ' , 
. . 

failtlre'is with the critic's , , imaginaiion in his privileging of abstraction ove; particularity. GB himself says % '  

as much$ putting;the batter out from the introduction to Vibrations: "Poetry feeds on the senses, ' a d  a ' 
1. . " . . . - 

J -..' . - . . - desire.Q$share sensuaj expefiences. ' That mean! spdakiiig of objects ,and their. pa@cularities", (Vibrakions 
. , 

- 1  . . 
, , , . . . . : . I . . . . . . .  . . 

2 .  
. . . . 1 ( .  .', i ' , ' .: . ' - 7 ' . \ .  " 

.. 
'I / ( : - . \  : .YO. . : - , . , " 

. . ,._ . . . . . . > .  . . . - ', , . . 
? ' , ,  , , . . . . .  . , 

. - -  ',, . . . . . . . . . .  . . .  . . , . - ' MU& of d;e critical angdtionGB has & ~ ~ ~ s t & i v e d  caution~hirn t i  censor his lifefrom , 9 , - ,  . ,  ..t . . * , .  . . ,  . . - a 

1 ,  . . I ,  

,. . " ;". . his a r t -  ~evievjers i h o  srati that they . don't'&ra , I _  to-hear , . . ,  about~hiisex~life and rev/&$ who advise that - .  

- 

. % .  . . . . . . . . 
..,. . '  . . . ,, *+he adopi; polite distance fromthe rnate&1:6fksqrt . . . . .  are the majoAty: '.The geieral.ani&d+:seems'tqbe . 
. _, '. - , ." . . , .  . . .  - - . . .  . . .  ; . i I , ' .  

. , 
, \. . , 

' : , . thpt.he hns; to'i&te . . Kroekh: " p e i i l b i s ~ y . c ~ ~ e  &.] u p *  rocks 6f m e ~ e ' a u t o b i o g ~ ~ ~ & y " , - ( ~ ~ s S 4 2 )  '-. 
. , ' . ?  ., ; l '  . ~ . . .  , . 

. . .  a .  , : . ' - and; indeed; falls ipod those rctl i .  ' . . . . . . , . . . .  . , 

. . . . .  j .  

, , 
a , .  , . \ .  

, , 
. . , , . . . L . . . . . -. 

v 
I believe that the presumption of veririmilinrde is a misreading of any text. The simple act of . 

ordering events, of editing and giving form to experienqe separates it from the life beinglived.- AS GB - 

himself insists. "Great poetry does not tell you things abaut some poet's day or family" ("36." *EJ;. that is, 

great $oet.ry is not referentiat After a l l  "You do not need a reference to nature to create non-kture. or - 
1 

= ,  

art" ("95." B. Indeed, Errata recounts how an uncharacteristic piece of dwriptive realism in A Short Sad 

impressed a woman as so vividly referential to a particular railway station in Saskatchewan that ;he - -  
asked GB when he had been there; "But I have never been at a Saskatchewan railroad station on a cold 

, winter's day. I told her I had made it all up oui of wordsw ("28." EJ. Reading' A t i n g  as primarily - 
referential-the reader displaces what is presented tu her, privileging what is absent Thus. descnitive -,. 
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-. writing, which Claims 1; be an analog of railrcadstati& and 1.~6; i s  pte&i&ted upon di$tace&ent of fie 

J .  - 

&ting itself in privileging reference &side the text. - ~ B i s  against destription for this displacemmt of . - 

the (temporally and spati&f) present text. la the poem "Ex-is Sensual" (w 53) the &fs &st& is -.-- .. 
defined by his M e d i a t e  sebsory recordings, rite eye will look: - - %- : - - . -. _ J_ i  l 

. - " - 
;5 - - L.. I < -- 

- & fitld myself 
1 . ,  

in focus fine 
- 

2 C 

astride a line ? ,  

% - .  of hew& now ' ! 
, - *  . I  . 

, ~suid!  a fine "here & new." both poet and reader are measured by and measuring in the poem; there.is no . 
< - * .  . . 

referential context unipe  to the poet neither is there a-separation of €he poem a n d h e  reacas created by a 

< - 
the "sirnilie" (GB. 133)-of "uerisir&itude." '. . . 

I 

* .  \ t 

+ .. I' . 
Roland Ijarthes. like GB, puts reference under $rasure.l Bathes, too. $likes analogy.:. *' 

verisimilitude, resemblancein shon realism-his bask for which 1 am !tealing. ~arth$dairns that his - 
* * 

7 

"b&e is analogy pecause it "impligan elTect of'Namre: it constitbks the 'mtur& as a iour$e of . 

- . truth"-displacing . the textual artiice only to reform it in terms of what it is ndt-'no goonor is a 

hrm seen than it must resemble someaing" (Roland Barthes 44). To address &is problem.. which js' * 

unavoidable in contemporary & due to the prevalent t&ditbn of realism. Barthes su&eque&ly $tes that 
& 

. . artists seek to escape analogy either by the "zero dekee" of description (art spectacularly devoid of . 
1 - -  

j ,  

impression) or "by re&arly-according to the regulatio&distorting the imitated object', When GB 

draws portraits of his life in "notes on contributors" ~ections of anthologies he follows the i-egular form of ; - - 
f . -  

such writing every time and thereby distorts the object of (presurnkd) reference within the .rules. 8ut.in 
j \ < - _ .  

subverting reference and analogy it dues not follow that the metonymic relation betwekn-he p e l  and 
* ,  

poem is rejected; indeed, I believe it is not. ,+ . - - '  A - 
i - 

L \ .  - - "+ - 
The poet's hands fashion the poem within margins determined by the poet's locus which ikcitkdes - 1 -, 

the textual environment he spends long horn  wit)&. For instance. where GB attempts i&;zlism -his 
- 

I r I sentences are long, full of adjectives where the reader may *losen herself in a's?ory.abgut s&ethingother 

a b a n  the writing: because that was the model he was iaised on. In a letter tohlatt . .  Cohen-(28 sip€. 1980) 

a.  GB explains this phenomenon of sentence length: "in my earlier prose I did fqn to long senw$es:& I think5 

a that was because I was really then convinced that cge should turn one's life, _ .  tcr . fiction, _ a i a  Yl &em , ' .. 
? .  

I * 

American realists ans [sic] friends I had been all my reading." The Gempt to.capture the lush 

variety of one's life is inadequately %wed in long sentences but short sentebces rbalre suc6 a com$arison 

less likely. GB's shortening of senten&""happened as I started making somethi~g up instead ofmking 
. - 

d 

. >  
* < *  

* * - 

'There is a -Sense in placing B sign & raure that the sign can yet be seen @ poifit to 
its meaning. though in so doing pointing also to its  own difl&ance 'from-that meaning and 

. t -refusing to be obliterated in signification. 
- 

i 
.. 

d .  

b . & -  . 
> *- 
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I -2 . ,; something ofwhat was already down, and that does seem w$ble but i6 i t w  Bubis it where orimality is . py .' 

. itself fiction, "making . >  up" is a li; based Upon what is "already downn-already kxt ,  .In "14 ~ l u m i "  GB ' - - 
, ,  .. :i 

professes admiration for w h a ~  bpNichol %ays a the end of Journal: he says you put book do&,'l& . . , 
* a 

your reader in the eye, add say such-an4 such" (98). It clearly is of m consequence what is 'said by the 

writer; it is the stance and itsambiguity whichjnteresu GB, as he g&s-on to explain, The writ& fosters . 

the pretense of detacbmeat in "writing down" the (closed) btwk, bur drops it, too, in loolsi~lg the leader in 
- % 

the eykmaking it dear that @is is a book and you are a reader and 1': meet. - ' r  

* .  , ., a -  . 
. 4  ? .  

a - O L :  
- . -  

- I 
, The poem is made up, now. withxi pafameters which perrain to the act of-its making but'may be ,- ' . . - - 

withdrawn upoa completion. In "Printed int6,~ime" (m 72), the pee$ casts off the woven text ("I give . - 
you your freedom / fly i k m  my hands"), ironically, because freedom is &a*: it unwiads th'e p&m. ' 

' "Free verse" is a misnomer becau* all verse is measwed, as E.E. Greengrass pointed out to m ( 3  May 5 3 

I 

1978) in response to an anicte by Wyme Fraicis, i& rhe janW issue A poem without limits or margins, , . . 
, , not contained in lines, disintegrates. Language is synthetic and operates'by rules; d poet learns to) he ' 

natural as a measure of craft.. , " ~ r e a t h i k  is n a w 4  but it does nor t&ch q y m e  how to write Wetry. 
' ,  ?way teaches poeu);. Art teaches art. But nature does not even teach dature,. Name cannot l;m, 

I '  
I '  

Poets can Leam but nature c a e o t  teach. It on o d y  be what is teamed A poet must learn that nature . . ;, . 
. . 

cant teach him anythingn ("39' B. That b what nature teaches the poet hence, "If.* are eve; to lt&& ' . : 
anything from nature, we had k better scuff *unpin the t&med soil of Mars" (m 53). A poem given , . 

, 
to nature does not become nature, ii'cannot fly fm $he poet's hands: the poem takes shape from thwe , . . 

P ' 
<- 

1 .- 
hands m d  is a s t  off from them: advantage dressed, the poem makes an address not of nature but .its . 

I 

clothes. That is "What the Poet Doesw: "The poet worships the naked human form, & sets about to clothe , . fi 

i t  in the globe's finest raiment" (GB, Strrtrlne Faeces). The "globe's fin& raiment," poetry, clothes > "  the. . . . ) 

human form but takes its shape-is i@ormed--@y the wri6er's s6nory recqxion af that form, ~ h g  two . I _  - 
L- 

meet i'a the wrfterlyl text where, too, the reader discovering the poem for herself enters i n w a  spatial, : " : 
physical reladonship with the text; opening a cleavage in the book whereby to enter the text, the m d e r  - 

also opens herself to its reciprocal penetration. Textual pleasure is. as Barthes makes dear, sexual in 
' 

2. 

." 
- . nature. G3's Iyrics illuStrate a sensitivity to this: One such example is "To Cleave" (m 6): . . 

l' 

r 
. I  C ,, 

. W e n  I' enter you - - 

you enter me. 
. . .  

That is& cleave, a - '  - 

- - .  
tvcling, , 

, 
, A  - > .  

. - 
. *% cut. 

- - .  
penetpte t . 
& love. 

. 'Barthes'. distinction between' the readerly text (that which is closed and admits only passive, 
' 

activity- on the part of the reader) and the writerly text is articulated in S/ZZ 
< 

. . 
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" 'TO oclehve is to separate - a  .,. + -*  j -  

9 _ " . y  Y -":4 

&join: - gq.&-- I. 
1 - * _  ,& < - <.& . * 

* -- 
a < 

.. 
Y l  . . . -t . . . , 

to open , *  . >L * 

i - ,  - 
& fill. - 8 9. . . 

e: . s -And I am filled with you - .  - - 6 . .  

. . even as I place myself - , 

in our cleft - h .  

my love. k a . - 
-, . 

.-? . 
' I  _ . 

In thin poem the "I" is not ambiguom in terms o i i ~  referent, it is mdtiplk: &g poet, &e &&r, and thc . 
, *' . . 

poem itself coinhere in t& pronoun.m&ing reference an act of wiH on-the pan af' the readkr. ~ h e - ~ e r n  
.* - - 

I .  _ , is put down sothat it looks the reader in the eye; the insightful reader sees many " P s .  - --. . - , - 7 ,  . - . &  . * '  

. * 
Writers of realism saw a- wor~d~prior to the writing and wanted to change life into fiction, but 

- 
post-modern writers have-only fielion--ppking hismown history, finding for himself his dwrr&1ity. the. - 

man of action fictiondizes hirnself.and the world: e v e w i n g  is text wherein he fieures and h read & such. * 

- .. 

thereby turning w@t appears tq be a .refwence to the world into a textual quotation , ~ d P e  presenr  he+ . 

located in language. anything becomes text Km+ch considers this linguistic trait the pr[mary manner by 

which'experience is appre$ended; he writes of "the binary patterns that the human mind uses to consmct . .A 

-. 3 

its day andits labyrinth" ( ~ s s a f s  74). Frank Davey, interviewed for TV ~r i ta r io  about ~ g s w o r k ,  remarks 

upon this ubiq~tous grid underlying the concept of identity as "everyking is a crossrdads; *e are all 

crossroads." In ordering experience (without which order it would nQt be comprehended in any way at. * --- $A; 

c .  

all), one fictionalizes oneself therein. Consciousness is language: its component units figure(s) I'n fiation. - . - '  

" .,, This .textualization in consciousness is depicted in GB's "Anniversary Recall" (m 50) where a y'aung man . , I . c 
.% perceiv& his contextual relationship to have a l t e r a  and he is changed 69 that {elf-consciousness: + " 

f ,  

: [... I 
. - but &en acmlIy thinking 

J r :  - "I am noting this 
4 

I am different now ' __.  + ,.. mw 

, & this is my girl & I lying here." 
T x 

, < , , & ,  . -. 4 
-F 

' I . . 
Apprehending the world as t e a  it then becomes the problem to make of that text fife: not fife fe 

>A !. - 
* - 

made t ext made animated- as in "Chapter," from I$, the Flesh (8.41. Here. 
" 

- - i -  

I h  reading, i ~ u r  white 
* 

wide parted - - , -,. 
like pages 

Y 7 I enter. kgely,  your story' ' * . 
[,..I . The page 
open in the light, you read 

tf 
- c 

. ., * - 
P 
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The act of thb lover en&ring the Gloved is particular, whoevef&e "I" ji & thk ti&& the ;me of.' * < 

1 -. t .  
L ..- 

teadhg it  is the r e a d i ~  as f ie  pcs~m~&g.inces. But it is @so the p r r f  &-illenging the reader to @is~b:ver, - .  ' - .  1 .  

? : 

.her bkli story rhiough her capacity to ktualize the wodd and the texq' The  ,read&r.do& not bassively - . 
, - - ,  

recognize her reflecion in the text, she puts herself there, unlike realist *rid& which invit&tlie read& to ' . - -; 
identify with it, to read it as a story abm her: But as GB eapostglates, "whythe Christ ~&&d I go to 6.' - - < ,  . ,'% - -- A * I  

- ,  - goddamn. book to find a story about me?O I me&. I've g0t.a ?lory. a Why h v e  a story &OM < -- r6e instead bf , ,,". 

* .  + - -  . . me?" .("!4 ~ l u r & "  91). GB do& not tell stories a h i t  the figure; & his stories have adpropriateky " A 

. 

- - lexical substance, In "F& Angela. ~he i la .~~ar i ' an .  Sarah. Aviva. Magdelein. Etc." (AM 171, ~ ~ ~ ~ & a r s .  ' 
- .  

/- - to B p p ~ p r i a k  peoqk id 'poeh ,  but by making - , up:* of the pock asmetaphors within poetry Re. , , 
. ?  

. . *  the&bby distinguishes them from. living Wmen .(me&hor Brnpha~i&s difference), a n d  makes these ,'. 
-- mkqhors  ap$&opriately contextual. The "A&&" which h o l e  the- poems tog&her 'is an extendea. ' : A 

r - _  . 
. metaphor usedpby the poet, the sarne'poet who says that "You should not use poetry. just as you shoukdh't 

- use people" (GB in van Luven). "Angel@ is us& Angela is ndt: the poems are not ebour her bur' 

-"'Angela" determines the direction of that ~ork-write&ii.~tb some extenr. Davey ,sees $.his device as 
-* .. 

characteristic of GB's writing.. By ebblishing. a parameter itardt spread, alphabet, arithmetic series. ' - 
- ,I 

temporal duration) to measure-the, poem beside the &iteras measuring.-the choice of a meuip&r sh@eab . .- - 
. - < >  , 

h e  poem. -GB does this. Davey claims w?), in order "to avoid the->e150+.~ - .  ~eav in~ ' c&t ro l  of its ' ' -: 
ow? unfolding Hlith the work itself i~ the idedbehind most 'of G B ' s . p o e t i c m n i p ~ s i t i ~  such a $ ~ e & v q  - * 

I '  

and "Mars." Even in that writing &en by seveml eminent cctirr (induding ~ a v e y ) "  as referential to I 

personal experience and entirely conkilled b y  t hab tho r  GB see$ the text writinp'itself, as here in'"l3e. 1 
Typewriter": . , 

j 

B + - 
Across the room Y . . 

Angela sits at my typewriter. - 
A , -  

Ah. the fi& sound * .  1 X 

.* - - of my fingerq. & .  1 - - ,-, 

L .  -. . 
This poemc (YJ 10) shows GB'! "m&qho? cornposigg at the other side of the stanza and joined to him in . - .. 
the writing implement. When Davey reviewed t a% the'bcmk he wrote h a t  each of the Q ~ m s  "catches a ' - %  . 

+%F 

perception & p~ojects it thru its particulars & the ironies of those particulars, with greaf Ctependepce- on 

personal statement an exhibition of the poet as fact #I: (Davey. The O&n Letter). It is n o r 1  think the , - *,  
I . _ L  

poei but the poem which is fact # 1: here the poem by'a metaphor a b o i  the two identities, ofqthe poet and - . .- 
his metaphor, joined in the metonymic fingers. In "Last Lyrics: ~ h e  Pulled My 'Skin'!,'(& a 3 l )  the 

A 

G .a* 

speaker's skin is the "sheH figure, betweeri them a metonymic relation which (metaphoriically) c ~ n e ~ p o n d s  
' 

to the poet's articulation in the "skin of language. Olson's Maximus figure. i n  " ~ a k n u s  to Gloucester, 
F - 

Letter 27 [withheld]" (Maximus Poems 185) has this sense: "that I am one /. with my skis." but to 



. . 
* 2 

- .  

I. _ 
1 9 -  -, 

. . 

discrinlinate &a4 body is impossible in terms of classical form. This form is romantic, admitting the . 
interdependence of =o*rryierand measuring intensity r h e r  M n  fealty to an ideal. 

, - 
,- = ' 

f fl 

" 1 

- '  , . - 
Being one with one's skin 'is tactile, immediate and rnetopyrni~-~resenc$-a "here" wh'ereas -. 

metaphbr sets up a distant "there." 1 n ~ ~ ~ ' s ~ " ~ h e  Kitchen Table: (YJ 58) "They are thete / there is'. 

someoqe here under this faie." A Face, skin. forms the faceless "someoneh ~ho . .ha&@~la&,  faces rhe 
' 

- .  L -  

crowd. But that someme actualizes the crowd ("under this face" is' "thqre." khere "they are"). So, facing 

bob  *ays the (surjface mask is an unavoidable medium. Whac if ayEhirig..!ies behind4 is made more 

pfoblernatic when GB, i? " m e  Smooth Loper" (m 42). adhits to anaffinity wjlh Coyote: 
- "- 

. h e  was my favourite animal- I - .  - 
but I didnt know . .  . ,  

- JIP .. , I imitated him a J -  , A 

' till recent years. , .  . = = T -  
% - .  

-> . . 
3 [... I 

, - =  Also I have friends 
rC :, . . who tell me I am wily , 

, , to my imocent 
I hairy Face. 

, L 

The mask is impkrsonal. It is a role in 'language, a script, depatym$ from which are yet codified. , 

with GB, even apparent ex;?essts conform to rules. In "Five Cents' Review of Sports." originally titled 
I .  

"~or?ueal*s Big Leak Baseball. One Reason %for Keeping the 49th Parallel Open." he writes of the players ' 

, 

\ - 
that: "they never wduld h ve been able to wear hiickey's mantle. That last sentence is very much like the ' B 
colourful writing baseball reporters afways use" (19). Placing himself in the role of baseball reporter and , 

then distancing himself fram that role. GB acts in two mutually-exclusive roles. or perhaps occ&es a third 

position aloof frorfi them both. The reader cannot fix the writer in the text, but She cad fix the text, and 

fked with that the figureq therein. Interestingly. Red Lane cauubned GB (letter of Feb. 1963, Geeksville - 

39-40) to "write about Delsing not fbwering ...y ou know very little about Bowering.' Ahd: indeed. GB. 
* 7 - writes &out Delsing  writing^^: inscribing himself in describing Delsing. GI3 fashions his role as writer. , .  

As Barthes insists: "For the history of sources we should substitute the history of Cgures: the origin of the 

work is not the first influence. it' is the fiat  posture: one copies a role. Mep. by inetonymy. & an: I begin . - .  
producing by reproducing the person I want to be [the writer]" (Roland Barthes 99). Which is what GB , 

did-his literal beginnings began when: "I wore my old airforce clothes around UBC & becaine the 

mysterious young writer Delsing" ("Some Data," Geeksville). Delsing, of course, began to'write a navel 

about then. 
h I .  

This $art of "becoming" integration of writer and writing differs fram autobiography because. as 

GB defines it in Errata ("34"). "Autobiography replaces the miter." GB prefers the t e n  "biotext"'which 
I 

connotes "an extension of the writer." Biotext is not then. metaphoric but metonymyic writing: it doesn't 
$ .  
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like skin, buc &llowing the uiil left ~f skin is not to'prd&bs c l ae i  =to cldlure, it i S  only to tontihue. In - 
. , . .  

* . <& 

"Elegy ~ i ~ h t "  from- lierrisdale Eleaies, the-speaker know; the fiction of hisd-past and ex&m 'io:w& , 
" .  .- * 

straight into his fancied future-(ll2.)yinged by artifice and situatkd wimin present reat, by iC he is . ' -. 1 . 
entiirely cornpose# whire'k is:- where. he .is acting. There he is act&izing his .relationship t i  his s&us. - I' * 
with the face looking in two directidns at once, as it do& in "Th Shifting-Air" (G 88): 

_ ,  . . 1 j  

I my forehead ,I . 
against a nose , . . . - - ,  

15.' 
, . / " ,  

And .I'm on- 
the air is st31 ! , I  

\. 

a crowd smiles at my back. -. . -. - 

Playing to the crowd the-actor yet fashions his role facing the page, readers behind him waiching the 

unfolding of the scene &Fore them, before him, and he goes down, drawn 9n the page. 
1 I * 

The double aspect of every performer is a condition of the role our self-consciousness plays in 

- --corrstituting our humanness. And, as Olson remarks in The S~ecial View of Historv, man's perception of. . 

. ,his situation- as one among objects rather than as cornmandin& subject makes of every man an axis 
' - 

. rneasurrng the place where he finds himsekf. 

One will get nowhere in catching @e traffic of the human univ,ene if one does nor 
recognize that a man is at once subject and object, is at once and always going in 
two directions (in many, of ~ourse, as he is a sphere. but two at every essential 

. interkction-at every point of action or. decision a man is binary, is involved in 
choosing betwen one Qr two). That is why I have tried to establish the double axis 

d 

.or axe as a sign-that functionally no matter the plurak (plurables), the double is 
the confrontadbn, that single plural. This tremendously modifies the old $&tic- af 
one (the unitary) (321. I .  

I '  
- 

I .  

1 

. This doubleLis nQtbn eiher/or dualism-the mind is not ordering the body-but an (het)erogeaous,.open, - 
^I  

multiple fielcr.' Composition of oneself within one's environment, acknowledgement of ow3 own ' 
i 

objechn  is characteristic of Canadian writing-it is not f ,  an exclusively American Etance, Tom ' ~ ~ r s h a l l  - 

makes this clear i i  Harsh and Lovelv Land when discussing Irving Layton's poetry: "Laytan's frequent 

identification with 'insect$ on ihe one band and gods and giants on the other is another example of the 

Canadian ambivalence and shifting perspective, a result of th%, encounter. with o u r  open spacew (72). 

Whether there is an open space independent of our encounter with it is perhaps more directly the point of I 

* 
departure between Marshall and GB. GB is quite clear as tb his viewpoint in a letter to Silver Donald - - 

Cameron (1 Oct. 1972): 

Now, to yr remarks about the difference between finding the "external" world in 

. . 
' I  &ink it's important to mention my agreement with Charles Bernstein's criticism of Olson's " 

- sexism. in "Undone Business." One af the concerns is Olson's sqgestion that the "field" is 
"female," open to action by the Man.. "Towards the Last Spike" operates on a similar 
sexism-this is by no mans a problem panicuiar to non-dian writes.. 

.. - I I 

* 
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@ring vs f nding xhe wrhi's experience of the external world.' -1, ahem. Xokl with 
Shelley #at there i~ n~ exkrhd w&d. ma& up simply& objects., Xhat is the 

5 

w - .  ., 
. . Newtonian, back there yes. fallacy thq' has ekactly resulted in-the ~on@ti-oa we 

I . , . ., -, . 
have that the world can' kil! -u% that is Ix wum &. WE wiil. Look at 13irney'?' 
"Bushed" o r  Reaney's.' " Aeon* Riverq--they show' );ou a nature that is not - *,, ; ' . . + -  

+ - confronted as object but h a t  ti€eiaily eaters ihe h m . W h e ~ e  ;t belongs & . ,. \ 
inescapably is [..J. There is no *universe but the human universe, at least in man's 

L .  discourse~eyes. The term "Human universeRbdoesh't just come from Qlqm; it. is in 
' - the preface to "Queen Mab" I...]. I'm not talking about mystic stuff, and neither is 

Shelley. 
. . 

e is talking about "something +that has to include that process thru the human mind not -thru the 

)$jective, unquote. world viewed from the mind standing back. That is. the effect is on the mind as well-is 

tlje universe. and. in a like prows, and the other way round, inescapably. the world of things is made the 
b 

way we see it bemuse we see i t "  I 1 

& 

. , * C 

' To go back, then to "The Kjtchen Table": "they" are "there" because the mind defines' them in 
such relative terms. As !Same 'wrote, before proprimption was articulated by Olson. "they" "indicate me 

as the reason for their order": 

My place is defined by the spatial order and by the particular nature of the "thises" 
which are revealed to me on the ground of the world. It is naturally the spot in 
which I "live" (my "country" with its sun, its climate, its resources, i ts  hydrographic- 
and omgraphic configuration). It is also more- simply the arragernent and the 
order-of the objects which at present appear to me (a table, beyond the table a 
window. to ,he left of the window a cabiset, to the right a chair, and beyond the 
window the street and the sea), which indicate me as the reason for their order. It 
is not possible for me not to have a-place; otherwise my relati~n to the world woulcb, 
be 3 state of suwey, and the world woold ho longer be manifested to me in any way 
at all-[Sartre 6291. 

It is by the manifestation of the world that place and the perceptor are configured-however mental the . 

awareness of one's objectism in the world may be, it is primarily a spatial relation and is realized as such in 

By the activity of p d e . a  paRiculat speaker announces her participation ig langue and carves for 

herself a niche., The poet thus improvises his plhce within the world-text "Scraping- in Itaiy" (a 30) is 

carved to the form of a ~ e t r k c h a n  sonnet yet its subject is the p?rticular pqet's improvisation within a 

tradition: the traditional shaving of civilized men The ~ c u i ~ t k e d  artifact is here both poet and poem. 

In Fiorence, Tux. 
on Christmas day . .  

my'wife was at the sink. 

So I had to shave 
in the bidet, " 

& that set me to think: 

did Giotto too. 
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One of the . . .  iinprov,isations < upon uadiLion here is the & e d  bf thi*~kst&~aditional& used . . .  to . rg s~ l ' i e t~e ' .  :'.: . . ' . . .  -. . , - . .  , .. . . .  . , , , 

particular probleh within a larger iontext-and the octave. TheTcrosiing of the paNyla r  with &e 
% I ^  . 

universal in GB's poem has the particular expressed in the universal's place and vice vkrsi.  'ce.mykiq$ , : 
* - '  

\ ,  '" 
of great art(ists) is part of our contemporary fnyrhaogy. GI3 certainly is cutting that in&&gy~down'€o " ' J  

. A .  
> , -  

. < 

size in "Scraping i n  Italy:" as he do& so ofren in his work. The,symbolic phallus as paint bnish. razor, and'. - 
, . I  ' 

elsewhere, peg, is revealed as absurdly pretentious,when 'the (@i@ wielder of -the Law of the Father is - * 
,"% 

often in GB's poems, a lonely bo) masturbating. - Making myth pakcular challengq its authority: it.also A : - 
makes otherworldy icons humbly hman .  In Caprice the west was once a mytholog-ical place full of wild . 
1ndiini a id  figures larger than life which has become scaled t i  human dimension. "By t h i  1890's the West . 

J. 

had started ti, shrink" (108). and shrink it doe's, to a point where it kccmes the locus z i t s  inhabitanu * , 

when the "west has shrunk so much that we can get it inside us." . ' " 

, . ' V v -  

~i1e .s  of language and the propriety sf expression measure 'the perbrpiaqcce 'of a speikei within ? .. 
the language-place her. Conyersely, place becomes integrated within a popdace and within a, person 

.\ + ' i* 

among that populace as manifest in the enunciation. TbB is not only an intellectql ident$y4there is a 

I t  would.seem that in GB's 'Yyric1' s f a g e a s  distinguished from the ="post lyric" and separated by \ 
the "kist Lyricsw-he composed poetry as a score for the voice, thus privileging the activity of aaicuiation 

which 'is removed from the printed poem. That is, the locus of &he poetic-energy tr;insfer is, not in the . 

I ,  

printed text but in the voice of the poet and the ear of the audience. This aural tradition as touted in 

I Hear " ~ o d , " m d  nd. "Pbetry and the Language of Soundh does pot presume the receptidp tto be ,an , > -  

'The typescript f&d in the ' " ~ e o r ~ e  Bowering &llection" in h e   ati ion& Library's rare 
books colletticks is called "A Few Blkst among les Maudits; it reads: "the poem on the 
page is a &e for the composition. that the characteriStics of a41 the poet's faculties should. - 
be recorded in that score, not just the decisiork of some presiding rationality." The article 
was manslami by ,Raynald Desmeules into "Quelques b h i s  parmi les maudits" and published 
in 1: this pa-sage is on page 50. . . 
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. intellect@ activity but a physical one, a seqsory pkr~eptiofl no kss  physical than sight or touch-perhaps . - 

, 
' 

even more alert because, as James Joyce reportedly commented "the senseaof hearing [...I is always awaie. 

since' yoo can't close yqui&rsV (Ellmaan _ .  547). ~ e $ n l ~  in &llooh-'you "cannot close your &y / i.e. - - . - 
litetamre" ("I"); in Allb.phaneSd litemwe must be thought, now. as the senses receive the physi.ca1 data and 

create mental images. < 

s- 
' - 

The pdets ueated the world as non-linguistic data, nature undressed, which stimulated a . . 
sensoty response in the poet and the poem was the projection of that mental interface. GB's own "Points 

on the  bet as Projector." "For WCW!' and "Metathesis.3ere quoted in its entirety from Points 

on the Grid (38). illllstrat'e this: 
,. 

Moving from the margins 
back - ,  

to the center of ihe mind - _ 
thru-the eyt 

objects 
I 

' together- - 

hLmling inward 
a&a$ons set behind the cornea -4 

patterns in the brainpan -' , 

. pictures reflected. back Trom .th'e margids 
7 ,  

become 
' . 

r ..* . 
C. 

C words -. ' 4  -, 

in a web sus&nded. 
. , 

from the margins . - 
I -'c 

+ I  - . ended there & begun 
heavy in the center of the mind. 

The mind was the center of a line-hence the ubiquitous bridge metaphors-coiinedng fie poem an& the 
' 

world. bdth of which we[e ground held in common with8&,h,er minds (hence the nolahie population of ., - ,  ' 

proper nouns in this poetry which draws common ground as the site of this polis). but ttie jndividual pqht . . 
was the catalyst between &.em. 'In points 04 ~e Grid the poem "Tuesday ~ i ~ h t ' ' ( f l 0 )  insistently bitu&?s ' : 

r ,  

the poet--first. by its title, but in a cik pinioned by bridges. at night lined with lighp..one is spatially . . ' L 

. . - located within a matrix. The poem ofjocus attends to margins and lines as %he address df the poet at the ', . - 
- time of wn'ting: - "Walking Poem" (41) compapibly situates the paet where place. the "trees linihg me;". . 

. " 

gives form to the poet. The poem is a projection of the poet's s i ~ t i o n  so:naturalIy, is informed by hisn, 
-. , 

place. BG when the' world is seen as no longer data but already text and the poet's l&us is textual f rod . 
' L b  the start, writing is an extension of that locur If it is a bridge. &re is no otheiside. , And the reader 

accompanies rhe writer in following the text: both are present "here & now." 
4 b 

From the lyric (an occasional. discrete ~ " p o s t - l y r i c . "  GB moves from points on a grid ' 

10 the integrated tissue of larger on measuring, but the world, 
a 

too, is text "The place. the or a&vity; ,it is a result of 
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. . ,  : -rne&i$r behg ?n- thi'worla.:: .'&vir&eht7 *rht.- pbssibli be$use one k m o t  be surrouhded by ' 
-' 

. . .  . . - . . . . ' . . .  , . . . . . . ,  . 
. . .  : , , ? -  - - 

. . . . -  

. .  , , . &ethihg -is$art 3 The: mte$wor*lr ,.@I :.ide'fictional *place into, Being. . 2$e humah .being's,' <, 
, , .  . - .  

. . - .  - . .  
. . - .  , . ' t -, - .  . . - .  .: - . ' - pr&e&e'kthe firsi 18ngiagen ("38;,".&.' This is prowoception ,yith a difference: where+verything $ text .,. . . .  . . . .  - .  . . ..... , . <. 

.,- . . /. 
,. . :: .. % 1 .  

' :. ' . . , .there.$ &:"ou&deu&guagg Hence., perceiving his locus the poeg cannot'wriq from thai  pla&. or ' , . ., . 
. . - .  . . 

1 .* .  . . . . .  
. . 

I 

. . .  
... . . . . i b ~ - t h g i ; ~ b &  . . . 

. . . 
bih& % . what . ' gebGri t teg is  . , ..- . . . . .  still a pan of F a t  * a  ~lack., ~h,e f i ;  . .  the p~o&iocep,tiye . L 

. . -.,. . . . , 
, . ,  . . . & & i & & s  i s $ i ~  'the *I" . i s  just anbtfikr&brd.~ whose locus i$ the discursive-ma& within which thi  , ' 

. _ .  . . . .  . . ,  " .,. . , c . .  < . '  . .  - . . < . .  . , .  . . L . .  I 

. , j -  

. . 
. : 

. - .  . . . . . .  - .  -. figure c&&ut& itself. .GB . . $m~os& '~ im& . . & a pisent  p&bple . , de@&nirrg. ai&'determih@ ti);, . the - 
syntactic structures he occupies: "Maybe1 leahed ftom the itan of the w&en language to think of myself . 

as an ongoing verb [...I. What I dd is not write or &neb it is and so am I. I am Bowerihg and . I, . , 
. .  

am writing" ("7," 9. But he is not only . Bowering, , he i4 acting n d  he is Qelsing. ~ e 1 b i n ~ ' s  p&rns arb, 
1 .  - 

like Whitman's. blood on the page: "He wrote poems in red ink and saved them to show hkr,[frances]. 

and burned them in the furnace when he koulcjn't do it,. He iGgined himself curling up and wispin$ away , 
+ 

' 

in the fire of the furnace" (9 194). Not only do& GB become &lsi& GB becomes the writer and ihe ., ' , , * ".. 
writing-de'is Ebwering, burning in the language he lives in. This is not metaphor-beside the subject a .. 

like an autobiography-but metonymy, an interdependence graphically <depicted by. Escher's hands' 
* . ,  

r * - .  
drawing each other. No subject/object differentiation' behveen GB's text and ,that' bf thp bwld  is - 

possiblenor is he an omnipotent creator separate from the creation. ~ i c h ~ . ~ o u & u l t  seeS the author. '. 
- ,  

, I  

m a d e  a "fallen" god in contemporary discursive practice since. he says.'"the subject (and its substitutes) 
I 

must be stripped of its creative role and analysed as a csmplek and variable function of discourser (138). ' 
, + 

GB sees the w i v e  idehity of the subject as necessitatink a d e p a m  from realism on the part of the, ' . 
* "  

I -  writer. "The fiction writer begins to -depart f k  re'alisi when she replaces .the referent with the . : 
' , 

- signified." he writes Afkr all: realism is so because it h& unmistakable c~rres~ondence'to . > .  reality; the 

"main purpose oT the referent is to be urvnistakable. But the sign now: think of all the tlmes when the . 

sign has to be mistakable" ( " 9 3 . 3 .  Certainly. as a "kmplex and variable'function of discourse" the * - 
I signifier js, necessady, ambigu~us. GB explicitly situates himself as a figure ~ f t e n  in his work: "Old Time 

photo of the Resent" "Stab." and "A b e m  for High Sel~ool An~o1ogksn-are just a few examples. But 
. . , . 

: % : this textialiaing himself he becomes a discursive elemenf. a variable in a 'relatio~ .to ip context The , 
- ,  I . . . . .  

... . ~ 

, -  . - t eud ized  whtei is a symbol which removes the referent, another base stolen brim Barthes: : . , ' . . . .  , . .  , 
8 .  

' I  
- . .  . . . , . .  . . . . . . .  . . . . 
- ,  , . ,  

,.@ I not know that, in the je ld  of the subject, iheie is no refirend The fact' . . . .. . .- 

. . .  , .  (whether; biographical or textual) is abolished .in the signifier, because it , .; -'.' . ., . 
- ,  

I .  , 
1 .; . ". ' 

' - .,irnhediately coincides with it: writinghtydf [..J I-myself am my own sym$ol,~I am , . 
. , 

. . the story -which happens to me: freewheeling in language, I have nothing :to , - : - , , .. 
' ' ,  compare myself to; .and in this moveinenc- the pronoun of the imaginary, !"I,!'. is - .  

im- pertinent; ,@e symbolic becomes.liter&ly immediate: essential. danger for the ' - \ .  
A .  

. . 
life of-the subject: to write on.oneself may seem a pretentious iGea; but it is a h a  ' , .: . 

. . , ,  

- sirnple'idea; simple as'the idea of suicide- [Rolang Barthe $6). . . 
2 .  - .  

. . . . .  - ,  . 
, . 

. . 
- , -  - .  

: .  , . , . 
J . . 

, " Wh) havea &ry ubaume. in~tead of me?" One bf the for thekritei'who writes himselfis the . . . . . .  '- . . . . .  . . - .  
. . 

. .' negation a f  a self o,Utside of thehwriti&- :Realist writing direc'ts yoi  elsewhere. the  surface, obliterates .. : --. 
- .  . . 

A .  . . . . '. - $ .  ' 
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itself: not so postmodern writing, which foregrodnds its surface at the expense bf th; referenr . GB is - 
C 1 - ~&iously~arbide this lipe between figure and referent. and the ideal example is Fiddler's Night In E m p ~  , - 

L . . 2. - ("7OW), GB calls it his "ihird pd%shed book of #giijn: (italics &he) in which he "tried to find and show 
. . whatdver it was that had aiw& married reali'm and 'the o p e ~ ~ ~ n i p u l a t e d  text in my rnih4.Y Using . " 

- - l L  

metaphors both of crafting and disc&ering: GB situates h e  interface of these processes in,his o w  mind. 

\ Thetext ,  however, is an attimpf at this interface which seems doonled tofail .ekept as it may exempl%y -r 

. .  . I 

I - 
contrary stan'ces the h&monization'of which is left to the reader. Thus. in the M€k integration o t  the - 

w 

irreconcilable the reader's mind marries "realism arid the openly-rrxdpul-ated text." -The energy 

tramfened by the text to the reader in the fashion of projective venP is heightened by 'the .extremity of 
5 %  I .  

polarization in fie text, which is why, GBpys .  "In Fiddler's Ninht the young people should haye been as '. 
, 1 

. - persuasive . asthgsein . U.S.A.. and the formal fiddling as irritating." : The greater.the 'difference. the great&,, 
.* . , I  

, ' . .( _1 . . , .- I , .  _ .. . . , ... the.@temi&energy. - ;' . A' . \. . . . 
. , . . .- 7 . , .  .- - 

, , . . .  . - * . ' _  .. " . . P 
I : ' . .  . 

' . .I '  

.. . . . . . , , . . . 
' .  ,.. c il : 

. , , ~ ... - ,  
, . . , . - ~ ' ~ o s u n o d e m  hotext which foregr'ounh the words as aborted signsis i body  deconsuuctiig'it&lf,, . 

.- . . 
. . . ,  . 
, , ' B (rocky rh&ntain) -f&t a(n imaginary) hand, an eat (reach) or acnother) mouth, aut~biolo~ical 'w~ting ip : . 

. . . . 
. . - 

, t h e  flesh.' The poet composing, himself on the  page, line by line.. piece by piece,.casts hi-mielfid "Last .: 
. ,. 

. . . . 
' Lyrics: From The &t@rylb.(AM 23):' ' ,  - ,: : 

. , I  

. . 7. 
. I  . . 

% . ,  
2 .  

IFhru the windows come . 
- . the lok sun of March second . , 

. lies warn on my neck , . L - 

white on the page .- 
. (I , 

, - .  . , , , .  
. . .. . -  - 

. % - , '..-: of soft hand-made paper - . .- . 2  . ~ 
. , '  '. 8 . . .. , . . 

' " .in. the afternoanlate 
I ,. 

. . .. where poems are'dk~shadow . . , . ,. : %; ' ,: . 1. 

. . of a vine, of my hair . . 
, , ,. . ' .' , . 

' ' %  ; J  

. .- 
. . .  

. [... I 
& death someway old news :- ~, % . , ,  . . ... 

< ,  ,- somehow familiar, remembe'r' .' ; . . . . 
,' . . .. , .  : . . . . 

:,. - < . . , '  
, .  . 

. . ' .  I >  ,". _ 
. >. - 

I said this . . 
, . + . :  

, 4 , . 
, -  . . . I was saying this. . . ' . , . .'I. . . 

., . I. > 
, . ". . ' 

, ,, 
. .  . . . . . . .  . , . . . . 

, , The sun castingthe poet bnto the page in shadow makes from the poet the poem: the poem is the poet's 
"' 

. . , . 
shadow, made by Apollo's hand it. lies on hand-made paper where the poet does, where the' poet dies, 

.where..in hying this, he makes himSelf ~as~.imperfe&. Here the poet is measured b y  the poem, by die , " . ,.. . ,  

size of the page. by light and shadow, Even \by- grammar as tensk confers relatedness. Measure is the 

m e w  by which the poem is articulated and the means by whichethe poet articulates his locus Lerein; it is , I ,  . 

also the fundamental activity of a person in the world concerned to discover or maintain perspective. As 

Henri Michaux remarks: "I had to admit it: from birth, I had spent Most of my life orienting myself [.;.I I 

had-like any man alive-been made to take bearings. second by second to qke. to retake my bearings" 

(Maior Ordeals 4). 



. I  . . . , .. 
' , ~ i i l i a i s ,  iand k k e r  . . ~&iouv&, GB'gown fathei whose face is discovered behind George's glasses,:?.-. . . ..:.* 

. . ,  . . - 
.. I ,  . 1 .. +. . 

- .  ' . or GB4 . , . . .  . . . "Grandfathir:. I _  , . likely the .I most-anthologized _ (hence widely disseminated) of . his, . I .  ' i :  . f .. . . . ' < , ,  - 
, .  '- work, s h ~ s  a- trabi~&.al mea'sureme& 'of oneself &awn from one's antecedents, thereby' making those > 

, , 1 ,, 
. . , . . , 

. . 
antecedits.pres&t . . i n  the.meziszb$ilg. . D.G. Jones finds "One of the characteristic 1 7  prewpat ipns  . .  . of ',. . : .' . G~ t ,  

. , 

cokempor& &ets'ii,a concern to posps ,  or to repossess, the actuality of &eir childhood, . or't&ir , 
.. ',:; . 

. .*.- r 

- I ,d , . . - 
, . .father's - .  or gfanijfither's world" (171). $t the poetaftendoes not aggrandize , , the ak6saal - & . :  past as GB . 

ijoesnot; it is not the-stuff of &r&is@ but "may well have a grotesquely,.iionib character." and, ~ ~ n e s ~ l a i m s . .  
4 - .  

* C 
. * , , , . b . : '  

, - - ..that ~ ~ d e m o n s t x a ~ e s  I . -  ,';this ,, co$c&'in, .several d the &ms in ~ & t s  on ~ thk. Grid:" , . ,  ,Uoetsch, , . . .  f&, sees a-..' ',. 

. - iradbon c$. :~iiionstf&i~i& of a grandfather i n  Canadian writing- @tr&iti&i &&no&dging dur need , 

e, 

. . 
- ,  . . ' .. 

for and, r'&iita&td history;'our . fi@ii& a.r - h the local + .  tradition" , (~ssa~s.99) .  $inding is the ,. .. l@.~tiiditim' . . 

, ' , .  . . is finhing . , bie , - past made present and .the locus nexal X, a universe. . :. . , . b .  , . . . . .  . .  , . . . . . . ,  
. ,  . 1 .  .-. , 

, .  . 
.. . . .  . .  . .  . 4,\ . . . . . . Y . . .  :. 

Tom ~arsha l l .  in Hksh  and Lovely Land, places GB "ih the grand line bf Pratt, Bimey.'and 

Purdy" (176), although "he has develbped along esoteric and mystical lines in more recent t i m d  in a way 
I : that is consistent with' his admiration for ~ a r ~ a ~ e t  kvison." Doug Jones is eager to situate GI3 within The 

. Canadian Tradition, as is Marshall; but Jones d,ws this by redefining t tradition i~ pan-national, 9 
terms-like GB's own "Canadian Tradition." Jones shows that Canadian writers are in a larger tradition - 
which is not completely contained-by national borders: "In varying degrees Bowering or Newlove. n owl an 

- or Purdy share with ~ i l l i a m s  a kmrnon distrust of conventional forms, rhythms, diction, and imagery, and 

a common desire ro explore and articulate those aspects af their experience that are ignored or denied or 

, - simply distbrted by the'kaditional 'matrix of language" (168). Adopting the phraseology of Williams 

himself-or isit Phyllis' Webb's phraseokogy-Jones' ~onclusjon, in the first person plural, is that Canadian 

, -writing ii not the dual~stlc ~+-aga'inst-~wilderness of  Atwood's *ition two, but "what was a dldemess 

-is naw also a gardeg." An integration iS becoming manifest which "provides .the basis for the individual's 

affirmation of his actual w&ld. his own,authentic reality; Ye need not conform to an external order to? 

- justify his life or possess an identity" (Jones 183). And that goes for the identity ~f The Canadian ' 

Tradicon. roo. - 
. ' > .  

. ,  

The diversity ~f GB's work has enabled theorists like Marshall and Jones to pen h b  within The 

Canadian Traditiq creating conformity where none exists, Yet, where place is important, as has been the 

- . thematic tritjcal assessment of Chadian writing,' mesure is important, too. The stagnation which weighs 

David Canaan down is measwed by his spatial fixedness: he never leaves. Rachel Cameron and Gander, 

, Stake, like David. ire sterile when immobile; moving opens their horizons and ends their writ& stories. . , ' 
I ,  

4 q k d  measuring the individual is part of the "garrison" legacy of containment against the wilderness. or ' 

. . 'Marshdl insisti that "all important Canadian poeti past and present from all parts of the 
country have been obsessed with wilderness and space" (173). 

c 



. - 

a ,  I . . 
' 27 

, . 

J- nature-the immeasurable dark which the American Puritan traditian'mythologized. toq. - - , 

. - 

The mass of ~anad ian  literature wbich measur&'leihdividval ngoiw her place is wellIknbwn a? 

sucb. h d  the revisioqst attempts to redress this dualityare similarly well-kno%n. I am here thihking of - 
such works as Atwood's The ~ o u r n d s  of Susanna Moodie and KroetschYS The Ledner. There is also an 

I 

impressive body of Canadian writing which concerns itself with measuring the writer in her place at t h e .  ' 

- .  
time of writing--her tex;& identity composed i s  a metonymiq relatiohship with other figuies in the teat: 

, There are works czbout this relationship. like HodginsYThe lnventio of the World, or &is' 4 Season in - 

J 

Life of Emmanuel, but there are other works which take their form from this investigation and those I 

consider the more interesting works. Nichol's T'he Martvroloev is the prime example of this; Dndaatje's 

Coming Through Slaughter, Marlatt's Ana%istoric>* Scott's Heroine and McFadden's Canadian Sunset, 

among others', show the prevalence of this structural configuration of author and character or writer and 

. figure. Such a configuration makes order problematic. As O l s ~ n  saw. cliscriminating chis body along ; 
I 

% classical line3 is not possible, and this is due to the awkward breaks in the ~penly-manipulated text where- 
> < .  

the attempt to impose order on chaos is shown. for what it is: awkward manipulation. Kroetxh describes 

this typically Canadian interpenetration of chaos arid order i n p r m s  which app1y.m the pretext and . ., 

(ordered) text, respectively. He writes: "~anadians seek the lost and everlasting moment when chaos and 

' order were synonymous. They segk that ,timeless split-second in time when the one. in the process of 
- becoming the other. was itself the other" (E&YS 86). The writer's identity as a s(ructura1 chiasmus is seen 

in AJbJ where the collector Williani Wilii? Dorfendorf 1Dorf) keeps a journal in which he lies about 

himself, perhaps; it is Karen Suike, the jouhlal'ist who accuses him of inventing himself: "You do thee  

real 'takes' on this Dorf guy that you're trying to pht togethern (62). The composition of identity is here a' 
matter of textual rnafiip;lation (ordering) of fhe chaotic life. Neither alone is identity; they are each .a . 

% 

mask. a face(t) of a personality 'which, like Maximus and his skin. (inter)deiends upon- the other to 

compose identity. One's self is a tonstrkt, a composition projected by the conceiving eye. 

The distinction between the perceptor and the self is the distinctim between objectisni and a * 

subject/object dualism, In the former, the perceptor is laafed in her locating; in the latter she is, as Sartk 

said. "in a state of'surveY." GB's burlesque of the self in "Impaucestern (S&f 24) is notably similar to ' 

" k t  Lyrics: From the Mysrely." Here, however,' the WI is nature crafted by the p e t ;  "ald son," the 

contradictory relation composed by the poet is the medium whereby he perceives the world. This is not 

survey but creation: 
Ah, there, you were 
old son, my self sitting Q4 

in your dark chair, looking 
from your window I...]. 
There you were. sun 
shining on that shit, my 

.. head picking up' 
, pi.eces of sfring, to build 

my self, my ass, s'itting ip his 
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last room. - > 
- 

The self-mockery of the poet is evident; his sole as creator, albeit bt-:cd&r, 'picking up pieces of string" iq 

thqt of a Raven or Coyote figure writing strings of-strange faeces against the sm-signs of his passage. * 

This is not the idealized absuact, pure "Self", but rather, one as contingent player of a nmative thread. 

Such a "self' is not absolute-is not .indepe?denf of the charatter string &h constitutes its locus.. 
' r  

Writihg r e f o m s  the writ&'s situation and, hence, his self, M n g  him join the community of langue at. 

the expense of his'Self as a discrete particular. Keeping this in mind, one reads differently GBrs 
- ,  

(apparently N& Critical) Statement-in'~rrata, that the "literary text has no continuous or reproductive 

relationship with aky people, places or evehts h , & e  phenomenal world" ("73"). Barthes. in the biography 

he wrote Of himelk explains: "Once I produce, once I wrjte, it is the Te)d itsklf which (fwfqnately) 

disp<esses me of my narrative continuity. The Text cczn recount nothing i t  rakes my body elsewhere, far. 

fiomm y imaginary person, toward vd kind ofmema&ss speech which is aCready the speech ofthe People" a -  

- (a).> 
4 
' ,  < ,  , - 

. , - " 9  The text names and, in so doing, fixes figures thereiil. After the composing it is composition, the . , ,. 
measure of-the puet:s vocation. the piin& of his passage. Poems fall from his fingertips "as hair from my ' 1 

head" in "Midnight Lunch" (E 14): 
& I am composed 
of particles forever leaving 

' my organism, hair, nails - 
I am fixt by,-the celks with heirsecret 
code writ there, [...I. ' 

. . 
-9 ' Situating leaves open For attack-what is unnamed i s  &ssailable. mutable-not fixed-bioken. 

- Roland B a r k s  imagines himself (in the third person) fixed within language, described. contained in a 

Form which precludes mutability and "Ae is troubled b y ~ y  image of himself, s;ffers when he is named: 
> - 

He finds the perfection of a human relationship in this vacancy of the image: to abolish-in oneself, 

between oneself and others-d'clives: a relationship which adjectivize~ is on the side of the image.*on *-: 

the side of domination. of death" (Roland Barthes 43). GB does qot seek to describe himgelf or make'his 

texts reflect his world view. He bums: purifying and destroying his id~ntity in the ~eracliteanfire;. 

Fire from smoke, 
the mirror no longer desired. 
It is not to seek reflection 

0 '  

but to burn _,- 

we mu€ strive. 
. . !f- 

This passape is from "The Water Flame" (&l 12). but it is to bum that Delsing strives, too, making it clear - ' - 

that burning is writing: @ 

I was going to write serious fiction-there, i t  was out, cold. clean. Let them come . 
and tell me 1 had a tough-row-to-hoe you'll get a bit older and think back tenderiy 
on your tomantic youthful ideals. And they came, and I told them d l ,  and I told 
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' ,.. - - - .I, , - 
r ,  

A a - .. 
1 _ C  - x .  

myself, sure, that's true in 4-good huge percentage of die cases, but with me you'll -. , 
- see, you'll see, and I burned white to shgw them. And of course they too said st& -. " - 

".. sure. - . " 

So I wrote a fmy-stanza%dlad about a captive of headhunters in Malaya, - =  - 
and lit a match to it and said if I can do this I can do the same'thiiig to myself. foe,- . " 

- years until there is nothing left but ahnht-clean core, and tb%' is wmidng [...I, So 1,. - 
w o ~ e  a science fiction adventure.-and I ripped it into twenty-four pieces arrd 
dropped it fike space snow into the green river [Q 179). 

G 5 w - %+. 

-. 
b' . ,. - - . 

1 

Ashes to ashes: it is.'noi content but sWfe it; action which will adimate a Text '*x, that the poem d n  .. 
- . , 

+ .  be an act of language [...I rather th& a search For content," as Davey noted in the ~ O n t a &  interview. . . %  

* - . . 
- .  1h the same program G B  himself - a d .  that %ny relationship between the world and whai I'm writing is - - ' 

, I  

. .  . :% ody incidental.", That is. a dgnifier k o~ :&erefitly a s a &elationships between wor& &re fictions k 
forged as acts OF proprigeeption, "picking up pieces of string" to knit into text, but the sighfiersLwrinen 

, b  - down are broken lines. Each piece of text he casts off enters the shared domain of h ~ g q e :  it is no longer 

part'of the organis& Thus. he carves pieces of himself (Osiris or Orpheus) for ihe reader's collection. As 

for his own collection, 
I've got a job to do too * -  

1 .  - 
4 ' with my own dead- 

+ (aw-come ~ n ,  you m t  do that) 
3 .  

lines -a , .  - 
* ., 

cleverly akernbling verse anthologies 
in this dry 

I ' I  

dry room full of books, 
--+"Last Lyrics: Across 17th Avenue" (m.16) 

> . 
Collecting lines in h e  rbom- fulr of books, the stanza f U  of words is 3 measure csf the poet. Care with . 

,. 

- their presedtion is needed in order ript to shape the language and-to-dress it in the gl@beYs finest raiment , - ; - - 
Part of the measure of the writer is. therefore. in his collecting. presinting, staging. . - - * .  - 

+ - r -  

. .. d - .a , . . ' I  - 
0 .  - * 

" .  
- L1 . - - .  , I 
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GBS biotext lends itself to measurement b; ~ t s  larger &an the line-by-line distinguishing m a r e  

(bkaks, scars) of the lyric poem. The poet finds calibration within Iarger forms more fitting his stride., - 

I&ed, the fyiic itself becomes assimiliated into the book measuri~g aspects of the larger cosmology _of . - 5 -  
I .  

locus. Where some leaning toward a bd-based-compositiond aesthetic is evident, the measure of the 
I 

poet is the book. the ~ragniented body as a biotext' ;Among the .titles which fit this criterion are Rwk~ 

. Mountain ~&t . ,  Baseball, Autobioloev. ~ e o r g e .  Vancouver, Genkv? and Curious. , 

. 
Visitors . - 

. , . - 
+ .  

I 

I Bruce Whiteman hauls up'h& bat .for The Catch and is fiTst fxed with "George, Vgncouver." 

Whiteman's s m c e  is that "Bowering simply admires Vancouver for his way of dealing with the new land; 
- (84). Suuck with Fancy. Whiteman is bliad to this imaginative text where it is not "simplyH-not simple at 

all-admiration George holds for George, but loathing as well. h d  "dealing with the new land" is simply 

not an attikde the poem is in sympathy wirh. 

. . 
Whiterhan, confused, takes a stab at "Autobiology." Hoping to get it definid he starts with 

, "'ConsciousnesS is haw it is composed.' A life, in other won%, exists in its~elling" (84). But he changes ..\ - 
his mind without following through, hoping to ch& his swing seeing that, in "Autobidogy," "the life 

remains somehow unilluminated an& unfocused. One feels that thereemust pe more to it thw this 
. . .>- 

particular telling" (85). If the life exists in ,the telling, there can% be mofi outside the telling-that's the 
. ' A  

: : premise of the work. &cording to Whiteman, so why he changes his strategy is as puzzling to me as it to 
- ihe umpire. Bat it is not successful, qnd he strikes our 

9 

I t  counts against Robert Biliings, who is evidently concerned with the value to the consumer of - ,  

. ~ 

literature; when. Fe '&ms that '?veriI of G3s lyrics- 'can be read profitably withobt reference to the 
- influence of ~kid.~Blake or Olson" 613). Were Billings willing to spend somt time reading Stein himself . , 

he would.not &en puzzle at the impression created by "Aufobiology," it being of "one long (and good) 
, 1 

acid bip: the sentences speed along without cornmas (con&usness-thinking-has comma$! and all 6 thoughts seem to haw equal value". (114). All thoughts do have equal status in "Autobi ldgyW-the 
~ - 

child's fear OF bugs in raspkmes is as vivid as the adult's fear of a man's face at his girl's window-that's 

, the point, but it counts against ~illings.. Commas in one's consciousness strikes me as ludicrous, and 

Biliings. well, he is just struck (out). 

With thr\p.pdown&~uickly, the hapless visiting team is even now preparing to return to the field. 

But-Terfy Whaleniser to thinkkg at the plate, comes out with "More than any other poet in Canada I can . . 
think of, Bowering spends a g w t  d f l  of energy measuring his relationship to other literary figures on the 

$ - * stage. He sometimes pokes-at ?hers With a stick" (Fiddlehead 103). With that d base hit the visiting 
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. . -. . , ' J%ere comes a Time when you must Acr 
' - 

i' 
3 .  - r : - '. &ep told m'e & Z went into my role,.* .- , , .  ' . ., P uigping, reaMy* across thi  stage ti. . -. 

* ,  .-. . - . I ,  

, - --; &ey saidyou idiot you'how - ' e l i  I r . - .  . , ' A  

- '  * - _ -  . 
- . what we m e m  , )I + . . , ." _ .' I L ,*. 1 + L 

, - I  
- '  > - -. 

, &re, d o ~ d u ,  i r$lied;l the-playe~, :. . , 
- - r .  

" -  . 
1 L +  - - - -In $6 first ACL the first half 1 -. :- 4 - 

1 .  

- -  d 
. , of the double header, the. bkgi@ng . 
: ,of?halght  .r' ." - 

. - ,  - - r - - 
I< ' . 

r *  
I % ,  

Will-fil man rhei said & I ., , . 
. - ,- 

< I  I was reading Wig, rsungin-g the base, : 
. ,  

playing it tm, picung it up.& acting -. - 1 - - on all their oppsing intentions, what t h y ,  : .%L . 
< > 

' - -2f . ' '. mean,"goo~ Mting €earn a~.the dis- - . . 
/ - -  . . . *  - C 

I . .  advantage, -' * 
2 

i - 
I. . I * - , . . . I _ 

\' - ' 4  , 
,- 

" ~ 1 Q i n ~ " i n  the Flesh ([IS), Ad'&lnly in:"$e Kesh, only ,as a person acir it ouh miking it actual.. , , " - 

mi an is not except as he does," we are $Id in "fie kc&" where: "Thire are even& & theredare things hut ' , :::: 
- - ' 8 - ;  

they are not actual until you'are there to act.' YOU are an actor& they are not & they may not act upw "' 
you" *(A 73). .At War with the U.S: tells us, "Now is the time we must take, measur&@ ("1") add the - .  
rneasuie of a man is eiidently that he does: he is meawed in - .  a h a n d  is not di%infi frml the. @a;. It  is " 

a , d . 
, . 

not that the noie is' made. to. suit him, but hk h e  rde; &-reaming i ;&e for, a l3eldng didn't , 

- - concentrate o<the lines, he a s s h e d  the chai&er.so that people. asiumed hewus the d;irxctet. "Fi, .. I 

6 .  

important thing was to be the characte~~fiom thi play+ithe time. ,ihk peop2k t@at3kaid oh, fh0 &t is lust - - - -- 
3 

, , 

cut out for you, you91Qust have to be yourself; h.0~6 &opk were wrong" (0 866). If iiwere-a matter df he' . , 
% - role suiting Delsing the play would then be a metaphor for his Ii$ (O$I& than the life).- But because he * ' . % , - .  ' .  * -*  

NU hi5 life to the part he inakedhis lif a piece *&+the play. axid when &hm has apii~ern, a measure,. - .q a form taken from an  it is m&re satisfyrn ,-as is.@e orchestr+on Delsing4ked in the airfone routine2 He - - -  
. - _  . - 

saw it as 3 form of an, comparing it to h k -  "a stage actor feels when hg knows fm a c e w t P  &at rhe.  ,A a 

' .  
oaYer peopleon the stage are" p ing  €6 a y  and dd what he ex&& .them6 cbg,.and h w k  &at eve'rythiag . , . 

, - r d  

stage will have more dir&ion and cbnviction behind it because 'it, ha! a paturn, and 

therefore is more real than the conversation of people in & i d  &.rkini and playing and fami&- real life" 
. . 

(g 387-8). q e  privileging ofthe ordered . - crafkd wortdas. ?mie red' than - .  chaotic &al,liie rnket$onds : : 

to GB's privileging of craft over "unlearned instinct" paetry. ~onfinrra&m of me's siwalion is &sgnidon . 1 
. *  - - ,"* * 

of order, bwever unordered it may appear - from another perspective? Et is atso, n&esmily, recognition of 

identity manifest in the design, not prior ta it or vifified5by ir but composed by i~ The poet b cqmposed by 

the composition, as he was in "The Desen Music' ,, with its ii&tence that ",I * a poet" GB's "The Flying 
- 

Dreamn is a more tentative placing-of the poet -"I thought I i a  a poet. I bad to be a poet ordwhat was &e . 

use of leaping words & being inside my skal rather ttian out rbere where they all aren (e 14). 
. ,  P , . 

f 
- 
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- 
Thedistance between the."working and playini $d fan& reallife." where "they all are: and the .' 

, - 
ousness is affected by measflre. Here, ih.exce~,t, the' poet addrises himself rTo Lou. & . . 

. . 
- L . r  , . You1 CE 1-11): . . , 

, Keeping e"erything . - 
1 

' < , , .. . 
at its proper distance 5 

a .  8 .  

the st&:split, of/ , - 
8 -4 .- 

my life. 3 .  ' t .  

I ' -  - i 1 

d .,* 
The measure is realized in (thej composition. Rockv Mountain Foot shows the pacing'poet at some ' 

-z 

7 

- 
distance from the discourse o f  the politicians and oilmen t]iough having no more afinity with the populace 

C1 

of the city; his expression is grounded in.the local geography whose figures (Mt  Norquay, gra%..dust) are, , 

markers the poet places himself with. His place is a terrestrial matrix mntairied at a distance from social 

attachment. When offering The Concrete Island for publication, GB said it was "sorb in the manner" - - , " 3  

(letter to Anna Porter, 31 Jul. 1975) of the Alberta suite, though set in Montreal, and the lyrics leave$ 

therein are, if anything, more impersonal. GB considers that, particularly w i q  Georre. ~anLouver and 
P 

Genkve, he found how to move away from the "danger of W4yric  which is the peisonalisrn that's 
. - 

involved. the-seeineirlgs from that personal point of view" (qtd in Stewart 28) - 
w I 

.* - -#' 

. ' GB can be said to be finding his locus in language and specifically in the b&< a- unit itself . , 

composed of accreted acts by their juxtaposition refusing the ~los&e~'eich individually offers. h e n ,  in , 
L' 

Out~mts,  GB describes Geor~e .  Vancouver as "a coUection of lyrics taken, from diff'ereh p~aces,:a~lbn the - ' 

same subject" (92) the move to make a spatial ch1age with a single figure is, c1@6&, bdth rnoie personal 

than Rockv Mountain Foot and-less so-it being a personal r&assessment of~Va~couver's'rnapping poet , -' 
I - 

mapped a i  a eoJlage himself.. The' map's legnd codifies *the land in stages:: elevationi,'tdpographical ' . ' 
- ,  *. . 

features, latitude are not absolute but relative ineasures founded 'upon- others, Measuring relations .. 
between things instead of absdute quantities makes any map provision& differelit from i p  temtary and- . - 

-A 

self-referential; it makes any map charted diflfeinnce. The various categories of data, all, onpthe-same . 
sudject, make ai~y map a palimpsest: elevation, "orographic and hydrogriphic configuration." latitide $Id 

longitude, even huinan settlement, to m e n t h  only 'a few, are eath charts overlaid on a map. Variolis . 
topographml features of ~ e o r ~ e .  ~ahcouver and Rockv Mguntain Foot are evident as mapped in prose. 

verse. lists (as of ~ e m i e s '  diary) and epigraphs. Typographical features egressed in italics, roman, upper 

+I - and lower case, indentation etc. also present the text as a varied landscape. a trope which g r thes  re a l p  to 

staging: "'To stage' means: to arrange the flats one in&front of the other. b distribute the roles. to establish - . 

levels; and, at the limit: ~ o m a k e  the footlights a kina-of uncertain barriern {Roland Barthes 105). This is a , 
\ 

montage of planes such that levels are created but not hierarchy, levels within the limits of ,  the 

stagesomething likeaach inning within the game. With the "footlightsa,an "uncertain barrier." perhaps 

even an arbitrary one, the potential transgression of this barrier becomes foregrounded rather than its 

status as a barrier.. d 
6 
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Shirdn. Spencer, taking her notion. of: "closed structure" from 

. . 

Hugh Kenner's "Art in a Closed . 
Q 

, .- - Field." attributes to'several contemporary novels rcdosed structure which is composed by "defiming an 
^ 

,>rbiuary and fixed number of elements and by subsequently arranging these .elements into patterns .- 
. dictated by an arbitrary and invariable plan" (9). That 'invariable-'plan" is i n  the composing. not the 

- 1 

. composition; it is exemplified in the composing of Autobiolorzv as described by GB to David Rosenberg: "1 
- 

gave myself a year to make 52 sections, partly_because a year.@ 52 weeks, but, also because it is my 
I .  , - 

autobiology and 52 has dways been' an operdtiw number in my life."' Hence. the ordering and 
'h " fictionalizing of everlts selected from" his ear$ life was dope from a frame o'f reference mapped by his 

' 
middleaged l i f e o n e .  year-where the predetermined s tnictw dictated .the work's compass. That 

, , -- 

~ , ~ ~ t i r e  - .  is a measure of his .~if;. but itsis also arbitrary; the narrative'is innthe composing, not what is 
- .. composed. ~iniifarfy, tbe reader's composition constiptes i narrative in the continuity of her engagement 

.- with -the text, ' Narrative is not, in dB's kork. prior to the actualization of the text as mimetic or descriptive. 

realimwould dictate it be.' As GB himself said i@ the in t~f i iey  with ~iewart, "That's why the form of 

~utobiology [I9121 i~ so intern ori making the present happen in the language, It's prose but its not prose 
6' . 7 ,  

thai's saying 'this happen&,' it's prose that's vying 'I'm happening."', . ' , a 

. < . . 
- .  

'The ;xqlu&ely fi&-person point of view is a significant element of a closed stiucture as -the .' 
, 

"closed smcture derives illessential features from the fact that only o"n'f perspective is permind as a point . 

of vgew upon the subject" (Spencer 26). The effect of the closed structure upon the reader is to distance , 

the readei from the content and-focus her attention on the skc ture  of the work. because ':Authors who A 

have c h o w  to work with an exclqsive single perspective and to close off their novels from surrounding 
, - 

contexq do not wish ,to explore their subjects. They wish to enthrall, to captureand to enchant the reader 

by insistence, by intensity and by prol~nged exposure. so as to make ,him' experience' the reality of the . 

ostensibly urireal" (Spencer 47), GB's story "Old I3@desW &'a vivid example,of such a closed structure 

where the undelstated narratio~. horn a single perspective, br&s the reader to doubt the sanity bf the 
- . narrator whosemquietude in the faceof the glass tomb is itself "ostensibly unreal.'! The only window 

through which we see is'discpvered to be stained glass and "Verisimilitude is. then. beside the point" 

(Spencer 30). The dosed structure which addresses its own telling i s  not.corrcerne8 with realistic 

characterization, indeed, "character is likely altogether to disappear in a composition that is preoccupied 

with itself as a composition" (Spencer 6). It is not surprising, then, that the narrating "I" of Autobiolo~v is 

not "fully drawn" but is a figure who inscribes,himself within the text, acting; working by wearing the text. 
. - 

. - as his skin-~utobiol& does Rot describe Ghat happened to "I," it's "I" happenin$, where you are. 

"Composition is not there it is going to be there and you aYe here," whether you are in "Composition as 
. a  

lWhen asked why A has 48. rather than 52. chapters GB replied: "Even if the number ybu . 
- mentioned (say the no "of weeks in a year) had declared itself for Autobiology I wb-ncit 

have consented Wait'll you see Errata regarding that 1948 my favodte ieax of all time. 
but that is not really i t  48 is a lovely number, 4 dozen, that stability It gets divided into 

Q by a lot of numbersn (letter to the author, 31 Aug. 1988). - - 
L* I 
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Explanation" or Autobioloav. 111 Stein's works the reiteration of phrases creates an insistence tipon the 
, - . , 

pr&.ent'(yes, you have seen that before and it may be monotonous but it is here, and what was before is. . 
c .  - I 

+ - here before-you, It is>a smeture that produces the effeet 'sf mndtony. with movement, a suucture " ' 
b * . a ' -  . . s ,,= 

.. - :both . .- going . on and recalling itself in its own composition, as (L;B finds the urge to finish the b k  rpatched 
I 

by the pleasUte of the text Where the teleology of reading becomes, then. uncertain. &e reader becomes a 

Compaser rearranging the-nqtes in orders diclated by no hierarchy. 
t 5 %  

t .  

". * 
Spencer quotes Gertrude Stein on the principles of cubism and relates them 'to 1irefiu-y an. . 

. *appropriately. 1,bglieve. First is "the qxnpoiitjoh because the way of living had extended and each thing # G  , 

Cas a s  important as any other thing." Secoodly, ' re l iw~e ,upon visual perception as absolute diminished.' 
+ ' 

2 "Thirdly, %the framing of life, the need  at a picnire exist irl'its fkime, ret'min in it$ fra;lle,uras~ver? even 
a -. ' to the exteit that "pictures commenced to haqt to)eave their frames" (Spencer 56). making tlfe footlights 

' 

. ,- i 

. . of h e  stage questionable li& inviting transgmsion and recreation. Thus,'a structure composed of.  

frarnesLthe collective design of which is dictated prior to their genesis-is a cldsed structure; when the - 
L 1  . _- * _ 

. design is seen to be arbitrary and rearrangement is possible, principles of-composition are themselves 
F 

1 

.% 
t ' 

5 th$islrbject The reader's own perspective i s  seed to be shapidg,'composf": compo$itioq is not over. it , 

. > 

_ , .. becomes open. "The open sgicturq is ademand for the:readerys acute concentration, and sanetimes it is a ' j .  

m - a demand. as well. forhis active participation in the recreation%bf the book" (spencer 57). That re'creation 

is characteriled by "a new qlignment of ekme2ts: in paniculai, by the, shattering of the 'frame; that allows . . - 
the contents'to spill out into life and that permit$ 'the-artifaf bf life t c i f l~w into the work." The 

withdrawal of the &author i i  not- he last wor for IhC ~0ork;however. In commenting upon the delusion P *%,. > 

that a work of a n  cap be "fwshed," spencer mites &at "every art work is but a fragment, an incomplete - 
, I  . . 

and forever tentdive ~ t a t e m e n t ' ~ a r t l ~  clependem upon its audience'for its meaningn (58): IB actualization 

demands a writing reader's presence. 
J 

In "The Spdalization of Time." Spencer agrees with &nold H a u q  and Joseph Prank who both 
r 6' 

- >  \ (independently) conchide that *disc~ntinuiti and juxtaposition constitute ithe nove~ist'i mosi effective , .. 
approach to the destruction of-finear chronology and to the ,reconstructii>n of events into spqtial constructs" 

(156). %l of-GB'S books are spatial cmstructions. This has already been remarked of ~ e o r a e .  '~ancouver. 

Even those with a narrative "line." such as the novels, are not chronological (except for 'Mirror ,on 'ihe 

floor a i d  Concentric Circles). Curiously, the'structwe of Delsing is like that of Buminn Water where two 

interpenetrating narratives. that of the writer and that of the subject, 'are juxtaposed. But certainly ihe 

. discontinuity of parts in wgrks such as Curidus. Gedve ,  Allophanes and Autobioldny is more stxiking. 

W 
Time is mide spatial in Autobioloay as i;measures spatial difference. In "The Next Place" (A 76). . 

the next place is time-conveked into a series of places, not developing upon but different from each 

other. With time thus spatialized into episodes. one "can, not, deni now that time is converted into space." 

because the "next place is really, a series of what they 'drank. & what they danced. & we were waiting. 
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alwiys. for the time.'.' ~ n d  when @e time c m e i  t$ey gd. ,'Time . ,  similarly expressed as a measure of 

- spatial differen& in ihe re@suuction *i events also directs ~B's.liki& of h e  ward "fiist" in ~utobio i~ey .  - , * 

P - 
~ = "~irst":is eitheTdie. perpetually prefigured, or ii is a d ? k e r  differentiating betweenevenk. 111ust;qtidg - . . 

* .  - _ -  
the latter, the "first" time is the (lost) origin. a so f  first*~ (where "I found myself for the first time in the , 

presentn). $ubseqdnt "presents" .of which are anticipated by the "1"- become dfGnsc ipus ,  in Stein's * 

sense ofhuman nature: "1 &me back a g i n  & f&d the.dear path ii it.@ but I was already not the . .  . 
, - A  .+ 

same & each time Hereafter I w& +I only by m e m o j  & thk gift of the preSedt not @e same, a littlen (g19j. . 
.. . 

f h e  other treiknent of "first" in Autobiologv pertaik.to die fabrication of ~ l i g i n ~ :  Was the wriyr,&ited 

at-the publication of his first book? Well, . it hasn't - really the first; he-had always k e n  writing kd had . 

beeq published< in the- hiih xh&l.,annual. Here was another firs< bi George. And each place is a new ' 

- "place, a'"firstw place: even the second town can be a "fm4" depending upon how it is revievkd. Hence. 
9" the artifice of ofiginality is &dent yet lost origins are, nevertheless, desired - .  

. . - 1 

. . 
' Kroetsh, too, is fascinated with-the "dream of origins"; indeed,-he considers it one of the bases oq 

~ a i a d i a n  writing. Geneafogy is one particular form this fascination with origins takes. accordirg to 
. . 

Kroetsch; writing of "Canadian writing itself; in the past decade." he finds "in novel after novel, rhe quest 

is, implicitly or even e&licifly. genealogical." .+nd the "nahqe df the geneal~gical patterns, when" tested T ,  

by journey and que$~*becomei more' and more daboratelinore nearly a maze" (Essavs 83). In these mazes, 
2 

there is no straightforward vilification of antecedents. An ambiguous relationship with the past 

results-GB's "Grandfather" poem is ironic and K~oetsch~sees-this as dymptomatic of the ambiguity in bur . 
h 

response to genealogy +nd history-.':Our genealogies are the narratives of a discontent w$h history the ' 

lied to us. violated US, erased us even. We wish to locate our dislocation, and to do s6 w; must m f m t  , ' 
' - 

the impossible sum of our tracfitions"Essavs 84). The losating of the dislocation which G B  tefmed , 

"deracination" has itself become a tradition in Canadiarr,writing expressed in "our genealogies": in *ah's. 
k ,  

Waiting for Saskatchewan.. BrandSs N~v-~other.wlovt?'s "The Pride" o r  Gks 
1 

: George. Vancouver. This is genealogy such as Foucault describes when he claims that: "Genealogy does 

not oppose ihelf to history," but, "On the cqntrary, it rejects the meta-historical deployment of 'ideal 

significalians and inde.finite teledogies. it. oppose; jwf to' the . -  ~ , ~ c h  for 'origins"' (140). ~o&&lt 's 

iliustratioti of h i s  is. in faot, a genealogy bradhing from individuak backwards in time (four 
, . 

grandparents. eight great-grjmdparents, etc.) showing a he'ritage of mdtiple origins for any single 

individual. ~ i i t o r y . ~ o n  the other hand, decrees a single trend or, sometimes, a chain of evexik leading 

directly to a unique first-cause. dhauvinism of all sorts resrs upon s k h  a teleology which. in a Danvinian 

sense. has no tolerance of "losers" or marginalized peoples, They discove~ €heir own stories in genealogy, 

not history. - 
Kr~etsch says that genealogy, as personal document, " is a naming act,, but in a special way: the 

documenu<act precludes all generalization. Document opens upthe site; it is the archaeological act that 

@ 



, - 
' resists the over-arching generalization of history" (Essav; 87). GI 

' I -  . I . A 

etiealogi& nah;ng is special. is~patial  

because, while it situates ~neself in language, like any nming, it -defers fealty to. an apcecedentt In . ' 
J . - - genealogy the author's name, her locus, is that of a- signifier located metonyniicady wi&iri a . . , 

withoit an origin. ' One writes oneself into a system p foundation, a groundless btq one 

neverEheless writes, placing oneself. And, "unlike a proper name, which moves from the interidr of a . .  
discourse to the real person oupide who produced.ii the name of an author remains at the contpurs oE+ ' , , 

1 rex 'eeparat ing one from the other, defining their 'Form, and characterizing ibeir mode of existence: , ., 
B 

' (Foucault 123). So @'names T e o ~ g e  Vancouver" and. "George   owe ring," names of authors figuring 

(ia) their bwn texts, are !elated through a textud crossing the frimes of their respeclive bxts. 

graphing the one onto the other vjithoutrigard for "the real'persoo outsidq who p . 
I 

i t H  
I .  

A - 

Trying to escape being compoSed by the text and hawing that he cannot because he is its m e d i d  
I 

< - GB in his writing struggles to escape his own (imposed) limits, defining himself- in that-contest. Foucault 
- "  

considers this agony in "hefaceto @an~~ress{on'':    at her ldan being a process of thought foidenying 
1 

-. existences or values, contestatior? is the act which carries them all to their limits and, from there, t a the  

Limit where ontological decision achieves its end; to cootest is to proceed until one reaches t& empty 

- core where-being'achieves its limit and where the lurrit defines beingH (36)-  hat articulate. empty core is 

also. you WM recall. thi model Delsing used to illustrate the ontological contest in whi~ch the writer defines , . - * , , . , - .  
' . - himself as such, burning "until there is hothing left but a bumt-clean core, and that is writing.*' : - .  

L ,  

* 1 -  

*I 
Transgression of me code in Autobiolom f3g40) takes the form of cracking the G r a i n  - ~ & e l - s ~  -,' 

code withoit paying for the key, defying.an imposed behhoural code only to implement anorherrthe 

expected prevalence of articles. 

IE is not 40 much &mp&ing as the imposing & breaking the code break'the - - . 
< .  

imposing. The letters are impostors erisily broken.& composing is not there it is. 
going. To be ,there but we are here, on this side of the page begging to M+een, 
breaking. ' The code bfoken is no breaking%f the law il is the discovering of tha 
law. [...I I was dill mosaic when I broke the jruzzle & put it together with the help 

The "I" which cannot escape its own code of signification except by breaking it with a circumscribing code 

is caught in perpetually codified congress; "I" is always a mosaic, a composition of the fragmentary articles 

of a code. In "What is an Author?" Foucault clairns.that "the writing or our day" is "an interplay of 

- signs, regulated less by the content it signifies than by the very nature of the signifier. Moreover. it-implies 

. an action that is always testing. the. limits of its regularity. transgressing and reversing an order that it 

accepts and manipulates. Writing unfolds like a game that inevitably moves beyond its own rules and 

finany leaves t h ~ m  behind" (116). The accepted order "which is not so strange is the more used & it walks 

. onhs  own number of legs & it goes there, there is the writing. When I got there it was not but when I was 

there it began to get there, it has managed to get there, especially when we do not manage" (A 93). More 
W "  
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I , ,  ' The*address by-a d i e r  to his prescribed paraieters is the subject of GB's "There's Handwriting .- % '. 
, . 
, I  

I 4 on M~ -kanwr ip tn  wheie he chronicles theimpact of the medium upon the composition Hiith rximples of - . 

Dr. Williams' $rescripdon-fohn p ~ & n s  &d the dictates of various notebooks in his own composition. 
e ' 

Evidently the text itself.'pa~culady its spatial dimension$ and the architechreof h e  writer's meth * .  

I dictate the teh, and whenz an aithor abdicates control ofthe teat it is no longer i d  auEhoriieil p r i d u c ~  . . $ 
in "The &l's Eye: (TOU~II~W), where "he pictures / they seem -to write," ihe ardst's work goes on 

withoit him. The tex; which d r a w  (q) its own genesis transgresses conventional limits and, in fact, draws 
I - r 

itself (up) in the space left by the effacement of the writer who declines to "manage." 

The role+assumed by iucb a writer is that of a medium and the message'is seen to c h a n g e t h e  . ". - 
, &  

- "change that. comes at t he  beginning of the 70's is partly a turning away from the poem as object wade, to 
: - 

- the poem as poetic session iecorded, GB says. 'J%g interest in the longpoem, the serial poem, th$novel as 

- - poem, gradually rhakes itrelf'dear as an int&est i n  language outof . , control of the k i t e r  and - in corzuol of 

itself" (Yewart 28). GB has. understandably..been impatknt wiha type of,review which chides the writer -, - 
- - 

for not beirg@b control of his materids. It is the writer's situation vis h vis the writing which humbles the 

writ&; he declines tb rule the text Explaining this b i t i o n  in Errata he writes: 
- ,  

A small number of us on the West Coast-make much of what we call dictated 
' 

- poetry. It is something we cherish as against the expIoitive will, against the order 
of subjective descripti~n and anecdote. O f  course we recite the examplei Rilke, 
Yeats a d  Spicer, But of course we are not+mesmeroids; we &e more likely to be 

= 

scholastics of .verse practice. Enan essay called "Concerning 'Adonis'," Paul Valkry . - +  

probably most honestly or accurately put our case: "The gods in tlieir graciotisness 
give us an otcasional first line for ndhing, but it is for us to fashion the+econd, 
which must chime with the first and not be unworthy of its supernahml klder." In . . 
this way, failing or not, we turn our ears to the poeq-it is its turn to take ow 

* attention, We will insult that fimt line the sec@d we tum our hungry regard upon - - 

some "subject" We are priests, not monarchs. We have no subjects, . A gift from 
the gods is not a licence to r d e  ["33"]. 

Receptive to the text and to its iead the writer admits indeterminacy into the composing-it is never sure. - 
. . 

and it is never composed before the writing. GB thus treats the text as itself the message and-not the 

dispensable bearer of an intended message; the method replaces the subject stands in its place. Discussing 
. ' 

his subject-~ade-method, the "human sentence." in Errata GB restates his position that "you should not 

use poetry, j k t  as you should not use people." because "Most of what y e  might discover is bypassed when 
' 

we treat human sentences as mewgettearen. dispensable when they reach their target. The quick brown 
k 

fox jumps over the lazy dog. but the dog can follow any scent that diverts him, in patterns €hat are never - 



. *  \ ,  -< - r .  
/ . . - * .- , . t .  

, . - ,  
\ .  - .  

ra . - , * -  .; 39. - I .' 
' < $  . - +, . 

. - 
I . L . *  s r  I 

7 

'% / 
- ,  I - 

f 
Essentially composing by admitting de-cornposition tq the te*~L the writw facilitates . , the text's ,. . ' '- 

generation a matrix. "The Breaks: which portion 'such-a body place integrarion under ,erasure and' 

acknowledge: the place of caprice in disintegration and 'reintegration. beaks force the leitlignment.o~.e 
I t  - 5 

< * 
-. . t i ~ e : i n  pattkrns that are ievei there until you are! the mosaic, cqrnposed. "hose are thecbreaks we". 

make wr own breaks. We le& to take advantage of the breaks. We step on the breaks. We apply tde ' . 
/ '  

breaks. The b;r,eaks even themselves up. We dont ask for more than our share of the breaks. Th&e are + ' ' 

the breaks of thb gam.eW (A 22). Broken lines measure a wiiter's game even up to the finish where the. 
I ' 

assembled p i e c f ~ ~ ~ h p o ~  fertile ground. ."When you're finisht with them words. throw the skins on the 

.: : composb will ~ a ?  / That is composition. autobiologist" ("XVIII," A& 
- \ .  . . 

The body, broken, draws attention to its irfegula portioniog. The unscarred, regular body is a 
manifestation of & ideal form, 0'6 statuesque beauty; it displaces attention from itself representing. a; it* 

does; an, abs~action. But the broken body is undeniably pksent, particular, and calibrated: if it will alily 
' 

< % 

"hold still. You bastard you bastzpd I said t s  my own bbdy, pan of my body I want you to hear about It- 

is  my body and it rimes. this is the basis for c~&~osi t ion  & autobiology it is going to be there if you can 

hold -still long enough for it" (A 95). %&ken lines signify the pwt's stride, his cadence, even in th8 . 

, "prose" of Autobioloay. With " m e  End of the Line" (CCPA IV: 352) GB hits a line drive up the center:, 

"I suppose that generally the line & its breakage fepresent or reco~d the meeting of self & ather, writer & . 

universe, maybe body & mind." GB &es pn to equate the heart-beat of personal consciousness with $6 $6 

forward urge of the line, a ~ d  the shared 'pri&iples of language's craft and form with the linebreak, his , I 

. I  ' 

own variation on "Projective Verse." Like Olson. GB would correct tired lines with +€tention to heLC. 

syllableb, technical craftiness as $erformed in "TheOperations," where "The body of the work gets tired as '- 

the body gets tired & that is your oya  biology & it is not disaster, it may need an operation.'-Foot by foot. 

ton& appendix. hand & jawbone1' 96). WT "take advantag'e of the breaks" to rekni t  h e  bones; ,' 
, 

Q becoming thus engaged in composing, the writing reader attends to h c t u r e  in the ppctice of writing 

., itself. , . I 

II - '  '. 
* +  

* 

, The discontin& of brokenness, whether of images (is in f.1.D.'~ Trilon~). form (as in T'& 

Wasteland) or smcture (as in Malhrme's "Un Coup de Dbs") is standard in modem poetry. But in . - .  
poskrnodern poeuy:the break dictatib affects is primary to rhe w=fiting act.iwll; this is a break in the 

composing where the writer is challenged b ~ t h e  text.  ere the writer is, too,<a reader forging conknuity jf - 

only by the sequence of her engagement with the text. While he tefust?s to rule. I would never say  that^^ 
was letting his subconsdous compose: no, I would never say that But with an effort to let the momentary. 

immediate confluence of hand and paper Shape the t t this method suggests the composing Stein ckaims Y - 3  

creates masterpieces. In " 14 Plumsv (107)- GB dismisses the subco~lsc io~  lo explain the continual 

composhg thdt enables consciousness: 

D[avid] . M[cFadc•÷en] : If there's na subconscious, who created us? 
GB: I did! I did out of. ..(laughter) 

- 
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S[haron] TI hesen] : You atheist! , But I know what you mean-the creation of the 
world taking place.every moment, every day. 
GB: As long as you sit down and do the writing [...I. I used to hate, the term' 
creatiov-tha't's one of the big changes I've come:to. I've now allowed it back in as 
I ~ n g  as you're talking about writing anti-realist writing, because the realists pretend . , . .. I 

that they're; mimeticizing that which has bee0 created and as won as  you pretend 
that, you suggest that creation is over with and you can now m k e  a portrait of it, 
light? 

Partrai& by anti-realist write& are not ofthings, they are things; in A Short Sad Book, GB writes 

. that taking a photograph is "not preserving,"t is'"making a picturen (18). ID Cavrice, the photographer 

Minjus measures light and dark to make art which the artist is not the genius. but the mehium. of: 'you 
* .  , 

know it was made more by light than by you." GB says of photographs, and "i keep hpping that @at is h e  . : - 

about my books-or something that feeb like that Writing can be SO nGe when.it is a snap" ("27," EJ. , ' .  
' Bur the portrait is not, no more than is writing, a "snap." The careless reader might pass Genkvg off as 

descri~tive portraiture: leaves of the poem af portraits of leaves in the deck. But, turning, the, poem's 
2. .Q, 

leaves uncover their own faces at the pace of the writing reader who is reading m o t  or reading a poem and . . 
..3 * 

writing her own life from Mat :  
. - 

(& YOU KNOW ALL ALONG it's myself 
. * 

+ I'm talking about - ,  

that discovering 
you're so wise about, 

. I must walk 
, my own allobnent of steps) 

I .  

The viewer tttu$ actualizes the tableau such h a t  pomaits become miaws. % 

. . 

'Curious is a book composed of portraits-both typographic and photographic-inseparable from 

the composer's Brutograph. These portraits are not copies of life but arti'ficial life. They are imitations of , 

writers. in writing, but i t  is the writing and not the writer that is portrayed. When he $rate io the editors 
, 2  - of Curious (to Carol amid Linda at Coach House. 20 Apr. 1973). GB insisted that "The most impoftant part" .. 

of the book was the disclaimer: "The characters in this book are all creations ~f the /mithbrys; iwginatioq. 
; I 

. Any resemblances to actual / people. living 01 dead, are coincidental." It is significant thak a convention of , 
1 ,  

realism would be emphasized by GB in an evidently nin-real& work. Here the portraits are not 
> 8 ,  

description'but creation. Of "authors about whom one writes," Barthes says that "$eir . , in4Oenqe lis neither 

- external nor anterioj to what one says about them" ( b l a n d  Barthg 107). fhat'is, these are G 3 s  
I 

creation of his'influences and his antecedents. By saying that this is creation in the disclaimer GB 

disavows de~riptjon; he also. and i n  the same words, indicates that he is lying since4he partraits depend. . : , 

a 
upon reference-the writer rend&ng that makes the reader aware that the writer is fabricating. . , 

4 

When an author writes his. own influences and writes himself. y e t  by reading the text he is given, 

notions of "authority" and "originality" dissolve. The writer is a reader invited to actualize a text, and the 

i 





Vlsit ors - .  

Fourth Inning 

. . . 
Terry Whalen corns to bat, burstingc in with: 'Allo~hanes is one of Bawering's least engaging 

works. one in which -the poem is.a lehcal playfieid" (a 35). although, as it is not engaging, .Whalen . - I .  I ' 

cefuses tb play. .Sulking, he takes his first m i e .  Whispering behind the plate, other of his teammates are 

eager to play, Among them is John Orange for whom the recognitiotr of space as a play-field alone 
- ,  

suggests that it is enticing; as for play nut being engaging, he mumbles that the "energy and playfulness in 

. . many sections are in themselves enough to recommend the poems." 
w 

. Whalen's aloofness is the result of his miswnderstandind, evident wheo he inaccurately paraphrases 

v . the poem. Me claims @at it "has'a direct didactic aim" (a 3 9 ,  so it must be more than a playfield then; , 

curiously, he doesn't state that aim. ambigbously characterizing the poem as "about the hexu3 between - - .  

discourse and p~wer"  ((SP 35). Moving bejrond arnbiguiw to contradiction in the same paragraph, Whalen . '  , . 
cites Ken Narris, agreeing that: "Neither the reader nor the pdet is ever q&te sure of exactly what is taking 

'. ,place." which is sure'ly npt the condition of direct didactic'discourse. He takes a strike, too. 
Cf 

~ b t  $lowed a pinch hitter after two strikes, Whalen' goes the next best ahd grabs another bat. 

Attacking ~ l l o o h a n k  in another article.-he there explicates its covert didactic aim and iq .  method: . 
"AltoDhanes unmelts authority by unmelting literature by unmelting quotab1.e lines from b e  seized up 

literature of the past': (Fiddlehead 106): a kind of Beautiful Losers in verse. "what it seeb.aboye all is to ' , 

upend our (assumed) servility before authoritarian, literary, and political structures" (~iddlehkad 106). . 
. . 

. , . ' hence the "deprog~amming aim of the suite." With such a weighty, purpose why, 'one wonders, would GB- ,~ . -. ., 
. . . . ' * .  - display "a +lla&? of intentional .,dis@ien6~onsn ( ~ i d d l i h i i d  106); that. is, why w p l d '  . , he. "opt for the - . 

I " 
chaos of collage over the more readable and convincing &ategy of narrative hard work" (Fiddlehead 109). . . ., 

. "  Whalen's, confusion causes a third seike to be counted against .him when he criticizes GB's - i 

"penchant for treating his &diem< as a relatively slavish lot in need of mental renovation at very 

rudimentary levels" (Fiddlehead 105) while.' in t,he same article. re&king that "Bowering often damages , 
., 

his amiable contact with his readers by expecting too much qf us." Discordant voices break onto the field. 

arguing whefher, indeed. GB asks "too much" d the reader. "The rewards can be considerable far the - 

reader who 'lakes his ti,me,"' one asserts. "then the collaborating reader will find many delightfulpassages 

in this volume" (Orange 106). His companion agrees. saying that to "make y l o ~ h ~ e s  come dive. the 

reader has to help it happen. to participate and pldy with i t "  (Oughton 20). Emerging to play with 

Allo~hanes, the o a t  batter is, Bruce Whiteman. r I 
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Whiteman finds the f o h  of ~l looh&es in its cornpo'sing rather fhan.the c&qmsition: he says that 
, - .  

, .  "the form of the poem may be awursed €0 be that period &time during w&ch the pet, sitting at his desk 

or othemise-engaged. is given to hear the outside coming in" (87). whiteman's revereritial attitude to @e - - 
I _  

notion of Outslde wcasions his defense of it from h e  "mere collage or unconscious rambling" (87) he feels 

it n&eW to slap GB's wrists far. -Seeing himself a9 4 priest defending the mysteries from bpportinists - - 

:'like GB. Whiteman-asspries :the role of a delsus" T .. (87) and cautions afainst those.whb "proph$r at the . - 
6 .  

6 1 + -slightest excuse," 'shaking his head at GB's high, wer-arching pitch. ~nfo&&tely. the pit& strikes 

Whiteman as "mere collage" and he takes his base with the sombre admonishment: "It is a danger to be - - 

kept in mindn (88). , .? 

iT - 
In the hush following the swing, the next batter is heard prattling as he advances to the plate. . 

Michael Brian Oliver's jauntiness is in sharp contrast to Whiteman's sombre tone, and he first addre$e; - * 

the pitch with familiirity: - ' 

7 a 

Yes. ev&ything'&out h i s  sounds familiar, but it is all juggled just enough to make 
it s,ound 3lmost profotmd, sort of a hipster'd Waste Larzd. O d y  it isn't hip. The 
central metaphor of this poeni, and%[ mwy of Bowering's*poems, is that everming 
is a baseball game. WlI ,  as Iiolden Cadfield said $9 long ago, 'Game my ass.' 
S~rry. George, but games are simply not hip: their pfedkterrnined. moral structures . . - - 
are antithetical to the hip life which is gpen, free, and fldwing. 

' < Ir 

I .  

b 

It strikes one that Oliver cannot disparage Allo~hanes for 'the fa@iarity of i$ concerns. even 

its diction, when. he himself'uses quotation4and from a literary source of "so long agp" which. 

nevertheless. has evident relevance forAOli&-. Secondly, p~etry,:or language of a n i  son-is  
& .  governed .by rules-predetermined, moral-ies. moral-structures: Oliver himself is denying v , 

" f  

the "hip life," as he defines it, simply by writing. -' 
I 

I 

Yet he is trying ag&. This time the swinger insis& that the "roots of All~phades are 

' surreal. and its messagew is onhodox ekstentialism." But evqh the umpire's' face twists in 
' - perplexity imagining "surreal roots" and "orthodox existen~aii$in." Ejected. Oliver oozes from 

' 
' the field EQ pursue the flowing. "hip" life elsewhere as, ftom the dugout, his teammates are in 

, ,  as much disagreement as 0li;er himself. . - 
+ .  

* .  
Considering "Allophanes" as collected in West. Window, "things go-downhill" For 

. 2 

reviewer Jon Pierce when he cam& to that poem; he agrees with Oughton that "'Allophes' is 

the most modemist (read difi&lt) selection" (Oughton 20). orange' disagrees, 'saying that 

other parts of West Window "are boring. .while Allcmhanes (1976) is beginning to look better 
> 

and be t t e~"  But Pierce persists, although in "The Poe ler" he refuses to be, like A1 

"Chemical" Rose, a "wild skier" himself: "'Allophanes,' another twi&recycled piece. 

supposed on the poetic process, is virtually incoherent, With the exception of a single 

moderately lucid.bectiorl on history." Another voice breaks id at the mention of history. 
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commentiag that it is  a more than "moderately lucid section" of the poem. '"This ig d k s t  a - 

, - "I 

i 
m'e'taphysical poem, deeply u m x m e d  with history and theologyn (Holland). CeIZBinly, ,asserts 

-v . ,  

'another ;layer. " '~llo~banes'  is, a metaphysical~poern," one "in which %wering eVl& h e  - . 

-+ - meaning of life and language" (~ i ra rd) , '  Paying as much . a t t enun  - to the 'du pliiyyers at the 

margins of the field as to the batfer; he umpirerstruggles with these illegitimate voices busting r . I  , 

in out of turn; the lorn of the m e  has taken a decidedly informal turn. As to $e "meaning 
I .  

. . - -  bf life an+ language." this is ~ x r  much: the players &e revolting. From the bullpkn the , , relief 

pitch&. Delsing, has been 'waFng up until his temper flares and, irritated, - he " shouts at the 

noisy dug~ t~ t :  "Probably if something had come to me that I knew what it me&, it wouldn't 
. 

have been worth , % putting down" (8 309). Delsing is not the only player to revolt-from the 

visiting team's dugout Roben Kroepch and steve McCaffery emerge and cross the field to join . 
- 2  v *  ' 

the home t e e  while the umpire streaks for silence; still, the accursed are full of passionatet/" 
' P  i 

intensity. * .' 
0 

Q Amid @is cacophony Bob Lincoln is disoriented. Coming to bat in OuilI & Ouire he - " 

shrugs his shoulders and kkes a mighty swing. Not making contact, he nevertheless runs, 

- screaming, to first 

, The poem is not a formal descent into hell, nor is it a pilgrimage; yet it has 
elements of both, There is no one here to guide us l%e poem does rpake some 
direct judgments: "Hell. is filled with those who have / lost the good of the 

. intellect" and "Does not t$e eye altering alter all?" Dante had a@ace for himself , - i 

' x<. + 

in hell. but in this poem one is wsare if Bowet-ing has intended the Same. H e  ". 
covers himself: "IF ybu don't [sic1] understand the story you'd better teu i t "  p i s  a 

- 
poem takes the chance of becoming a parody, of itself. Perhaps the @nly canfop  I 

possible is that the dead may be judged by those things that have been written in - .  - 
the books of fife. , ., 

A veritable cacophony unto himself. puzzled faces uy to follow one nun- sequitur after another, 
> . 

but even the most sympathetic audience is lost when he calls a question - a "direct judgment" and exteiids 
- .his penchant for the judgmental toethe dkad being judged in the "books of life"; Lincoln is-a confused A 

\ 

. k 
player who is easily put out at first by an equally puzzled baseman? , 

' .Home 
B 

Confusion is actually not an inappropriat~response to this hellish pitch--"this prepronomiaal 

fknferal. engraved and retouched and edgewiped [...I as were it sentenced to be nuzzled over a full trillion 

times forsever and a night till his noddle sink or swim by that ideal reader suffering from an ideal 
% 

insomniaw (Joyce.  inne en ah 120)- 1t is darkly obscured even to :its self-contained; ideal reader: "He's 
a 

3 '  r 

' 'GB characteristically &nits the apostrophe fro; contractions; Linc6lnYs misquote of g l o ~ h a n e s  
is here quoted, exaetli. 
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* 'ninety years*old & he-!its reading in the pitch # bla* nigh~'"*Devoid oi j l luminat i~~.  he yet can-see il;"~hi '- -- . - 

1 _ 
'% ' 6 

'- ..,4 

pitch the black Bight, windo? on the void he re&& upon. - -- . - 
' < - b L  

. k~ t  $eking to under 
I stand this @odd . , -, . 

I % 

- '  (I'ammaking) ' 
1 > 

. \ . .  , -* 

but to put his hands . ,  a a ," 
-- ' A  

1 i 

. . b t o  it, to continue , + 1 

, shaping .what he is. .+ 

I .  I , - -  I '  * 

e i 
x - -> Ir n 1  

Shapi~g what-he is, the'reader peers at this black night wind&n,hed~mirrw tellng his own story: he ' . 

,<- 
lo&. "The writing. finger move$ o? ?,'& the sentence continues.: While incondurive. *If feu dont . b - '  +i 

f &  --., 
undersrand @-t? Story you'd bet~er tell it;" sb v i a  is that story. Such an opaque story draws attention to a .  

, c 

itself,-'to$s e&-ession as to*a stained glass window instead of a transparent window. S i d e s  th& are - +, . ' 
2 

uansparent pretend not to bring artifice to bear 'upon their subject; stories that are rhe rn&! easily .. 
A ? .  

4 understood are propaganda. when youunderstaad t@i you no longer seek to under&nd t+e world's. his, ' . .? ' - . F 3 . ,',+ d 

story. 
history is a thing.A dead languaqe - _  % 

in which all wotds . 
ib . p- 

describe. & refer, . . . 
1 ,  1 1  ' 

you may und&stand history because you made it. L >. 

L 

Yau will w W  undersrani nature , 7! - 
became you are hamre, ,->. 9 * 

Y .1 
. . 

. - , ,: .r 
8 .  

. a  

A and. as nature. what the reader is is apen.'alive;heh&not be enclosed by an expression totallihg his value. . . 
. , ,. 

He's poet's work: and' "a work whose only meaning r&+s in its being a self-enclosed expresiion of ifs ' L  ', 

,* , 
glory is no longer pmsible" (Fopcault 60). The work is not made. but its making is impera t iv tw~hw;e  . , 

becoming / over beingw--yet with an aqreness  of garadox. We are led to choose the ogen, processual 

form of human life in which "we are engaged / &.anLdngu&e rings us." however, even there, and weh 

recognize the inescapable rigidities of laniwigeas a syskm. 

P e 
, Networks of significa&e,wavan in threads of common metaphor, c o r n  speakers. even the 

commonness of tone enable one to abstract from this poem a formal model and analyze ij.. When Kroetsch . 
j ,  

atterapts to do just that he declares its structure to be that of a maze. More particularly. it is a m e  where 

"voices threaten to override the vgcen (E3v 84). thereby drawing attention to the composition o f  the 
- maze as to pwde, not langue: the acwI,play of-a abstract game. 

, 
. . 

v 

The basic play of this game and, as F o u q d t  claims, of a11 literature, b associative. In severing 
t 

. lines and rejoining them to pieces from other texts a "void has been hollowed out in which a multiplicity of 

! 
IThis is. from "Allophanes" as printed in !VVJ (104): %b~fXpieI•÷t quotations from this poem 
will be taken From the first edition of a without ackdowledgement. 



- - .  
/ /  . Undemanding is "disdnct f roK though..not 'opposed to, Reason," GB wmte in his gates for . . A 

Allophanes. ~eason-  is tilled< by contradjction: ;nd&stmding is.capabIe of vacillating in coitrkies without - - - 1 .  

any irritable reaching for facts. ,411o~hanes is 'imclerstoql as a graph pF con~a~~t-idn+--ag&nst the 
' ' .. 0 

Word--dptnying the finitude of the Word while desiring it, asltroersch explains: . . 
, a  > % -  9 '  

t k + 

The problem f the writer of .the ,c&tempor& long p p m  is to honour o m .  - , _  

disbelief in belie --that-is, to recognize and exploze our d i s ~ T ~ t  of system, Ofgrid, , ,  
, ', 

of rnqnisms;, of c mologies perhaps, certairily sf i&rited,sto~-and- at the same . , c i  , 
time write a long work h a t  has somekind of (under erasme) unity. * : 

- 
> . *  

L, And yet the Tong poem, by its very length, &bws -the -mplorat.ioa of rhe ,. , 
failure 'of system and grid. The podm of that failure is a l o n g ~ ~ e r n  [*vs 42). $ ,  . - 

C .  Ir i l  4 . A X  

i J  - ..- 
% * *  , 1  

- ,  I 
The poem of that failure leadshe reader to realize the impossibility of what the poem says; ~ucce~sfully , 

1 1 -  

c o n i m u ~ e i n g  its failme the poem assem "Credb qurk &ard1(s sum," and is, ft$lc absurd. "The f . I 

. - .  
purposefull &$ension of disbelief / has about t .he>chac~ of a snowhall. jn hell* (spicer 226). Believe ic ., . 

. * -  . . -- , . 

"The snowball appears in  ell' #'eve* -morning at s*n."  hat impossible snowball m e l t s a ~ d  mews - " L - L 

itself thiough ut the poem, eternally.dyhg pnd being-well. .being reborn. . 8 . / -  -. I. , 
'-I ? *  - 

In GB's notes for Alld~hanes he wiote that "understanding paMi& of D& (disappeara& o f . '  

Discourse)." Death figures ( e n k l k e "  in langue, but writing is puudle &&overing' and moving towards , 

" -' I 

that closure where it wil l  be understood and no longer necessary. As-old a the word. Foucault tdls us * +  . * , r ' . 1 
(quoting Blanchot). is the desperate writing so as not to- die aqd "it is quite lxely that the &ptoaCh of'( , z 

I L 
. - 

' 4, 

death-its sovereign gesture, its pro-nce wirhih @&kr~ memory-.hoflows aut  id the present apd lii 

existence the void topard which and from which we speakn+(j3). "Oh diead! dm enters.; to fill tRat . . ", . 

space?: Thatvoid is the condition in which ow-speech is manifesq it is thata&enc'e whose trace stains all : 
- % 

discourse. 'Hence, this phenamen&y of p&dk ,posits it as the 1angue:xharked by death. ~ h e r e ~ i u  

"Open me not t;o find a beating heart / but the irreguh book of my peqAe,n this g&de cbmes into being 
- + a  .. . - w  

Hrticu~aiin~ its death and the pemetbaion of ibngue. ~ a n & a ~ e ' ( a s  &ntnonly . - used to denote both langue ' 
I , - A  

'4 
and pwde) is understood, therefore, as the negation of he IU whom8 gives expression. t 

4' 

In the notes taken for AIlo~hanes, GB scribbled: "lahguage not sdf, but first expression of that 

which is not self." Erasing identity in language is a consequepce both o i  @e whereby p d e  



- - - -  . 
- t r  

- *  

b .  
C 

7 .  4 3  . < ,  

- <_ z .- 
r - .  

speaks the deatd of its speaker and, of the formalistic consMints imposed bpon kd i~ idua l i t~  by: i& - I 

a 
expressi0d in a shared medjum. Clearly. Nlo~hanes  displays both means of erasure. In the mu1titude.of. ' . 
quolalions a riot of bde-I  Say "riotn to suggrct thejncongnious juxta~sitisition of ve,rbrirn  am& Joyce 

and devilish puns on; pristin@cultura$ figqes ("19 where has Maud gone?")--interrip IbeIf. . 1 6  

- -* . s DT Babel contends .* d 

about the word's forrn, striking . -. . . . . 
1 

its prepared pings ' .,- 
endlessly, a ,pleasure + ."F moving rings outward thru - + -  - t @e urriver;e.All . . -. - " 

sentence$ are to be served. , ,  I j  - 
F 

, >  - 
This constant diffusion is, of course, itself a f&. In her book Swace. Time and Suucture in the &- 

, Modern Novel, Spencer -catalogues works such as Allo~hanes a s  "opek-suuctured" and "the creators of - .. 
open-structured works* aspire. Jooward the apsroximatkn of diffusion; of flux; of cowantly forming. 

dissolving, and re-forming among the elements of the work" (52). Flux as a form i a  inh~re~ntly 
*2 

paradoxical.- It wodd seem, simply, because it%has ";mityW--however fragmented its structure-to graph * . 
- 3  ' 

closure and end, affirming death. In "A Fake Novel," Spicer wrestles with formal resotutiorl. agonizing 

tiyc "The dead are not a h e .  That is what this uilntractive prose wants to stamp OUL O%e you see an 

end to it, you believe ' that . the dead are alive" (152). Open m t u r e s '  (frictive, rough . 

Zurfaces-unatuacuve an they are) do not admirror the tqditional bea;ty, yet invite polishing. as WiIliarns, 

said. fi&ishing (not finished, b i t  the present participle in process of undermhding (inviting ectlCh ,. , 
- .  . a .  

.participation by the viewer rather ahan the passive admiration as of one p a r e d t h e s + b u r d w  ("The I 

closed parenthesis reads: the dead bury the dead. / and it is not very interesting" (Qlson. Selecrgd ~ n t i n n s  - . 
161). which isself-interested) incompletion-"the long ellipsis that is &wering's poem" of ghostly echoes , , , 

(Kroetsch. Essa~s 100). Because of the open svuature the reader is an integral element of h e  - .. . 
order; its form is closed &y*should the reader choose to bring resolution. 

Drawn obt  the poem draws~(with)in itself artictda~ons which antedate and. will postdate itself. . . 
Jorge Luis b r g e s  writes "that every writer creatts his own'precmrs. His work modifies our conception 

of the past, as it will modify the future."' Merely by quothg (or- misquoting) GB ilraws a e  source into his " ., 
own work and makes it present, contemporary. whether the lines lead from bpNichol or Hermess. 

- 

Trismegistus. But'what Borges is proposing is a more radical interdependence where GB re-composes his . .. 

precursors. h d ,  as Fqcault  pointed our; the 'name of an author is unlike that of a fleshly being because 

what is an author but the sum of their-iuorks? I may say 1.iead ~ p i c i r  and I do not refer to blemishes. 

body language, etc., but to texts. GB, then, is bringing Spicer into the present poem. re-formulating hi* ,< 

>. 

Po 
. . '  + . 

, 6 . <  

'This is by Borges, from "Kaka and His Precursors," in Other lnauisitions (108).  he- 
dissemination_ of this quote itself thraughout postmodern vhiting is intriguing; it was chosen 

' 

by Foucault as an epigraph to Jmnuane. CounterLMe-. Practice; it was also chosen q an 
epigraph by John Jhrth for his seminal essay MI the "Literature of 'Exhaustion." 

Z 

t 



.. . * 3 . .  48- - 
,. - .  

.* . . ,/ , .  
I l l  

and animating him as an author. "fllov4anes then. emergeebeneath two signatories. two proprietors: the: . 

author ( a o r g e  hwering), whose proper name will authenticate the b k ,  and a dictator. Jack Spicer, a - 

" disembodied voice; -whose : name re-fodula&s the deceased"- [McCaffery 131). Nominal ' 
- ref&mda&m by the orphic idvo&icnpf a &me ( ' ~ i  &bum canojhctwn est") prbvjdes a tekt with a , 

- ' 

- body because "a nxhe is the m e  name. that has a property. A property right" (Sgicer 156)' - ".s,. 

* \  - > - &Rery agrees, adding that "to thesenames we will add the sno ball in. + The name adds spa$e. 
, d I 

hell. as a-blank, yet 2Ponymbus space, placed. i a  4lovhanes prior to all metaphori~.opehti6n and &n to 

a Ihtprchesentence~ p&vidi&.& condition, not the sense'.of, Allo~hanes as H writing" (131-i). As the ' 

.- cdndition oF'tke po&s writing thk di tatibn is the opeRing of @e field to chance, peripheral &sodation* . . 
and. above all. to vacillation between self-effacement and presentation., lust how seriously GB takes this ta 

\ 4 " -  
sense of . the . "co&'tion" 'of writing is clear wben he says, "I think o f  myself as jhe audience, as listening to 

- thk voices as coming to meCrom wherever they're being dictated from. . but not myself as the maker of the * . - .  
sounds that- the audience is going t~ bear" vggertson). Hew, then, ".Bowering: the poem become a 

- nmtiogw of which "\hie try id  p d ,  not what is in the book.(that fding] but thk pk itself. The poet, . "  
@&k not as maker, bui  as book-maker" (Kroetsch. Essavs I@+), is here presenqed) to the reader. 

. . 
. . . . . , . 3 ,  

. . .. _ .  . , : ~ 3 i  coi&k .. . . . . for the bookcertainly -did extend to $e making*ofthb book-this . book , .in particular; v .  

-' 

- . proof$ kere..,&ric&d, returned and disregarded as €be. book was printed without regard fo r  the . 
- .  , - , . .' 

., . 

. - ' g p i c i f i & o n s ~ ~  hagniade for revising the spaciog. So, ~ ~ . & o t e  t6 the publisher of Allovhanes with i n  : . . . .  , . j 

' ., . . . . . , ,  . . - . . 
, ., . . , . app&.:to , '!&.int, . . . ~ the $pacer cirefully. They mean more tothi$ . . .  poem h thin p.ariy I've done (or kiHdo)--in . .  . ,' 

.- . . . 
' fact thiyyre'in inany way; the content" '{GB to coach HOU& 3 . ~ a ~ ~ 1 9 7 6 ) : .  Th&privileging of spac&over . : . . . . . . . , 

what occhpksk chhcterites archi'tectonic ..- hti& . as &&bed 4, hgeencer: " I ?  archite6tonic books, words - , ' - . . , ,  _ .  . 

. bear the samerelationship to the whole is-do bricb.,~tonE, steel rods; and concret'e blocks to 4 building: * 
, , 

, . . . 
. , .  . .< . . . - 

This relationship is more ac&rately.structural dhafieipressive. The meaning of he boolc,;thes is no . - . 
7 .  ,* . . + 

longer m the words, but aiises [...I 'from the tension&amohg the elements-bf atlie com'position in- their 
& - 

various juxtaposed arrangements" (169). B U ~  *those arrangemenrs, with their gaps-inte~yices, =+. 
synapses-are corApositions of .- 

?- 

space in which the directions are by no means equivalent a space encumbered by 
objects that distort all our trajectories, and where mmementia a straight line from 

. one point to another is generally impossible, a space with open or closed regions, 
the interior of objects [the primary snowball-0] for example. and abcfve alkx a 
space involving a whole organization of links between its diffefent points-means . 
of .transport, references-so that the proximities' we. experience are r,ot at .all 

- reducible to those of cartography [Butor 221. 

B 
Hence Kroetsch's obsefiation that voices threaten to override me voide;' the points defy the cartography.\ 

The map is not the temtory, but we have a map before bs, any poigt of which map lead- to Joyce, 

Spicer. Yeats. Merleau-Ponty, - Pope, . ,. as well as to other grid coordinates of th; map; eQch pathway is - .  - - 



* .  

Crossed by others. \some relatively distinct and others distorted by misquotation or playi@. obscurity:- A- . 
, . Within this ma@ there are. as Butor supposed ihete would be. "closed regions" embodied i n  "Le + - 

" 

marginal sentence, phrase. or word,* -which "is not directly amched to -ethidg that pr&edes'q foll&& . . , *' 

it i~ h e  diklwute of the line, grwve, or tape, but is rather the source of a certain illuminat&d increasi@ly-- : ' 
7 - - _- 

- .  , 
notici$ble h e  'cldser one &ts; it i s  like an ink spot which soaks in, which spreads ['See the word made .- - 

w?ite&-melting?, and which will be counteracted. contiiined. by the spreading of ihe next s&t".{51). one' * 
2 .  

might y y  of the tert that "it is the piinern of anowb.@lr f thrown agdinst a mhroon wall." ~ e ~ c C ; i n % ;  - r T . 
space of this text a metaphysical 'spacehime framework, deriyed from ~ e w t o n  and Euclid rather @an A . . 

- i ,' 
Einstein, is disturbed. in ~llovhanes "Space. as we experience i t  is not at all the ~ud idean  space wh e 

7 
parts re mutugly exclusive. Every sire is fhe f& h i n t  of a horizon of other.sites, the point of arigin of 

. 

f' a series of possible routes passing through other more or less determined regionsw [Butor 37). " N O  place 
, : 

mi Eank /is the centre of the world. / it is the cenve of the world." even  site, then. &iates-& at once 
' 

' 
the "center and circumfereace" (Olson. S ~ e a a l  View 45), a focal point whose "edges." kcording to Butor. . 

xe "the words which immediately precede and fallow it" (52). :'Any bord or group of words embodies its r 

,. 
own comment both upod itself and upon the adjacent Words or phrases. even if they are simply kisted next * 
to'each other" (Spencer 75). Naturally, then. "Any quotation necessarily incorporates a penpective on the 

subject of the book in which it is cited" (Spencer 143). and perspecfive and structurerare. therefore, . - I I  

inseparable. 9 ,  

4 

There are three basic suucnues which aagrarn the use of quotakjorr in AUmhanes. First, the 

palimpsest where 4 (prior) -text is evidenr Thus have I seen the besr mined, lines 1ecognizablym&u'6ted 

which ".ne'erdowell expiest." Second, at time3 pne is unsure where the voice is coming from and qay  even - 

ionder was that a real poem or did GB just mdce that up. This second structure I would graph as-a 

dismntinuous function, a line with a hole in i t  The apparition of th&e faces is ghostly. inde'ed. Then', the 

latter problem leads to- a further-feared quotation. As- there are passages the reader is pretty sure lead 

(from) elsewhere, the intermittycies of (he a n  are such that the entiretext may be fraught wit6 sich s 

passageways. With no veiifiiation of s k h  a structure possible it is the graph of mere anarchy loosed upon - 

the word-;very wo& becomes a trace, an alibi, beconks suspected of being other &an what it is 
I 

presented'asa Then what lies before you, this writing: is itse.lf the product of "writing not in order to ge\ - . . 
clmer to what is co be said, but in order to get:awqy f k  i t  Witin; with thegreatest application. I ; . \ 

. . 
invariably end up wide of ihe mark" (Michaux.+Maiaf Ordeds 31). Although wid6 of the &irk it-poinw - : . . 

to. with each a t tmpt  to grasp that mark writin&otates b e  limitatiom of its' reach-formdl and traditional 
- 

comain ts  come $o+the fore a d  the word can do no more than re-produce its longing and itself. When i t  ' 
nl 

. is *us "Present 6nly in its repetition the w<d becomes sensed as n betweeni.ss,[sic]" ~ ~ c d a f f e r y  141)-a - ' 

" beoveeness" .whose .meaning (denofation. reference) is absent but whose .stnicture ( g r a p m t i d  , - a ' 
, I  

conforrniry) is reproducible. Throughout Allor4mnes images, for a smt regenerate themsebves; as 

examples of such "betweeness" ( "0  ," "4"). So do words ("cano," "lives & lives & tives"). phonemes ("neo 

I2 
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- . . - . L  - .  
classical / Neal Cassady," "knee / oh / c&s / equal") and graphemes ("0." "I"). Morphemes become 

. > 

graphemes ("He." "He'll say that's what they all / say." "He'll freeze to dearh, he obviously needs help," r b  - 
I 

. "Hell," "Hermes," "Here I am," "Hera's cIitoiis," "Hear a / dead face," "Heaven," "headline ink i l l , "  
i 

6 .  . 
*. 

"Here is the &eology") and. in so doing, multiplyA the discrete, closed re*ons of the text. A ivord like A -'-, , 

. - 
. "He'll" is seen to present2a spatial ju~&~osi t ion of the morphemes "He" b d  "Helln; in fai( all words . 

# -  

appear to be montages of ~ y c h  units'and invite decomposing by the ideritificaticio d the clo$ed regions . 
. .. 

, inmibed: "help" is a morpheme decomposed by its proximity to "Hellu and "He.' E~idendy, then. 

quamion is.0nly one aspect of Alloahanes which signalizes both the ~~atialization of'the text and the - 

rupture of $at space. There are elements both larger and smaller than rhe woted phrase which share this . . 
> - 

property: _ 
Q 

.(lb 
C ' 

A In Allo~hanes, intenexwlity is composed by reinscribing prior hlphabeG$ior &pt--not p l y  . 

quotations. It draws its own histor)i as well as drawing upon its history in ent re-formulatibn. "A 

dead language / in which all words 7 de*be, & efer , "  such a language is at of Allo~haneg Even - 

the artif&& of "dead" languages. like the aleph or the iconic Astarre. are vivified as contextualired anew. - 
L 

G % s  &es for Allo~hanes say that a "poem presents a field, does not represent it": although the text bears 
. * 

witness to its antecedents their insriptim is made new. "You are not rereading," GB tells us in Errata. , 

"pay attention-see? You are j&t reading" ("3"), And, however aged the material, situated in a different , '. 

' 

context it is regenerated. The artifacts of dead laoguagei &e the texture of montage to their ptesent 

context and Allovhanes is mont%ge which is consmtly changing the reader's perspective. It is difficult to 

read literature, I think, without seeing in it echoes of AlloRhines. So the dynamism of their context done 

ensures the revitalization of Astarte, the aleph, and the roman numerals. Ear from dead letters, they 
. - nevertheless refer to " languages and to their abortive signification therein: "A dead letter is there ' , . '  

because / i t  has no Ion a1 address&" (Spicer 162). A dead letter is not going anywhere, - 
I. 

This is not going, 
anywhere. not going, r . 
anywhere, not, 

, - going, I dont seem to be, 
- A  ?. 

, going.Anywhere. . 
F 

i 

Not going anywhere (but doing so in the present ~ ~ d p l ' e )  by its repeated inscription alone this phrase. 

becomes a "closed regionw of the text-isolated as an icon and intorred repeatedly it re-produ&the , 

' strucfure of ritual. With such figures the textpiesents a "meticulous r e ~ s 6 ~ i n ~  of images [which] creates 
u 

the effect of a weaving (the etymological source of the word 'text') that promotes an undecidability 

between an abstracL7f6rmalist pattern and a shifting representational rneani'ng," an undecidability that is 

thq condition of "the literary order. where'the fdcus is not on explicating the productional operar40n of the 

3 developing text, but on the spatio-te pural play of the surface" (McGiffery 139-40). This is not progress 

but process: goiag-anywhere, perhaps, or not-intransitively. 
I 



. ~ ~ a t i o k e m ~ o r h  play is primary in Alloohanes where tefnporal progression is by accretion rather 
L 

'than development and is shown spatially. In the numbering of chapters, folinstance. we rnove*f;om. "X" . . 
to "XI," then "XII." The in t rhc t iov  of a new figure ("XIV") distinguishes one sub-gc~up of hapters - 

? 

from another, much like the marginal justification of alignment among'passagks. Two' stanzasindented .- . 
1 . -* eY ly "speakn to each other a5 like to like-liking t o  find. common ground: 10 $is spatid, feature the 

passage of time is calibrated, as it "is by shifting our gdze within a clearly imaginable space that we can 
* .  

actu$yfollow the march of time, study its anomalies* (Butor 22). This is *e principle illustrated by 

. ~ u c h a m &  " ~ u d e  Descending a Staircasev-a progression implied in a sequerice presented-spatially, it is. - , 
also on6 moment identified in terms which compare it to another--the interdependence and simultaneity - - 

d "  

. of spatial presentation ?he  numbering of &apten in  Allovhanes is made a spatial presentation .of 

kmpmal~ovement  by the selection of roman numerals instead of arabic ones; hence the phenomenon of 

accretion. But one cannot (at least I can't) miss the double duty roman numerals do as  letters-&@ lett& , 
- 

. - 
- and numerals' sirnult;meousl~, * 

+ 
3 . 4  

Any text is a two-dimensional matrix insofar i t s d ~ e  "book. as we know i t  today,.is [...I the; . 
arrangerbent of' the thread of speech in threedirn~nsional'space according to a double module: length of , 

line and depth of page. an anangemem which has the advantage of allowing the reader,a gieat freedom of '- 

movement in relation to the 'uniolling' of the text, a great mobility which most nearIy apprbximates 4. = 
simultaneous presentation of all parts of a work" ( B U ~ O ~  42). GB sees his work as facilitating such rnobilig 'k ' 
on the part of the reader due to ik spatial dimemion. In a letter (19 Jan: 1976) €0 Victqria walker, he 

writes: "I just tool along, making the universe's work, and people see something there and something else - 

there. All my poems are holagraphs you can walk around." In this initial proximity of reader and text the 

"text is immediately seen as compact or Ventilated, amorphous, regular or irregular" (Butor 52) in its 

phanopreic dimension, and presents the "simultaneous exposure to & eyes of What our ears can grasp 
?- 

1 only sequentially" (Butor 40). This primary experience of a texl as presence most nearly +precludesc 
b *  - 0 

interpretation and int~llectualization of that text, insofar as "My consciousness cannot gra$ what I see, xny 

eye distinguishes but my mind sees all as a whole, is slow in individualizing one after the other in elements 

of the field of vision. in recognizing thk objects. It is an effort to have to apprehend them rapidly and 

successively with their 'attributes. their fugction,-their signification. To identify them" (Michaux. Maior 

Ordeals 56). All appearances inhere simultaneOusly and are present(s) to the reader, varying with the 
C 

capacity for r;ception in ' h e  altering eye. But the reader sees a numeral one time andra letter 
4 \ 

another-the same figure interpreted as being another symbol--which shows the active creation by the 

reader of the text Blind readers trying to understand the snowball are in a circle of hell, a hell filled with 

those who have "Lost their parole vide, / unabie to seNe their sentences in the dark." Where one has no 
. . 

eyes-that is not gdis. but hell. 

- r ,  

1 
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Perspective S ~ ~ U C M ~ S  world. -and language is a perspective oq  that work  Simply pug .: - - I / ,  ^ 
i--' 

. . . "L.an&ige: &e word as EYE" (K;oetsch, -is 29). l n ~ ~ l o ~ h a n e s  &;fade a s;bject,-the iniplsckbeti "I7" - . , -  
,, <. . . 

composing with anoLher 1's wads and making an other's tan&age--the 'irre&l;- ., book of my ..- 

peoplen--another eye. "Does 06trthe eye altering h t& all?" I t  would appear to, bit  in abdieafing mntrd, ' . ' 
ref&ing to subject, theznI* risk4 th2e "vision" of the & work.jtself and, hence. i a  @f-ekcemeni He . . . . . 

-3 

must "fail at suicide. / barely" for there ta be any art wofk at all, any perspective at all, 
- 

. "  

, ,  , I -  

. 1 'There is no peispective 
+ when the eye is transparent. ' . 

t When the author dies . 
. - I disappear.. / ' _  

, , 
' A  

- -  . . .  * .%. 

n 1 
In privileging space ace; a l  else jp this poem, GB emphasizes that $-is not what thewords say but . 

. I  .. . 
their presence hat  sQnifies. n i t  presence is not at all disembodied-qpotations bring their own spa.t.iat:' . ., 

* 

b 
identity into the poem. Hence, d;lloohanes is tht site where baoks a x e  made ifi a palimpsest; booksTwhose 

I t .  
> - 

text figures in Allo~hanes (and who can claim to 'enumerate .every one of these?) point to their 
- ,  . . 

"antecedents" and $0 on in an endless gehealogy. This genealogy fans' at an exponential rate as - 
each focal poipt radiates toward several "antecedentsn-the text creates ifs-ovh precursorr and ultiyhlyj . 

'L . 
che Word, the b g o s  ibelf. And here 'There is a dilemma; qither all these ,books are already contained . 

. within the Word and they mhst be burned, or, the; are co,ntradictcXy and.'again, they must be btirned" .. . ' 
. 

(Foraqult 67) :--burn the boo&. / /'burti' bhe books'" a e '  the horns of this dilemma. "And thus the' 
4 - .  - .  

paradox: if we make a book whi& telh of all the others, would it or hould it nor be a book i m f  [Foucault ,- . 

67]?" Bemand Russell formulated such a paradox dealing wi;h a dass of classes, asking whether sbch a 

class is itself one of its owq members-in fact, circumscribMg its&: if so, i t  confuses language ., .., and . 
7 .  

metalanguage Or. as in fhis case, bmks and a book-about-books. . Foucault claims that: . 
' <  - < 

Literature begins. when this paradox is substituted for fhe dilemma; when the book- , 
r .  P 

is ,no longer the space where speech adopts a form (forms of style, forms 9f 
rhetoric. forrrk of language), but the site where booid are a11 remptured and 

i 

consumed: a site that is nowhere sirice .it gathers d l  the books of the past in this 
impossible 'volume' whose murmuring will be shelved among so may others-after 
all the otheh, before all the'others (671. ' 

> ' 3 

L 

. - /C 

The content of Alloohaneg creates just such a f o m  pqadox. .capturing (prior) texts which are 
' 

made new. &It the structure of-not merely the text--the book is itself a paradot Any book. accoiding ' 

Butor, is a "diptych" merely because we are presented with two distinct pages i t  a single glance. dl 

8 

Allo~hanes hecomes a three-dimensional triptych due to a "profogd dikontinuitynf "Through a fold id > .  

the paper, the cover's underside becomes a surface. The aiangdar excision in this way seives & frame a 

ban of the covhr's unexposed side. As a result of this cut and fold. the cover's r e c t v k o  distinction 

. .  collapses and a profound discontinuity is produced upon the cover's plane" (McCaffery 133) whereby the ' 

book itself is made a catastwphic site. folding upon itsdf and disturbing the unitary plane of a diptych. 
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The fold is the simpjest of the catastrophe$--"a discontinuity br i bility in a system? ' , 

- . 
' I ,  

* (McCaffery 136)-and is evident in ntkmerous dimension$ of A!lootpn% ' ,one such> fold exiN in  : . \ 

Alloohanes in the'form d+e*recehed dictatibn:"~he s&wbll appearsin.)lell / every t+qorr&g at seven" ' . - 

. t , Hell-0. -"At times the conditidp of change, at times the change itself, the ~entenee [...I will rake constantly . 
\ 

fhe q u b t i ~ n  of the'productivity ~f ifs own significaton. ground,"hhence, "where space exp~ca'tes itself [...I - , 

. 
. .  _ hell's snowball is born into writing as a witing,,a dictated and a written moment h a t  asserts its ideqity as -. ' 
. . 

its own ruphlre,'sigrializing h e  opening of the mdrn&t into the m4tiplicity of which ~ l l o o h & ~ e ~  wilk be 
+ .  

the, trace" (McCaffery 192). Thisrupture. identified, is >what ~ ' S a f f e r y  designates the "matrix 
I 

sentence "; it would be, for ~ b t o r .  *eloped region": 
< .  

It enters &b textual w&omy as a perverse 'fold' in the writing and similarly ' , ,- ' 
b participates without niemkrship. "endering all quotations i~ ,&ilo~hanes , 

contaminatc?d, this sentence further prevents the Wting from being a first order 
\ operation. The writing cannot .even gain an innocence but muit inscrlhe itself and 

.its ifiplications inter-teqtudlly, With  a constant referral t~ another voice beneath the . ,- j ,  a 

3 . j - surface of rhe writing, held absent bur consmrly r d l e t j  inside o f=@e writing's , x .  . . ,I 
. shifting Scenes. [McCaffery. 133.  

s ' .  . t 

a Re-staging its seens â ; the 1'5 altar all apgear&es inhere in the -fragments-phanopiecesrlI~e * - 
- ., 

fragments' (~6rac l i  tus) of bwering's Allo~hanes: all/appeuances/squn/'loice [...I. The po2m i i t h  no 
- * >  

more chance than. Thepoet as,skillfut alchemist who Changes sound into silence" (Kroetsch. Eksays 100). '. 
. > . \ 

Transmuting aural experience - t i  a 'written, s i l h t  one. -the poem shws rather than tells of  its , 
* " > I '  

a .  re-construction of blown fragments. Yet it ~ansmutes  agaio: here there are phonetic chains of rhyme. as , ' - 
i 

usual in a poem, but imaginal cham$ tw, as in the metamorphoses of the snowball into a "perfect smooth - .- 

black orb" and "the word made white and melting." There is also the physical recurrence of Mack dots on ., , 
% ( i  

the page. of "on ind "0:" M'af fe ry  suggests that' we can "think of this lettel q the snowball's agasemic ,+ , 
< .  

state [...I. In acknowlkdging this anqemic element in Allmhanes we Open up the poem to a bewildering 

play within its own k c r o i s ~ c t u r e s .  Wherever an 0 occurs (in 'god' and 'dog' for instance) then the ' . 
I 

* catastrophic moment tikes effect" /137): "Morphemes Fall in flames from ae treen in this perfor(rn)ative 

texj whose elements,morphernes qnd phonemes-perform alchemkal rites opening fissures and refusing 
- 

"the fine h d e  of Man." (Fin, again, is his name.) "Things fit togaher. We knew that-it is tJe * -  

priddple of magic Two i~consequential thin& w combine togkther to bec&e a consequence. $is is 

true of poems too. k p e m  is never to be hdged by iBelf done. A poem is never by itself alonen (spicer 

: 61). The poeni is nevei by itself-though distinguished as such-don:. , "(Put the contraries ~ ' b k k  into 
.. 

'I 

mortal life.") ' Recognizing~common ground yet without losing its ui&peness each h, ea'dh line, w h  , , - 
A .  

- morpheme is integral; is (a)pan "~&~ni t ions .  Like coyotes, howling in the night. .The \yay the blood, 
: 

then, move% differently" (Kroetsch, ,&vs 65). The simultaneity of familiar and unfamiliar. indeed their 

causal come&& app~oxirnates the form of ~llodhanes, where "literature / must be &ought now." 

What off 
was Thoth 

% - 
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-but  ne'erdowell . . . - 

. t expres4 . . 
. , 

. . 
- It is * .  a creation at once familiar and-de-.fi*liarizing-e~enrhreitenin~. . "H~S thoight hieateis  him, it is / 

' 
the perilous deterioration of dynamite." the explosion of which initiates thg thinker into a world without , * 

'Icons where inspiration is associative rather than generative and spirit is what you mike of it. "The winds ' 

scatter fragments of the exploded gods. / Fall leaves blowing about one's feet. / Cross yourself." 
v 

, . While the feet are constant, you never step into the same quote twice; even idols are recomposed * - . 
When situated at.a unique contextual address. They d'e-hmpose too, from what they were ro what they .. 

are. ~ d t h a l  icons de-coinpose (in) Joyce's writing. as well as G B s  Joyce did not lik; Rome and left it 
' , : , . 

' qui&ly.'writing 10 hi* brother that'they coould "1et.the ruins rot" (joyce L qtd. p in ~lrnann.225). "Gbodbye. 

, Rome," GB wgites, affirming the ~oycean tradition oE(inter)Peaving !cons. - , -  

I . 'He does what is done in m a  places; - 
what he dues other ..a ,. 

* _  he does after the mode 
o f  what has always been done.' A - 

. * 

' ~ x ~ l o d i n ~  gods thrilled'lopce; he %id. "'The Holy Roman Catholic Apostolic church4was built on 
' ' L  

a pun. I t  oqght to be goad edough for me,' And. to the object& of triviality, he rep1ied:'Yes. Sane  of 

the means I use are trivial-and some are quadrivial'" (Joyce qtd. in El lmap 546). "As Samuel 3eckett 

writes in M m h y ,  'In the beginning was the pun'" (Ellmann 546n). In this tradition. GB writes: "where . - 
else may we find our beginnings but in €he language?" The Word is the puri upon which our lines are 

* 

founded, The poem, then, can be the site of the divine where hieratic sounds emerge from the $estsl 

commotion or the Muse sihgs heavenly, but with this apprehension of the Outside within its confine it 
' 

becomes an extra~rationai, amazing'space itseIf. Far more than the sum of its parti, it.'is.nonetheles$ the ., . 
r .  

r' (evidently fragmented) parts which demonstrate this. Allo~hanes is a fragmented structure, "Not as a * 

gesture of contempt for the scattered nature of realiv. Not because the pieces would not fit in rime. But - 

because this would be the of& way 10 muse an dliance between the dead arid the living. To magic the ' 

whale thing toward whdt they called God" (Spieer 176). 
I 

"An argument between the living and the dead" is how Spicer defined rhe ihost, an (id)entity 

. , ' structurally repeated in Rilke's ingel. As margins. the living and the deadare aMutp ly  polarized; fixed 
I '  

, each in their natural realm, the means of tawsmission from one to t&. ohe r  are supernatural. Alchemy is 

but one of a multithde of coml)ositimd-and decomposifional-models (among- them baseball, radioactive 

decay and concentric waves) alluded to in the poem which by their conjunction create a quibbling form, a 

disturbance from within which defies paraphrase, a perpetually quivering, electric, field. Accepting that - 

this arg~rneotat iv~ "disturbance" tanriot be "Pure" poetry simply because "Pure poetry has no presence / 

but only its awn being." we nonetheless see that Allophanes 
4 

does present a vibrant form the resonarice's of . . " 



7 
- which (en)join ds in the "endless murmuring we call literature" (Foucault 60). ' ' h e  is not born alone, one 

4 \ .  

borrows the earth, /. a clay. formed.anew.A language filled again / in an oast heated from an  ancient ' 

- .  

I .  

flame.': Primordial clayafresh made flfsh is the Word Hostofsthe Logos wiich A n  yet be v*mOfe @R 
, - . . 

.t b w g h o s ~  becoming fleshly rather than being thc(1ast) Word. These, fleshly, impure poems 'breed: 
I . ,  

- , "Poems should echo and reecho against ea& other. my should create resokmes. They cannor 1ii.e , .  

alone any more than we can" (Spicer 61). 
+ t  

, 
Peqeml ly  contextual, these works of language reflect-their origin in mortal fear of clos~ure: 

* 

, somewhat before the invention of writing, a chwe had to occur to open the space 
I in which writing could flow and establish i&lf, a change [.:.I that forms one of the 

most decisive ontological eventsqf language: its minored reflection upon death and - a 
the construction, from this reflection, of a virtual $pace where speech discovers the 
endless resourcefulness of its own image and where. it can represent itself as ' 

already existing behind itself, already active beyond itself, to infinity. The 
posSibility of a work .of language fi~lds its original fold in this'duplieation [Fouca+ult , 
553. 

+ 
4 G 

The possibility oE a work of language, of, the. inscription of longue', of an everyman. of ~ u r n ~ h r e ~  

Chimpden Earwicker depends upon an' aithor, who depends upon a work. aqd i o  on back t o  where this . - 
w-rhythm is recognized. where it &ids down mh big@ to awaken: ' =  

1 . -. 
' H.C.E. , . . 

, -" lives & lives & lives 
reflected in the mirrors , 8 

. . 
along the wafl. 

conclusive nature ~f words, their infinite capadity for rewriting, revision-and ~ - 

appropriation -in diverse. even perverse contexts. &lo~haaes is a 'provisional finitude. a cornplqtely 
-- 

incomplete text. "What is produced is not a traceable theme but the graphic appearance of the multiple 
- .  

and the impossibility of the single instance"' (McCaffery 140-1). as if "language .can no longer avoid 
Q 

multiplying itself (Foucault 65). But when multiple cites~anarchi~all~ s -p l ace  unity of theme or ?en 

meaning the words are shells--skins. %a*. .. . .I , . . q.. ---;,+. .3 ' 

pd, When you've finisht with them words - 
throw the skins on the compost will ya? 

,That is composition. 
autobiologi& . 

r 
And they are fertile as such, them words, indeed, they are prolific. The reader finds the' poem fertile yet . - 
grounded in a matrix, "You'll join i"urying my poem / at some croskoads," addressing it to read thereid 

a narrative-"Aw narrative / is a telling blow." 

Build, though 
with snow, 
blow language 8 v  

nummular 
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at the flame. . . 3 ' 

. . 
. >  

Yeats appealed to "sages standing in God's holy fire;" GB's , " sages are in G&'S holi - 
shit" Literature is both purified and feamd,.boih prolific and devouring: an old sow that bts  her'farrow:. ' . 

- .  . . 
,, ~ Headed t&ard death, lan~uage turns b a d  upon itself; it encounters something like ' , . 

a minor; and to stop this death which would stop it, it posksses but a &n@e power: 
that of giving birth to its own image in a play of mirrors that has ho limits. Frbm , , 

the depths of the mirror where it sets out to arrive anew at the poht where it 
started (at death), but $0 as finally to escape death, another language 'w be' 
heard-the image of actual language, but as a miniscule, interior -and virtual model 

A - '[ F o u ~ ~ I ~  t 541. -. 

= .  

Such an image is evidently illusory yet the surety of its reflection in perpetdty is a guarantee of form at the 

, expense of reference, a guarantee of structural verity. "Myths communicate / with each other, & men / 

seldom find our" This "is the song of the bard who had already sung of Ulysses before the odyssey and + . t 

before UIysses himself (since Ulyws. hears &e sing)" (Foucault 54-5). "(They've already printed' / the 
. v  . 

date of your death." when and where the book is fined, printed-the Anal etching of the characte; in stone ' 
closes the life and this moment is prefigbed in each . .% ward written, and when it canes "you2Il say you have .- . 
thing; to do,* as indeed you  do. not being finished bec&ng. "Albohanes is weiihty with its insistence 

that we capot  write the word, only process it through a labyrinth of re-writings" (McCaffePy 141). So the 

"author" is dead and the work is but a trace of the interface between-a writing reader and thei'r textual 

wofld. 

The woik is henceforth 

the author dead ' 

the book, beside you 
4 

. a-race of the world 

, to which it was always leading 

"'I know it's beautiful. what does it mean?"' (Spier qtd. in Blaser, "Ou&ideW 312) "I knpy, I know. / it's ' . be 

all &avtif@. / ~ e l l  me what we said on i t "  
* " 

. * 

I 

. - 

I 
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- " - - Canadian liteatore, we have beenetold, i s  c m c m e d  less with kau ty  @an ,with fear: .ha t  is its 
, theme, Maybe beauty is the first prod, of fear, but it 6 the fear that' lingers., Berluty may even be a , ' 

cs 

delusion to mask the kar., as the early write* in Canada- dressed the inhospitable landsc&-e JO lot rheir .- 

some&. The preexistent form,imported to measure the present is o h  tradition in Caqada. and it is a 

fieme seen repeatedly in theestimation of GB'S wGting. 

Visitors 

The niQcal receptidn of ~uniine Water has,b concerned wih  GB's violatian of 
. the. 'f&tsW--lots of f e  -The American teviewer in finds much of the nove1,suspekt; 

. "Bowering slips From precious musingron his own (gtuibuting to American .Indians 

. dialogue with rejoinders like "Okay": "Search me"). sloshy >wkp&ons of various sexual 
I - "  

.. lowjinks-dislractirq and suspect to the reader." :Th idered a violaticti-.of the facts by - - .  
Janet GHtmw who prescribes: "Voyage -narrative is neither realistic or noveiisric; it is ~ocumenwy and . . 

Y -- , -. 
L '  . . 

' :ompellingfy Linear. ~ ~ & i * s t  this serious straightforwardness bwering works, interrupting itineiary with 
, 

hii interpolations and fictional inferences." 'Agreeing with Gillrow that non-linearity is dislurbing. the * - . 
i_ . reviewer from Canadian, Yachting finds that "Bumina W,ater is rathe1 confusing. Si&e it jumps back and 

forth in time." In facL the reviewer is so cbnfiiad, he puzzles that GB "couldn't even get the date or 

circhstances of his [Vancouver's] death right." Aritha Varl Herk is one of many who concur wih this , ' 
v 

observation. She writes: "Indeed, the novel distorts the facts of Vancouver's life so much that when the 

ared. there was a minor uproar. with jhistorians and biographers falling over themselves to j 

how wroag Bowering was. Needless to say. Elowering laughed" (82). GB laughed, as did Michael 

Ondaatje at the critical reception of J'he Collected Works of,  Billy h e ,  Kicl because. as Tom Marshall 

writes: "The m e  stoq of the historid William Boohey is not d l  that important here, in spite of what 

certain, perhaps stunned, reviewers have writteii" (145). , 
A .  

> .  

Another theme among the reviews of h(s work, G B ' ~  "self-indulgence" comes under heavy firs 
1 ,  r 'b 

with regard to both B h i n n  Water and A Shoi-t Sad Book; Q[ the latter. ~ e t q d r o w t l  considers that "The - 
* * <. 

nokl's weakest moments are the result.of 130wering's self-indulgence, and'arc most evident when he ' 

prattles on about the acfual act of writing this-book." And the former. "Bufhine Water, in many ways is a 

self-indulgent book. Aside f&n pande,&g to 'his own hibtorical theories.'~oweTin~ sebms continually 

drawn in by his own work" (~austmasnri). But Qe &;itical,~stimati6n'6f Buminn ~ i t e ~ j s  consmCtive. too: 
. - 

"Burning Water might have been a better book-if &wering had beentable to keep his e-xcit~rnent over ' - 
Vancouver's story betweed the lines, instead of- Ieaping in and oqt of the narrative bodily like an over 

wroght  kangqoo" (Barclay). Giltrow. too, piclri-ug the theme of self;indulgence in commenting upon 
' 

-I. -. . . the "interpdatims" GB makes within the text: "Conveying some vety ordinary details of the writer's life. 



no ambiguity here. "He" denotes bdh GB and Vancouver: Without-a storytelkrGeorge, George is just 

anomaly and calls Burning Water 'Wie li erary equivale of a chkolate-covered grasshopper," ' Strained j. 
metaphor as a r sponse to an unfGiliar subject characterizes the reacddn of T6m Marshall, too, whosays: '. + B - w 

, < 

7 Short Sad Book is dlore witty monolo&e than hovel and has the effect of chinese'fwd it is rkbt ' ' 

substantial enough to i&ak in the memory" (176). But the most p&ulig metaphor iusn&untered was . . 

Gittrow's. its semintic absurdiry ironically appropriate .a in spite of'her: "R&&, ~aocouver's behaviour - 
towards him outrages me botanist beyond forebezance and GB's version ofLthe journey comes to a violent , .. " . & .  

" . 
conclusion." One imagines the violent ronclusion, not of the journey but bf GB's ~ e r s i ~ h v o l v i n g  some . . ' 

1 

assault by GB upon'his typewriter in striking the final words of thd texi Expectations 8s confronted. 
F 

- affronted, and revealed characterize the reception of most of GB's w&ting. EveMarie Gbller'wys his is' - 
- >  . a  

particularly the case - with BuGni! Water; she suspects "that at least patt of the empha~cally negative 
I - 

response tq Buniinn Water-received in the ~n~lish-&di& press has iq root in Bowering's +&ation ' . A -, 

with the T A  and Black Mountain poets" (54-5). t h e  ;eception of the book in the francophone press hd3 
- 

, .. 6 -  - 
been quite positive, she argues, because it is hken on its liteJary merits without this7"associative 4ixllast." . A c 

. . 

* 

The doeuments GI3 draw3 upon for material in composing Burninn Water include the diaries of " 

Menzies, the maps dF Vancouver, "The Tempest,". T h e  Rime of b e  Ahcient Mariner," eyen his own I 

I ;  "Smoking Mirror" persona1 history ("burning water.'!.aguas dientes, is a plase 'he had .Maen .) to - 
*Margaret Randall &out in 1964. sugg&hg she meet him' , &re c ramp thk in ~ e x i c o  city), Eva-Marie 

. , 

' Kr~ller calli'@is rnateiia) heterogeneity a "mixed language." qrhich te& she takes from john Ekrg6r's.Q. - ' , 

(and GB admits tp:~slyly~quodog" horn g in Burning Waterj. .This "mixed lqguage" "a1terhat.a be&een . , A  . - 
fictioa and flacurrfent& md involves vis& codes other than' lettersp nmkly &orid matorial < .  sufhaas $the6. 
recurrent Chinese chaarker in Burning Water* which i s  "the. sailingboat log6 Prom the notebook , . 
Bowring drdfted the novet inn, (KrOller 58). -niat-logb (mtapb&ally). suggests Vancouver's ship w i l e  

- .  
(matoiyrnicall'~) drawing OB's writing into the novel itseli  his- %&umentaryH then maps 6 t h  GB'S 

k- 

account ofthe ndvcl and Vanmaverys voyage and both are & a l l y  made fctian by the form ip which they . .*.. 
are recounted; all materials are equally p$, as are all fittion&. GB says of the navel that "the details are- 

, immaculately researched, but I &on't adhere to the official- f ~ t i o n  in the accounp of the time" (letter to - '  

r: 

- .  
6 

I 
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Geheral 11 Skpt.3979). His un-"offiial fikti~'' is in hervery oF &art& (mapping. . ' 

, $  

: -writing). 'itself a%ctiwmz$hg pwucing, got the referen& - .  but hguage. as - .  &itha Van Herk maw clear 
" 

in "Mappiti8 ab+emphormi "Maps are repr&entations; ye$ butas such they.da not define and~fix& mu& 
i 

as t hky  &mbolire. EV& the most scientific caad@aihei wk ;el1 you that maps are implicari&is.~an~w~e 

themselves" (76). & language whi$ fo~eg~~lrds  its awn heterogeileity;is, neverthelessj commenting upon r " 

i 

its subjeer Both B-~atei. and A short Sad Book' use "mixed l&guagPto depict, redistically,.the 

variety of writing @at comp(ises identity and tha inad~uacy of any single perspective to contain reality. 

The fdrrqal "inttusions" of rbe narrator similahy show the pretense of "cbnuol." with its attendant 
-* 

detachment, to be,a dehsion. , - - . - .,.- > r j  

- Right nbw " ... , 
- % -. , ' are you wS&g I had more control 

% 

. over my material? " 

(If you are not into it yet, 
a .  

& keep trying. Love & History i 

' are .like each other. 5 

--"Single 'World Westn (Touch 195) 
I .  

I ,  

I /  
C* 

In r&preseoting history time is also made wn-linear. A review of A Shortasad Book in the A 

book's text shows rhe future made present-4, the book part of the review's historyand time spatialized * ~ ' 
I /  

as a fiction of one% p&age through space. 0 f  timi in B w n p  Water. OB wrote to his kditir'that: 
i - .-*it 

the real dntirmous time &the ohe ipvohing the ;ory of thcnovelist who is writing 
@e novet; the other s t o ~ $  i.e. the 18th centusy one, d&s not go E-2-3-4-5-, and . ,  . . '. .. 5, - neither doenit avail itself of the flashback technique oi- any of  that realist stuff that . \ 2 - 

, ' t: 

_, .. makes the reader shume till he gets back tb 1-2-3-4-5; I think & b e  wamhave i * .  

been won by lots of writers long aio. My attitude toward "history" is mtlclr, like - ' I .  

that of Mr. Robert Kroetsch, who summed it up in three words at a copference 
somewhere on the pmitie a year ago [toiJulie Beddoes, 23 Ocr; 19791. & 

1 
t 

/ I  

Kroemh, quoted iil GB's "A Great N~rthward Darkness." said "Fuck the pasr" Which is both . < 

"fuckjng with" the pasi adactively engag& it in the present, a literal 'interpenetration whic6 is hot by 

any means disregarding ei&r the. paSt or the "official fiction" of history. As Roland Barthes says. "it is ." I I 1 

.. when History is denied that' it is most upistakabty at worku (Writing Depree Zero 2). and both Kroefxh , . I 

j 

and GB axbbe their genealogy from Barthes. 
i 1 

.i. 
j .  

' + Barthes' critique af. histdry in Writha Dearee Zero suggests that it legitimizes certain discursive, 
r - 

models. effectively Qlencing what i< marginalizes. This is a thematic concern in Canadian literatcue as . 
L 

" m a y  of the poets of the past decade" have attempted, according to D.G. Jones: 
1 r d 

. . & inventory of the world" but scarcely uttered, the wodd of the excluded OF ignored.' I 

Tt would Comprehend whatever is crude, whatever is lonely, whatever has failed , 
[...b Jt is the wilderness of experience &it d ~ s  not conform to the cslltural maps - C 

of thqhistory books [,.I, it is the wilderness of language in which the official vdees I 

1 ' of the culture fail to articulate the mesuling or the actual sensation of living and , 

' tend to became gibberish [l663. - 
. . 

1 

s. 
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Which is why. ih ~?mls~h's; words, "iv; feel a .&ofo&d'ambiguity !. dbout the pa%&i-atjo&-:f&h its - .: , >;, 
contained stories and itr modes ofperception" (BSW 74). The historical modes of aperc&fiqn' - <._ fdCw upon , - - -  i' : , . , .- 
winners; the official fictionsignore lose& and failures, smctured a; th& are by pbdtlvism They k e  a .. 

& ~ * , - ' ,  . L .  

"language which is both ., History and ttre stand we Eake in it" (Barthes, Writinn .Dm e$ ~ r o  . , It. . w?k\h,er _I ' .f 
. * - 

. - .  that stand is of the'&itus quo or revision of. i t  .Tow. c A. ~a{&ald . - -  tell% Evangeline b in5A short - -  -- - 
" . *  

b . 
$ad Book mat "History is us," an "us" from which she re&& him of her edusion, replying, " H i s t ~ r y i ~ ,  . '- : 

7 " 

us, too," '"Perhaps,' he smiled. 'But histo; is written by winners [...I & f will write this book"' (39). 
* ' 

~ o - o ~ t i n ~  the tools of expressiofiis only one means by which h e  dominant &n cWW; the . . 
--. , % 

\ e udditional positivism of history is another way in which it enforces alienation. considers the"&oblem - .  . '  . 
, - >  , 

1 i 

, with the historians, or let us say the way they chose to work, is this: they did not study what people are:but ' 
+ . . 

+Jb* 
what they did" ("34." EJ. 1n' "The Body" (A 102) there is a comparable dissatisfactio~ with historical 

. 

m e t i d :  "There are parts the eye can not see because they are in the,past they tell us has done just that, 
- ,+ 

what a view of the'suearn" A Short Sad bk picks up diis theme again. reminding us thai "Incjdenfs are- . - + '  * , 

not history. Writing history is history" (94). Often throughout the novel we are told d& "1n-Gnada the . 
' . 

only history is writing history" and that history is present, where time is. here & now: 
% 

Who did what to whom happened in time. b , ir - , 

History is all about writing history. v A 

Ail about I - .  

History is all about I S  , 

One is id time. c / . ... r 

* *. 
History is all about. - e .  

r ? * .  
? %  

* I Just have a look [98+9]. ' ' ,  
r . i  

, - 
i B 

D 

; - . . 
All about is.writing; we are in a book. History is, writing anr$"It is so If it is written," we read in ?Chapter, . : p  . 

.. a 

, . XVII." where "I made that up & now its there. How &e you going to unmake it" (62). Y&$& ?;makee"' 

by writing another, by comwsing your own. History is you. too. Van Herk makes -& interesting - . a 

- .  

comment upon this',when she claims that the "only way a country m be truly mapped is with its st&& _ 

(77): the writir~g rhlt is, itself, histoncal documen@eion of particular nature because composed by zip " 
individuat, not because it tells a (single) national stow. 

I). 

The %skatchiw&n railway st$ion described in A short Sad Book is particular, as is all experience. + 
- .  

"For those Who lived here it was not by a n y  means Canada. It was Saskatchewan" (56). To locate it nu , 

more precisely than "Canada" os "Canadian writing" would diston by glossing over the very detail that 

makes it "realw as abstract no&m bf "beauty" have depended upon covering up individual blemishes and . . 

idiosyncracies. GB suggests that "People who posit, ideas such as The Canadian Tradition or The N o n h e  
' 

~xperlence'should uavel less and spend time in more places" ("1," a, but that such monoliths as  he -. , ' 

/ 

Canadian jradition are h i t e d a t  all suggests. to my mind, fear of the very particularity and disparity that 

belies such tmi ty. , 
. . 
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Reading in Sherbrooke. Q m e c  in 1979. GB encoun~red the imperiali&:"bnadian Tradition." 

He says. "I read.~llobhanes, a very complex poem fult of tots of illusions to ~ l i q q e k  ph&mphy m d  
5 ,  

poets like Edgar Allan Poe. I got into a bii fight with the English d ~ ~ a r k n e n t  because they tried to tell me ' 
P . w  

that that was not "iny _'radition. They had some concocted sense *of - a  zCtntral 

Canada-On@rio/Quebec-traditionn (GB qtd. in EgiertSon): a tradition $it was ngt his. GB.cqrthiqlyT 
- .  

; has a notion tha t  "my tradition" exists, but he also di~tirQuishes'~that f r m  an ipso &cto "Canadian 
\ . . n .  

Tiadition:'". As. he wmte, of ~&ne.  Water. <o his editor Julie .Beddoes (24 QCL 1979): ''1 know that it* i s  . - L - - 
not in the Canadian Traditi~ign. as 1 have heard it @led these ye&, but I think it  is in mine, and anoiher, I 

thiak." Perhaps that "other" is the DadiGon outlined t~ the "Qn&-&n Traditlonn--a c ~ ~ n l f i u k t ~  of great ' * 

writers defined as great, and as d coynunity. by the indiviciwl wkter who measures his genealogy b y  

them. While not in the Canadian ~ridi$n. this is not to say that ~m'& Water is hot a traditional novel; 

GB-clearly believes that it is: "&ere is plenty of plot knd even-charact$rizati~n I . in i4 and lord knows a 

ruffocati& amoun~of  theme, but nothing that has.been recognized x, Tar & a Canadian therne" (letter to - 

Man Cohen. 16 Apr. 1980). But wharx6nstitutes-8 "Caqadiin theme" is noc'as it once was thought to be: . - 
\ i 

"Carleton McNaughton walking rubber boots out of ;h$ swamp with a beavefi by the tail in each hand". 

( S B  47). A "Canadian theme" is also the relation of theme and its prescription df homogeneity. 
'. . . 

e 7  

' 
Eva-Marie KfOller. Brian Edwards and Reginald Berry all {independtmqy) discuss how. in former . 

- , '  - 
colonies. postmodernist writing si&ifies revolt against the prevalent order-that being realism whereby the 

, . 
imperialists perpetuate thewktres, (rein)s&ting b e  form 'df the present circumstances In former colonies ' . - . . 2 

"the break with realism implies- a reaction not ody against literary modes preferred .by the 
I 

mother-country, but also against its concepzs of time and place, as \sreH as personal and coHective identity" 
' 

. (KrOller 53). Imposing abs&ct concepts measures-reaBty. by the degree to which it mirrors these ideds; 

thus does the official history determine literary -inodes. as it does time ind  place and eveq. yeS, identity.- . - 
4 * 

Brian Edwarckuses the example of GB's lndians who "are one site of the post-colonial dilemma. HOY .' - . * 
- 

does 'other' re$st redmion to 'the s h e '  [7)?" That is, how do they maintain theiradistinctiqh,frdm &e, 

"prevalent or& wherein they would be assimilated as &lonial vktims and remaid outside the symbolic . . 
order of the coforiizeis without being silenced? Or. hok does what is marginalized (set-in parentheses) ., 

keep thore parentheses from dosing-reflecting each other. sealing death. T h e  indians'in Burninn hater  

. and Caprice do it by remaining unnamed, outside the terms of fixation within, the symboljc order.. Na@e . , . < 

reflect the traditions of genealogy. paternity. and allow a subject to take their place in languagethe , 

institution of languageas  language. Banhes characterizes this situation 'wheg, he says, *:the writing to 

~ h i c h  I entrust myself dready exists entirely as m hstitution; it reveals my pasr and my choice. it gives me 
k 

a history, it blazons forth my situation, it commits me without my having to declare - the factH (Writing 
\ 3 

Degree Zero 27). Similarly, in "Duet for a Chair and a Table," Jack Spicer remind6 us that things, even as 
t 

inconsequential as a chair and a table, once named: \*Assume identifies / take their places" (74). Nolice 

that "take" is in the active voice, because "Words make things name / ihemselves" (74); this in a share& 
- - 



b . - 
language, wi.th common'temis. thereby-inviting adog ie s  and,humogi%eity. Kroetsch considers the "mk . 

' -  ' 

of the &nac&in write1 is t i  un-name" (Bsav? 17). by.this,.un-naming deconsmcting the. ready%de t 

- ,  I ?  

- anajogies of desriptive wopis. On this subject Barthes says "When I resist ,ar~$cgy, it is actidly -- the . 

imaginary I. am resisting: which $ to say: h e  & .  coale&nce of"the.$gn.-ihe kmilimde o f  the signifik and - 
eomorph;smaf images. the Mitrgr, the captivating bit? (~oland.Barthes 44). 

i - 

metaphor, description: the disfigurement of the presek subject io,privile&g an absent%deal reflected h 
, - ?. 

the subject's new address. Such a Mirror is not innocent but .clothes who enters it in .terms of the. 

traditions. simply because writing, as we see in Allo~hhanes, "remains full of the recollection of previous + 

I * - 
usage. for bng e is fiever innocent" (l3arth4, Writin? meree  Zero 16). But GB "would like to write a .  Y:, - h ,  

book. lei us say novel, an historid novel, in which once In a y h i k  a page &'an actual minor- !f the 
I 

reader has been dehded into thinking that the book '@rro&reality"or 'hdds the mirror up b history.' &e . 
appearance of her own reading face . might , serve'to shock her out of that error" ("62." The o f  

mirror GB is talking about+woqld shock the reader out d b l i t h e h  + "identifying with" a stock character or 
' 

(id)en$ify and &ke her see @e particuhrity and otherness of her own identity. But, i t  the 

same time, a pagemirror would show the reader where they are in the text-and thqt h y - a r e  in 'a 
d 

' text- Torcinb her to take her place asactive in ,the- book's Creation. : As GB says. "what would you do if you 

turned 40 a page, and it was a.mirror? The image.of your backward personal self as text You would Be . 

compelled to relate it to the previous page and the following page" ("62." EJ. Here, the reader's eye isz . 

seen to create the text-and to be. itself. text peeking o t  at the reader. 
r .  

I - 
.'I I i- 

d ~0udult:bdievis -that 'ki feat of death a;d the void language masks nothingness with a mirror - 
\ '  

ie'necing'itr iarneniss'iii perpetuity: thereby the rigidity of representation in language is Axed and the - . 

speaking s Mecr avoids closure in mrnirlg himself into a languagebeing, a name, thereby symbolizing $ ,  
himself in immortality. "Perhap~the figure of a mirror to infinity erected against theglack wall of death. 

is fundamental for any language fram the moment it determines m. ,leave a trace of its passage" (55). 

- George Vancouver. determined to leave traces of his imperial imposes culturally-specific names on 

prominent geographical features-names of his EngIish associates. According to KriSller, Vancouver 

"believes that the charting of new territory, whdther it be geographi&l or imaginative, implies the 

mirroring of owe's own personal and national philosophy" (56). Certainly, that is its effect in the novel; % 

Van Herk, too. insists that, "Even though man atternph to map objectively. he exis& within the map he , 

' 

." 

. makes" (77). Along wit& the mapper's perpnal and W o n d  philosophy, the I'wnceptions, @e ~ i n t  of - 
view. even the blindness& of the maker are always presenti But what Olson wok, and spicer'bf 

language. that the map is not the territory, describes Meaties' attitude to Vancouver's enterpriw; KriSlter 

makes note of "Menzies' understanding that chanjng strategies do not &ual rhe thing, that 'the language is 
- 

burnkgl [GB in Out-Posts] and mhst be tended like a flame" (58). Language, while enabling the 

perpetdity. of the subject does so by purging it, of its irreducible individual identity. Barnes, in 

differentiating the "living language" of Natttre ftom written language describes this transmutation of the 
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writer which purifi,es him of Nature: - ,  
I 4  

. . In front UF the virgin sheet of *per, at the moment of &owing the words which ' - . .  I 

must f m y  sigIESfy his- place in:History, and testify that he assumes its data, he - . - 
- T 

observes a uagic disparity behveerl what he does and f i a t  he sees. Before his eyes, . - 
tbe world of society nc~w exists as- a veritabke Nature. and this Nature speaks; - 

' 

dataorating living languages from which the writer is excluded; [..,I ~ h & s  i~ born a 
tragic element in-writing, since the conscious writer must hericeforth fight against - '  , 

&cesual and air-powerful signs which. from :the depths of a past foreign EQ him. . 
impose Literature on him like some rit'ual, not like a recOnciliation [WrilinaDeareg .. , 

&Q 8E;]- , . 
0 

All writing, then', purifies itself of organic elekefits includi~g the uniqueness of death and of birth. These . 
- 

elements are. however. reproduced s l r u c t ~ r a l ~ ~  agaih and again bp the writing their multiple occurrences ' . 
' - showing their inorganic compositionr So, we find not one death. &t several: nof one bink but a multifude . ,  A 

of drigns as "$hmii& writing {...I comes c si'vely to a genealogy that refuses origin, "io a genealogy , t 

that speak5 instkd, and ahxiowl y, and with rous r&cenceiI the nightbare land the w e b m e  dream of * 

Babel" ( K E o e ~ h ,  Essavs 89). r 

.. 

J 
,- The language i k l f  becomes the ~&US. i k  om reflexive f w ,  as it5is in A Shon Sad B m k  which 

' . describes itself as: "It is about & I hate it when b e  writer says this is about & it is now abotrt that too. it is '. 
though about our words" 4108). By our words, about our words-the writer's place in this text is itself * , 

textual; he is a name signed by the book itself. "He is not in control of his matesials. He has no authority ' 

aver this text but is cornpose$ as he goes along by the very text be writes. That text writes itself, too--this -+ ' is "at h&rt an autoob~ographical novel. I &ib8' (84)- The book is not the writer's autobiography but iU own. 

the talebof a life led In step with the writer who writes, in "Chapter XLII." "I am in my forties & so is this 
-" 

W. We breathe together" (143). Not surprisingly, then, the writer confesses that "he felt almqt as if , 

' 
he would find himself at the end of the sentence at last" (122). What he finds while in the process of .- 

serving the sentence is that he is ordered about by his writing: "The novel knows all about i€  but ! dont I . _ .  
said" (83). , GB's deferral of authority is, undoubtedly, one of his many.poses. That's what makes i t  ' 

g e n u i n e a  genuine stance he adopts vis h vis the t&t? But if you will recall ~a l e$s  sense of dictation as- 
L 

a gift the writer must not shame. €he responsibility of the  write^ ta the given (language) is overwhklfning. 

. This is no castlal "free association" or the involuntary product of the suhnscious buy a challenge torthe 
? 

writer. 'When Kroetsch notes that the "Canadian writer is 'tempted -to let himself out of the agony of - 

, - commitment by pretending &at he isn't serious" @ssavs 12). we can see how &his route~would have its 

appeal. GB chooses to acknowledge the "agony of c o m m i t m e ~ "  but in ways that allow the audi'ence to 

pretend that he isn't serious and so let rhemselves out of the agony of commiment 

a, 
There is. as in Burning Water, a "suffocating arhount of theme" in A Short Sad Book. Perhaps 

even a'"Canadian theme" which, like Kraetsch's-identification of our traditiorial un-naming, krases,itself. a 

As in BurniLl~ Water, paragons of Canadian culture are shown in decidedly un-paragwish poses: beavers 
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aie exposed and iictims violated in ooyel positions. &It perhaps more sigdficantly. these3ons are &own . +- - 

to be constructions of writing which c8n be decgnstructed, too, by writing: here themes beckme s&uaures . . . , 
4 + * where one chapter cbntaik names of books;'oie. names of lakes; another, of meets; ye t  Gome< of cigars. . 

f " . .  b 

The place ofstructure in the writingH.of the text iq made c h  when..the writer hys: "I smoke a cigar & I ' 
C - 

tried to write P spoke a cigar. 1 srnokea d g a i  every rime I write a chapter" (128). That "smoken and ., 

"spoke" &most-become interchang&ible in tiie book's lexicon. arid certainly in i ts~c~rn~osition, blurs those . \ 
. . 7 ,  * .  

*, * ~. 
+ very distinctions. . I 8  

I - . , 

. I 

I .  

, Corresponding to this structural a$ mimetic deflection of authority. .a deflection of for& 

authority is evident in the self-effacing pose adopted by the author within the text Violating the polite 
- " 

I - distance usually kept between author and text, the author is a characfer, a fictive entity: making himselFup. - " .  
as he goes along. The similarity 'with GB's earlier work where Delsing figured is c l w ,  but the stories 

about Wlsing were stories about a wtitek in A Shprt Sad Book and Buhinn W~te r ,  the st&&is aboura 
r 

writing And that writing i s  being dine by Ameons who is both dismcted from writingf'and reluctkt tO ' . 

i s a t  the truth of what he writes, which is a stance Spencer cps iden  to be charaieristic of 
, , 

, open-strgtured novels. "If the novel with 4 .  closed structure is 'often &I assertion of Ge~ikf, the . - .  
' 

open-structured novel may well cbnstitute an intellectual exploration undertaken by a novelist whb actuaiyr 

is not .certain. what he believes about the nature of reality: face versus fiction, imagination versus 
4 ' 

observation, feeling versus thought creation versus reportage, and so onn (52). Tlie text is @en palinodic ' 

in  form. Instead of t&? reader being given €he "spight  goods" by a wnter, here @e writer denies his - . - c .  

ability to deliver; thereby delivering denial, pointing to his mask or, as K r ~ w h  puts it, lawering the Veil. 

Robert Krsersch finds this-aspect of the namtive-tg be characxeristic: of Canadian literature, where veiling 

- rather than uqveiling ir  common feature of our T&@. This is a cold country-you cover up to stay I r 

. I?. ' 

alive. Animals whose clothes were stden by fur trade~s died, "of exposwe''- (m 62); exgosute which is 

"not there, it's here." here where the writer is keeping things from the reader and hoping that the reader 

finds (him) out - , 

# 

i r , .  . 
An e x p k  gets the red story underneath the fictions. But whep awriter eKposes Fiction, as  fiction, 

Ihe liai's paradox results an4 the fact is fiction, t b ,  ~ e & e  hr thee '  clairh,.that the ",teleology common to 

ri h e  novel and to narrated History is the alienation of he facts: the is the very act by, which society . 

affinps its possession of its past and its possibili~. It creates a content credible, yet flaunted as an illusion; 

it is the ultimate term of a formal dialectics which cIothes an unreal fa& in the garb erst ofltruth them of a 

lie denounced as such" (Writing Degree., Zero 33). And of t he  'dialectics, of "the staging of an 
. - 

appearance-as-disappearance," .he says in The Pleas,ure of %the Text- (10) that it is a pose inviting, while 

deferring, exposure. GB told his editor (Julie Beddoes. 7 Nov. 1979): "As you can see, I go not for the . ' 

3 

comfy c&umable story, but the pleasure of the text, if 1 may be allowed to pocket a coin & call it a word:" 
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- In the same letter. GB demonstrates rhekdecision and vacillation spe&.xr describes, but it makes . - - -  
. for a more authentic narrative that the histoncal "facts." He writes "does ~ e n r i e s  kill vanmu&/? -Does 

I ' I  

Vanmuver kill hiwelflq I dont decide there. -Actually. I want it to a p p e a r r ]  that ikilled vanmik. - OF . . 
r 

rather rbe miter of the book did.>that narramr again, he did i t  You see; that is literally true; and I wernede , 
I 

, -  > 

it be narratively m e  too,to show that even after the realist age we could make the fianative agree with ' 

-the qarration.: By making the narrative agree with the narration a realism based on structure-rhe - 
, - similitude of stance vis h vrs- r$e mapping act-rather than ~Ferential content emerges This is a - . .  

reaffirmation of &&ition: the tqaditiond a ation of literatuie and life, whett iife is seen to be affectCd 

by the w&ng act itself. Hence. BU oclaims, "Formal invention in the novel, far from being 

, 
A opposed & redism shortsighted criticsdften assume. is the pine qua non 01 a greater-feali~m" (28). This ' i 

"geatei realism" is briough1 about by* a- Few species formal invention+& least One is $ conflation of , s f  
. identifies in the free indirect discoutse with which '&e hanation leads us from one character's mind to 

another; Burning Water's monol0gws are ~trbctured like Nathalie ~ a u l t e ' s  s w  conversation. where 

- "the very mystery s to who is speaking seems ta Q&S me reader into a more than usually intense .- . 
identification with the narrator and, consequently, with the submace of -the book" (Spenkr 80): The . . 
reader. too, is identified with the "I" seeing the landscape from within the text' AaQther related technique 

of formal invention concerhs this confusion. Butor believes that: .- 
. * u 

A Further study of pronominal functions w ~ u l d  show their c lde  connection w i ~  " .  
temporal structures. To rake a single example, a method such as the 'interior 

- monologue' is the linking of a m a t i v e  in the first person with the imaginary . 
, , ' abdition of all distance between the time of a e  adventure and ,that of. the narrative. 

the character telKng us his story at the vqq moment when it is occming, A notion 
like that of 'sub-dial&uey [Sarraultys 'Sous-converSitionl allows us to break the 
bonds in, which the classical interior mon-ologue remaim imprisoned, and to justify 
flashbacks and r e ~ o l l e ~ t i ~ n s  in a huch  more plausible. . . manna f 23-41. ' . 

* .  , . 
- Thus does pronqrnina! mutability affect Qe4 &xWization of~t ime ;m the novel, leading to a "greater 

- realism." Both these techniques involve treating the novel as a.?patial construct'which occupies a space 

addressed by and addressing a reader, Such treatment is charagterl&d by, as Spencer sees it, two corollary . . '  
aoves: "first, the destruction of the 'frameT,of the m e 1  sorthat its conterlts are free to spill outsid-e; and. 

second, the intermingling of the elemen& of the art ,work with elem'ents dra-m'from outside. l'his second 
A 

- step completes the rusidn and makes of h e  novel a fact a thing; a mode of e~perience. an indisputable part 

. of reality" (69). Certairlly GBys creation ef an author wtthin fie text destroys the "frame" and opens the 

novel to'revisioh fom outside. AS ihe writer is in the te r t  the stance of the reader is called into qa&€ion - 

and the first question i$: why. just watch the When the reader, too, can be drawn into the text rfa 

pretense of detachment is possible on the part of either' reader or writer. 

' Spatial disruption and the resulting textual mutability, makes any chranobgy incidental to the - 

present spatial arrangement In A Short Sad Book2 " ~ h a & r  XVP shows how spatial disruption actually , 

makes an "e teml  present" When "a huge inquisitive reptile headn appears in the writer's window the 
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"outside" would seem to bk ehcroaching upOn the (enclosed) writing writing defined spatially by the . - + - 
, - 

ropm-"my writing morn.", As for the winddw. welL "you h o w  what windows are in  writing." .fiere one . - 

1 . I  

cerkinly is in the writing and i t  looks liFe a "window on the~world," but it is. opaque; i t  is the, Writing b it$elf, 

. this window is something you look at a d  you may sed your reflection in it. When &ling is a stained. ' . 
" .  - 

glass window it is riot clear. i t  my colour the endosu&that is cleai but it is not 'The opaque window ' . - * -  
formally equalizes the patterns upon it as language homogenizes what it expresses. -- - J- , 

, 

A@hq a3p& oF tinguistic horkgeneity is evident in the hypotactic syntax of A Short Sad B&. - . 
. - . A I - 

d ~ n e i a l ~ ~ .  a novel is read as if.& had iolefy a horitontal axis the read& runs along-a linear narrative . 
serving sentences. But, "when we encounter a certain number ~f words which have the m e  function '. 
within the sentence. a series of direct objects. for example, each bne is attached-in the same fashion: they 

' 

have basically the &me position in the sequence of links, and I perceive a kind of interruption in the, lindys , 
+A 

, rnrrver'nent; this e?umeratio@ is ;irranged, n, perpendicularly to, the rest df the textN fButor 44-5). 
r - > ' 

, Similar to Saussure's syntagmati~ and paradigmatic axes, Butor is here describingAthe graphic situation of , , - ,, 
the (implied) paradigmatic axis-hthia the text suck a,situation obtains In A Short Sad Book: "She s t m  - '. r . 
in front bf a uee & she stood inf lkyt  of a Gee & shk.stOOd in front df a'tree & she stood in front of a tree 

' +  
' ,  

& she stwd oh you poor typesetter in front bf a uk &'she said"38). The hon-linear strucgre of this 
F i ,  

writing in particular is not iimied to its syntax bur makes time itself spatial in thi3 arbitrary order of its v 

, .  
chronology. &t Michel 3ut& cl&s this is a aadtional feature of nov~ls, and GB himself was earlier . 

v .  I .  ' 

quoted as mentioninithat the temporal structure of realism has nev& be& "1-2-3-4-5," either." Butor - < 

reminds us that "no cl&sic novel capable of foiiowing evenrs in asimple manner (moreover was h not + 

Q 

our humanist poetics which advised us to begin tbe narration ar d s a p  in media0 re& we must therefore 
' 

study the suuctura of succession (18) or how even& dre given ind*endent of our normative reworking. 
' 

Contifi~ity is inherent structurally &oth in writing and reading: a readin6 which recohstrucp (writes) the A 

te-x t. 
, '  

. , - ,  
. 1  

There is clearly a perceived disruption on the mimetit, if not the diegetit.'mtual -.. levei. The 

writing i s  cons&ntly disrupted by external matefial into i &  for instance: "My favourhe #lack in ' 
. , 

Alberra (oh this new pen is getting broken in nicely) is ~ r u m h ~ l l e r  (my wile will hate that one because she 

hates this novel she says I'm g e i n g  too far removed from my readers with all this o b s w e  self-absorption. ' 

What do you think dear friend) alihough I have been there ody >oncaw.. Dm5heller ie "where the . . 
dinosaurs come from," and you "can go there & see them any time you wanik Any fime you want, my 

friend. you teading this after I am writing it can go later to Drumheler to see the past Any time you 

waoL it is there. (And where did that reptile come from? Were his ancesbrs ~cottish?) The writer's ' 

S 
ancestor Emmett wants to know where his "constant singing Indian companion" comes from. "I am not 

from, said his companion. I am here, at your siden (67). ..' g 

a 

.4 
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' 8kide  an "I" is another "I". whq; is this one is. may articulate their plan in bnguag; , , * . 

- - ,  . <  % - >  
. I  

or. indeed. may nor have one. The' SlqicNre ofselPmnsciousness Q su& h daubk "'I." <ay act has, a', :. . 
1 . \ . '  i ,- - . - 

, '1 . 8 9 

double, an opportunity @st, as d&s the act~f.yritih% : ~ i l  the I'qm briilng €hU Canadian I am . 
3 > 

not . . writing some&ing else & k h ihe invisible book I am nor writing. There is one of those fi$ every book ,, 

.that is wn'tten" (127). There is a n  absent' double for eve@ inscription of identity: we are oid+in - .  " . 

0 1 - * .  

, * 

M l o ~ h a ; ; ~  rhai: "Man & the unthought are cdntempcrary. The unthought is not born of him or i hi* / 

but beside him." We must be carefk themwhen we read. as we do in A Short Sad Book. that "the novel - - 

. is not bdting the novel, twp peopie-die. all the time" (148). GB eludda~es this somewhat in discussing 

Bumin$ Water. He says thai io, the' oovel."kerebs an undcrgouci 'I' who's another George. in other . - - 
- . %  

. io;ds, GB in h a t  text writing the whble thing abbut 'hq' br* 'him"' ("Synrax Equals the ~tru&~c" '. 
. .> . 

41). t h e % ~ . ~ e o p l e "  are the writer aqd reader. of coorse, but they are alsb the yriiing it". and the - 
i 

I ,  

1 .  ' , " - , - 
h t t e n  "he.-" ' . .  W* I . . ,  

* < '. .. x- . 

. . Identitf, whether personal or . national, . is also the- crux of A .  Short, Sad , W k ,  . h e  s aec t ' s  , > - .  

r "  i t ?  . ' 6  
d co~fusion-"am I I." (52)-appears- tp result -from the potential for language to reify a c o r n @  . 

L Q ... 
independent of its refeient v a n  Herk k y s  of language that it is rnqre creqtion thanrepresentalign. like 

: 

mais whkh are "surrogates of i&pace. 'A map is not the territory, but a territory itself. (76). *:Hence. top - . 
I .  

/ C , "  

map-is "to make a place real .in so& representative way" (75). Laoguage is. of course. non-dem6nstrative . . ., . - ,  . 
by nature: That3 its raison d%re. ' put dikourse creates obje&. words, -whose functig* i n  iefer<nce, L " - ' - * 

+ _  , 
their own di&lacernen~ Where they refuse to be displaced rhey &ate an ideoti&~d)iisting~paralfet a o with; - - ' 
and to, their referent's. En 3, Shon SadBook (he~irieer muses: "If I hml been scheme dk.1 . -'. 

. have told where I was going by the tracks, at l&tS until it sta&ed powing again* [&). A& 9: am' . - ' 

h-  . 2 ",.- 
mrne&-e else when "I" ,ar$ written. mapped. a cbns&~t of lines tracked acfoss a ~naw-qh,ite page: &e -. .% 

A 

. d 
, . I  

7' 1 

map is me~sar i~J  aher,  while yet inscribing identii. I t  botb creates and kills. ib the Same action. To 6 - 
>. i. 

di'scouer a - " ~ G a d i a n  idelttiti." or even a personal one. hislones, genealogies and stories ument 'k ': .. v " ,  
4 trace, while their positivistic glements are rlot me ideirtity but its cqnstructs. The writer af AShort Sad ' .. 

. & says: .%$is is, we ha& & find out what we are not'firsr / We are not Kist" (32). F i r s  we find ' 

- what we are not--the lines tell us that., as do the lines defining Saskatchewan whereby the province is 

mapped as its own trace: "defined as sornerhing in he middle of four other things it  is not" (67). It is npc - . 

~lber&:~ntario, the North-West Territories or the.'~nited State. The next chapter redefines the fdur ' : 
victim ppitions,of Survival in novel fashion, climaxing when the "novel withdrew itself painfully . from its 

skin & 3ssurned position fire"; the ntYstical'posilion~~t~ood posited as'not conducive to the writing of - . 3  ' 

books. "1n position five, definition is riot a p b s ~ v i k  but relatedness and integration. an abence of ' ' 
, + 

self-consci~usness. But without the self-conkiousness created by language, ':The question arises whehther 
a - 

the author possesses a perspective df his own, froni whitb he can view simultaneously not only the subject, , 

but all of the perspectives he himself has focused upon it. The answer." acdordkg to Spencer. "is a dear  

c'no'w (76). That is. "no" because the mapper is not external tp the kp but located within it. at any 
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The book whe~&~-tekii Lie. &ieab$ kde. individually wrapped, rpdels dd ' s  wor6 as H whole: , 

~uch.b&ks,include ~ r i f r  ~lices. A Wav W i t h ,  Words. Poem & other &sebalis, Particular ~cciderits, ptati, - ' . '- . 

The Mask in Place, l"he-&ch: n, Delaved.M:rc~ J&atcher, Irnaninarv Had,  Protective ' 

6 ,  

Mirror 71 Poems for- Peode and A Place to Die, although the discretion of each unit - ' . 
Footwear, - \ 

in volumes like West Window is, to my mind, &mparable to that between, say. each stanza of "Between. ' * -  . a 

the sheets." included therein. Where such a process of delimiting significant boundaries would smp is a 

ps~blem GB forces the reader to address in his collections. . . - :  - 
- .  

visit m - \ 

-. . " 
> * -  

*- 

Robert Billings is at %e ~ l a t e  now. swinging an ad hominem a t  a coll&tioti ~f pitchers: acdlectiob 

of Talonbooks' series of selected poems which included GB's Particular ~cdderit3.' He writes: ' ~ u c h  of . 

the develapment of ~ o w e r h g ,  bissett, Nichol, Davey, .Wah and Marlan took plaq during the halcyon days . 
6f'&y publishing, wide funding and the'~e"fferson Airplane. And ir shows" (112).  illi in& deplores these ' .  

. >  

upstart writers for their ~mco~ec ted  "loosening of form." which he finds in rhe composition of Particula1 
. . 

Accidents an3  other of these volumes. "Maybe all this is the result of an absence even after a quarter of a 

century. of a-widely accepted and acceptable criticism of the loosening of fprm which Williams. Olson et. - , 

" .  
al. initiated. Too much of it still sounds as if poets are being giljen okcial license to get away with as . 
much as they can" (112). Reacting is what batters do, but embittered reactionaries u e  easily put out by- ' - 

*ovel ideas such as A Short Sad ~ook,' excerpted in Particular Accidents, pitches: "Whateker else &ry is  
' 

not freedom. No it is not" (@ 147). Put out by the pitchet. Billings retraces the wen-worn a n d - ~ a r l  . . 
Jirgens steps forth t~ meet Craft, Slices. a -  

-. B 

. - 

Jirgens is eloquent in his articulation of the many postions from which one might address the 

pitch, but hits . it L i n t h e . p i ~ n c e ,  upon which h e  basa his reading: 
+ : t .  

. A 

I could entw into post-stiuctwal ~~~~~~~an8 say that Bowering shifts the.cenee.of 
-< 

his essays, deconsmcting them by showing their presonstructi,ons,.by revealing his ., 

, ' thought roots, by having himself interviewed by an invented "Ganadiq %ditbpY , 

only to demystify its self-referentiality through the nanatot's pose of f i x ' m y  I 
. could say that Bowering b lus  genres here, is self-reflexive, uses 'inter- and 

intra-textual refer nces, appropriates . arrd ctis-appropriates methodologies, 1 - , redefines the roles o author, artwork, audience. I could also say this is-a significant 
, . book for theorists. perhaps an essenu'al book for schdab. Bvt that would be faking. 

half the fun' out of it; that would be eating the sausage withom mopping up the 
juissance. 

Fluid as this p i ~ h  is, taking shape as it'does from the container which collects it, collecting batters . 
. - 

to addreis its multiplicity i s  called for. 'The first such synthetic player stands composed at h e  plate, 

c o m G e d  otDon Precosky. Alvan Bregman and Brian Flack. 
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synthe&ing ofder from a &&don so as ta see a-single pitch is a f&in-i&iti@d% e 

reader, much M Don Prewskyfs chagrin Reviewing 71, "P~ems for Peml? (BCLA R h n e r )  he is. 

indignant that &e-*boot is fii$iadingly &led 'ax poem 'kqwces' cm ihe &k ever. There'is, Mwever, 
+ - - - 

nothink sequen&l about the six parts." Also seeing. ~e Mask in Place as "sohewhat randomly $dered;" 
1 

Bregman none$eless recognizes the case GB is  making for a subversion of theme leading to "emphdsizing - 

the book itSelf as object." But when Bregman chi& that. "Most important are hi9 theroretical [sic1 
- 

essays,h the assertion of order based bn privileging theme shows that Bregman doesn't know what to do ' . 
. . 

with rhe pitch passing him. ~ n o t h e r  component of this baiter is similarly disoriented this time by $Place . . * 

to Dig Brian H e  is "Lost 'ih the Maze" where he finds GB founders; according to hack. GB the - 

explorer faces "a<great problem inherelit in the profess of Continual, tai17br&&ing that must 6e &eftilly - . * 

addressed and.reqgres aufhodal vigilance. O n e  set astray from . the 7 t  intended md na~ro6ly defined 
* - 

ggd? &ere hivery p C b i l i t y  that the adventurer will fall into a pattern of &mless circling, perhaps even 
P 2 * ' 

c-ing and recra$si$ Hiready uaelled paths." ~n.ex&q!e given i s  iheLstory - .'Arbre de wsion,n a ' 

" wrndti-nik&ive e,xerdse in reader c o ~ u s ~ "  which "beg& and ends no.where." In .this perpetually * 

- , ' reflexive. circular structure. Rack yet finds "The Clam Dig;gerY to be a ''.trite moral tale that reaffirms ' 
~h&as Wolfe's souring dictum you can't go home again" Flack never thought he would return to the 

, .  

. dugoul when the game plan was to make it home, from' whence he began. - 
t 

i 
.,> , 

_.  Not even a team within- a team m ~ e c t  this scattered s h o ~  bur they didn't make much of an . , 
" ,  

, e & n  disorientid as they were when faced with .open structures.; So another composite ~ e ' r  steps , 

' . fprward to review the pita's forin, the pjt+'s c o ~ h t i v e  formatioh. . 
- 

. , J' . , t  - 
I 

a Terry Whalen considers &at the essays in W s  A Wav with Words "show that he is Nudering the - - -. 
I 

'issue of mind in relation €0 partj~uia&, an& if he is too much in love with derails at the' expen* of concept , 

and &anic form, he at least knows where his pottry must start" '(~iddkhead llOJ.  While seeing the . .  " 

interrelatedness of gmie in GB'S writing, *ha@ yebcficizes the lack of o~ganic,f0rm;.why, is not clear: 

GB is not an advocate of ag&c form.  hit dc& not m e k  his i$i.fbfinless. as Billings was ieminded. 

Attention lavished upon detail may stlggdt a form which talerate$ hiterog~eity: 4 form ~ N c e  Whiteman ' 
3 

&but& td ihc ~ t c h .  whiternan c@nmnts upon The ,Catch's variety ,which 4s such that "~liy the most 
. . 

eclectic reader wPI not find himself aith attractions anb indiff&enccs, like a very serious child in a 

stveershop of the imaginationn (83-4). Distasteful is the simile is, W hiteman's foul strike is aimed at the. 
?- 

pitch and directed toward the field which he sees not g much as ~ ~ p o s e d  but ~ollated--a aet' dropped to 

recollect sqay works--& they copfectiom or no. Yet f b ~  heterogdeity does not have any atmctiorn 
- 

for kllen Quigley who finds it in Nother Mouth. "For the m a t  part, me consisterky of the book is &itk 

un'even" (122) she writes, ellipticaliy. FFm the most partn indicates that the@ are exceptions, does the 

word "quite." But sa$ng that consistency & une~en.~although there arc exceptions, makes no sense at aH 

even were we told-as we arcnot-how Quigky measured "consistency, " 
- 
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-'- 2 - . Bookg which present themkelves. as coklections-whether of verse, pr&, or both--figure - % 

-,= 
- ,  

prominently in GB's ddk, There are many of &em, ye t  they have eI&eets-in commotik 'an& E believe 

these elements to-reflect principles of s&ture in tlre work as  a whole. .: This is.rensible ?the "workn is 

. . i&lf a collec-tiq~ s * of heterogenous material khasactex3@kd as a unit sin& 6) the attriburiono~'; label to i 

As ~ o ~ c a o l t  writ&. "if some have f o h d  it convenient to bypass - .  the individuality of theaw&ror.his stat 

i . as an autdof jWconcentrate on a work, they have failed to appreciate h e  equdTy problematic nature OF 
- > - j  

','* word '&k'*a~.the &tyVif d&ignatsH (119): This & reminiscent of the ~&urth inning where 
, - L *  i 

was thk site where all IMdts were - caph.&d - _  $d represenred and, my recall, I posited three stmctures 

to model rhis re-~~eSehtation ih& 'three models wilt held 'us here to 'p l  5 handle &I these 
. .  . _ * t. books-made-of-books. . _ . ,  . .  - - .  d 

i 

\ * 

To recap briefly then, the three modqls %hi& represent the struc@h% of collectqd wrks are. first % 

the palimpsest where a lexical cluster is present both as contextually unique and as drawing another text 

held in parallel with the immediate one; second, the discontinuous b c t i o n  where a gap or synapse - 
interrupts the two-dimensional ~ x t  without ostensibly making present mother dimension; finally, the thk& 

model was a b m c e  introduced (as with the discontinuous function), and run wild-anarchy where 

disturbance is more prevalent than order and becomes the chaotic o ~ d e r  of "mowballs thrown aga@st a 

- maroon wall," 

The structure of a palimpsest is created often enough within single text by mdimencs of 

cohesion-congruence af figures, repetition of images. rhythm. GB\ sllected books 1ikcErrat.a or Craft 
Slices, cohere by reference to (or r&podu~tion of). a previous text or texml event; hence. from the single 

text as autonomous gdd of significati~n the text becomes another'plane in the field defined by mmmon 

figures. images and1 rhythm. Indeed, with the possibie exceptiod of ~oncentri; Circles,  no^^ text is 
. ." . 

P 

autonomous but all are re-collected throughaut the work. 
.- . , .; - . - 

. . .  I - *  

, -. I 

In terms of content, GB's texts are coqespondingly dual (and sometimes mui@$e), modelkd.hy' - ?  + 

.parailel rather than single. usually rising to climax, links. Ra cast of characters in A W ~ Y  witl?,,War(iS _ .  .- , 
re-presents some found in Curious and Delayed Mercv: Margaret Atwood bpNichol, David McFadden. 

. Joht, Newlove, M e n  Ginsberg, Gwendolyn MacEwen and Frank Davey, to name a few. Many-of these _ , 
. , 

figure sandwiched in Craft Sliceq as well, Recurring figures, like rhyme, remind the mindful reader of 
. 

conteyts other than the immediately present . !  one and create a ,textual concurrence: a palimpsest drawing 
' 

books together. " ~ e ~ s & l i n ~ "  and "K&elringH conflate A Place to Die and Ca~ricg; similarly, €he 
_ -  * 

'1 have' perhaps created elements where none were intended by the author and. similarly, I 
admit to privileging certain aspects 'of the books under discussion to 'the detriment of others., 
All criticism engages texts in this fashion. 

. I S  - - - 



- .  
$ 

*_ 
3 .t. 1" . a. 

, r 

". P- 72-le . ' * - .  . - .  - - ' - :* 1 ,  , -  - + _ =  - * - - . ,  
I .. . a <  * "  

. * . - "  , .2 
2 1 

, . 
4 - , *  < -. 
, ~ coincidence bf Geosne. Vanmuver. Wlrnine Water and Ca~rice is forged wit$, sever% @hnecrors, one'.of - - 

. 3  

' - - II 

* ~ 

-which is the ~recui-reoce of ~ e d e s  (GB has ihimed in c o n v e ~ m . ' ~ t h q t  .w~@j$", b h ~ h e t i c  -.. . . - 7 r , r r % .  a 

'kaqseriPtic&'of ihe  ma pr&arutiaqbn I of the ~r:crt's,nq&). *  his is hot &I~&~I, but it his. the I -  erqt  of ,_. - : - 
.. * ' &king the work interrelated fjse%by builaeg its own world by amretion, rather than by' analogy lo it;,.'+ , 

%i *'. X 

2 .  _ j .  

already-eiisti& world outside of the writing. - , . *  . ? . .  - - -. - .I..+ 
. ,  

, . . . 4 "- 

In discussing GB's noveI A Short Sad Book I made dear the s i r n u l ~ n e i ~  of pfdse and verse--& 
" ,: 

blurring of genre-*at is characteristic of his work. Delsing, referred to by GB as a "novel: has been . I .  , . 
. J  ' 

printed ifi parts kbened "short story" by Queen's Owherlv and "assayn by &en. I don't think it & .  

untenabk ro argrre that A Short Sad Book is an essay, no iess than each of the portraits of Curious. With 
* 

6 

The Mask in Place, I have the subtitle to tell me i1 is essays, but the reliance on personal anecdote in, say, . * , 

- "The Threesided Room." reminds me of A Short Sad Bmk whose subtitle dedars its status to be th$ of - , 
A * 

, L - .c 
<- a novel. Form. in GBYr work, is consbtently idiosyncratii and often the tension of indddability between - - I .c .. - .  . 

- *  - two mutuallyexclusive~labels make$ of the text a site mhaked  by Go genres where the reader sees one --  * -  .-. - 

I . text one time. another another time,' FB gave up a hit to bpNichol in 1982 when he wrote: " b p ~ c h d  says , /I. , 
r . 

- I write fiction like an essayiit, andcriticism like a Rcdon writer; h d  I think he is right" (letter m I% - - . . 

kindel. 31' OCL 1982). Nichol himself. in his blurb on the cover of Prra,~,  defines GB's idiosyncratic +- . . 
form: "In Errata, Boweritrg ha$ taken 'the essay form and pushed it over into poetry, into the prose poem, ' 

and along the way reclaimed the lyric voice for the in€ellec~al life." And GB too, considers rigid 

formalitfes oof genre misapplied to his work. In the interview w i t h - ~ r i c ' ~ ~ ~ e r t s b a ,  G B  pys-that in his 

fiction, "I still invite all those things that h e  have traditionally ziscribed to poetry-thi care with @e - ' 
M 

vocalization, the rhythmic interest, the rhyming interest, agd so f~rih. And the prose is less referential, its 

more self-reflexive, as they Say, than the prose I was going to write twenty years ago. The cqndi.tions with 

which I wri'te i t  are very similar to the conditions with which I used to mite poetry." &ti" when asked to 
8 .  

describe those'conditi~hr GB remarks: "when you sit down and write your attention is not toward the 
8 

&ing that you're writingabdtit, you're not writing something Sa t  will provide 4 wihdow through which 

reader can see the world, but the attention is to the page that the-words are going $own on. If it is a 

window it's a window &at -you look at for its own sake. like qlc'ut-glass wi@w. I mean, wtiting is 

writing." chat is. it "doesn't try to pretend it's not there.' 54u;l-i writing admits its artifice. &en flaunl'it; ' ' - 

GB will yconf'ess it: I like to make the craft visible awl the referent invisible " ("32." E),* regardless 6f the ' 

f o d  generic category of the work. 
., 

w .  

What pres&tf itsdf as m f t  thereby emphasizes itself as consmcted, and stngture is. & 1 have 
noted, another element whereby collected texts as palimpsests represent the work. n i t t  is, the parts 

intermingle simply by accretion and spatial proximity, making each "collected" text a s a u ~ ~ r a f  paradigm 

of the accreted whole. To illustrate this textual indiscretion consider the lines: "Why given rot@ heads / 

if not for immartality?". two lines of several collected to form "ound Head," a poem selected in Touch . - 

A 

. + ,  

- 9  

+ -  

I I 
. . ' .  . - 
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(96): .la " ~ h a m e i  21: Comb," from ~ u t o t i o g i :  the. final reads: "why &en-ro~id  heads if i . - . 
. . 

" -  > 

A - 
.-' not 1 f4 eteqity I &d, Ta* my -2 tongue in yourrear she said" (48). when-shored up in The. C a ~ h  . v '. A - 

p i ' .  
. A 

(651, the puagra$k,;eadi "Why gipen round heads if fldt f eternity / I %id. Taste uky tongue in your ' - - -. A - .  % 

. - earsshe said.: - @l$ted.be&ee& the*&ers ?f ?,pnd $ye isolated as a lyric unto itself we, read:' "why : . - ,. 

' , given m u d  h&@s ii not for e&d$ l faid. ~ a s t e  hy4bngu& in your ear she said." It js not the idea ,* 

I r I 

, - behiad @ text which is consti& cut the line< 'and thg content changes with the contexi 'nis is elide% ib . 
- .. . - 

rhe "~econ~i~erations\eries: &-e_writiigi . of 'well-known GB lyrics ("Moon S h a d ~ d . ~ .  "l'nside the T&." - L 
P u I f 

"Driving to ~ e l o w g "  anh "The,Grassn) in burlesque. The caieful reader will find th&e lyrics recallgd " ', 
6 %  

1 .  

. , I .  . ' elsewfie$ fp GB9$-wbrk a$ bell--"id&3p$s: inf&ms " ~ e r e k s  for~oughage" in p6 Catch; "~hdide the . . . . . 
Tulip" and. " ~ o n & e  on ~ d l k "  in Smokiqz Minor are related by tt&eration. Thus continuity through the' ,. . 

* .  identity of ~ ~ m a l  compopents qther than the& is mapped in GB's work: each reoccurrence of the 
4 , 

lines recoll$ts the other texts in which the lines figure. Th& are numerous such examples of textual 

interdependency; &deed, as I syggesred previously, Concentric Circles may be the lone "discrete" GB text + .  
I . - 1 -  

I 

You'll r d  that, i n  the second inning, GB hit upod signs as mistakable ('think of all the times . 
- whea-the sign has to be @staka~le"). beaning, where yards are unmiStakably qisbkable is certainly not . 

. + 

referential. but strktutal. A word functions syqchronicaUji within the immediate 'textual plane arid - , + ' . 
diachronicalIy insofar as it re-Ghntes abqent texts in fie present one.. Reference is like-to use a simile. - . > .  . i 

appropriately--the ball in the air between catchi: in play. direrkd.-.hit out of wnuol's hands. WdrdS 

lead out of the text by leaps, as unexpected objects without guarantee OF r!fetence as colbtteral. "Has: n d  , 

? Y L '  
wFiting been /or conlturies the hcknowled~einent of a debt, the @#ant~@~f& erchnnge, the sign of a 

6' . t i  * . . , 

representcrtion? &t 'tiday wifing gri&dly drips towowimiimi,the cession of ow barrgeeis d&s, l e w d  

perusmion, the exlremity of meanhg, the te xt..." ( ~ o l a n d  Barthe 18). Pewedion. depends &on rules. L * 

barriers the crossing of which foregro~nds both the limit and its transgression. Another versio~$nqlher . 

take recalls its model sin its pervenion and a ks-take gives the ready access to driginal &eilues. but . 
within reason-there aie rules, "This will be serious, literaturen. ( G B . . ~  84). you must.Be carihl. The 

1 -  

, young Delsing is *~onceined $at thbXg&e be played skiduply by eviryone, with no lax observatim of 
W 

rulesn (Q 4922. The'garne of p o e ~  is metonymically related (by e "identity of their syntactic function] to d i ' 

. I  

P 
baseball in "Poem Other Baseballs.* the title given .the ' ume of.~~[lected pwms 'which featured, : , , . . I 

# .  

&seball; and, as Alloohher admonishes, "Neither baseb&i nor pa%ry-/.&for funw ( " XX "1. 
> . - 't 

There is certainly temporal as %en as spatial distance separating' each occurre& of quoted lines 

but temporal address quickly becomes "past" without Ealibratbn.as tb nbre recent Or @stant p a p  This is 

so for several rg&ns. Few readen will follow a writer's,work chrooologically but iead a particular text 
I '  Q 

because it is not one- they havk read before (ie. is physically distinctk hence, readen inake of any writer's 

IGB ,has  repeatedly asserted that is prose: by indicating the .variant line-breaks I am not 
hallenging this but simply demomtrafingL,the significant alteration of mewing in the 'textual 
display. 
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work a temporal collage. Also, if a writer is mncemed wih her work as ternpoi-& there js a gap between, ' - - 
conception and publicatiog which devalues th; currency -of opinions expressed in theLtelf .Fix instance.. 

the manu&tipt of A Way with Words was offered for publication nine years before it was printed (by . . 

pnother  publider) and ~he i l a  Watson and The Double Hoik was simlady delayed. -An -tixi is a time = . 'r b. , t 

capsule. even if the delay is merely a few months But even more exueme. t he -k t  of libg itself is 

tempofally doubl&what is written is past the moment $.is reifiid spatially, even to thp exthnt that, as , .. - 
Michaux claims: "A gap appears between-what - be is writing a d  whqpis in his mind [L.] a gap in'tibe" 

' 

, 

(w+r Orcfe?ls 76). Any &ting i s p & ,  &archaeological deposit the reading of which is always presently . - '-' 

\ .  

. - fashioning a palimpsest. . - ,  
, I ., 

. - 
, - GB frequently draws.attention to this past-madepresent af which Craft Slices is a prime example. 

. < -  

Bdt dso. in Em&, there are {wo passages dated "Aug. 1964, Mexico"; f i e  'book was published in 1988. + -. . 
" I .  

Thereader is'presented with h i s  temporal palimpsest and invited to treat these pas&ges as expressions of 
' < _  

f w e r  opihons simply because that date has-been announced where it might not have been-has not 

been,elsewhere in the text t a l i a t  of these two, the -" 6ne eqtitled !:Ninety-Seven" (which is the, 
ninety-sixth, there being an illuspa6oon in lieu of the fifty-s'econct), it has been inscribed in company with 

. I  

- evidently recent passages; spatially &tinuom yet anachronistic, $is pi3&ige signals the structure of a ' , ' , > 

discontinuous function. a structure- made temporally present when the writet. indudes (dated 1964), "En * , 
$ 

twenty-five yeafseI.will agree with that language." + ~ e s + a 6 1 ~  h e  does, it being "mwAthe projectea - . , -  
twenty-five years, Presumably, however, he  has chosen to make rhe.r&der infer %herelhi! g u l d  & a ~  i . .  
directly referred to his present agreement The reader, is f ixed  into & g, filliqg @e gap left by the text 

u < . I - .  - ; forced to present their own principles of order upon which reading is"based.# 
, , . ill 

r 

The reade; must be careful, curious and playful in her syn@e& when directed to "shoreup the 

,fragments for y w s d f  ("XXIV." and condairn the f i ~ s q n c e i  aC in m e  &ch with "a net dropt into-a 

river or spread upon the sea?' (9 j r h i s  is a net whereid the -4efinitidn of i& interstices (principles of - 

selection), determines kh& gets shored lip. T6is is a network where ;he lines measure what they cdntah 
' 

and also determine what pen& &e stritcture. 
, +w ' 8 

Links in the textual net are, if anything. at imes t w  numerous. Wlsing is a recurring figurein 
' . 

I ,  t 

most d CB's work Delsing's function is that of a signature rathe; than a simple figure. Recalling * 

> - 
* 

Hitchcock's signatory presenfe i n  his films, Delsing is one of a rpass of sailors or one storeelerk &ong - 

many victimized by bushwhackers Mischievouily peeking out from the tapest,ry. Delsing "autka$ze~" the 
! 

& 
flowering text wilhout providing stability. DelsingesLatrlishes the mystique of  the writing; the pieces do . , 

not fit toiether as in a puzzle but ntaintain an daHe intetdependence. 
< 

d ' The paradox' of an irreconcilable interdependence is created by GB's work when it is. 

simulfaneousl~.'rwo mutually exclusive things The reader sees one thing cine ohre and adother, another; 

I . -  
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- . - th; worbiuelf is inconclu$iv;. rgfusihg to lead the reader. 5 s  Kroetsch insiststjuoted by GB-quoted by - 
% -  - \ ,  

mwH'The  minute you ask answerable questions. you're beat as a novelist.'. There's fiope in that"*30,", '- . , 
r 

" - 
, @. OB finds ~nswer$& . + questions are addressed by'GB in s t r u c t u d ~ ~  his stories. In a letter to AHeo -.. - 

I * 4 .  

' weis (7 Mar. ~ 3 )  GB *rites: "the stories I writti are made up to solve a pioblem rathkr .#an being - , -  
4 '  

-based on 'life,"' wCI the sort .of "problem" solved is craft-related: '"My stories are coiic&ed with. : f - 

problems in narration," he writesin his 1983 cw,' SohbIeproblems suggest closed form and insoluhke ones 
P i ,  

the open' form of mystery, as differentiated in A' place to Die. That GB compares writing lyrics to -. 
, - 

, , "snipping ~ f f  samges" in a letter to Margaret Randall (21 Feb. 1276) ajs9 sug8esa a closed fprm, but &k , 
+ 'r 

a pattern of snowballs thrown on a wall, &{an be $if-cont?ir.ed and yet, in a eollection, forin amystery - . - ' 

which invites the read; to mnnect ihe dph. The careful reader does not ask what the dots are but whar . . . 
can be d a e  with t h e r n ; ~ ~  tells us that "&tical readers. including the autbor, avail themselveB of lit& if 

' 

/' 
they seek the nleanings of the author's narraternes. Rather icy should piecl. out the wais b,y which he 

a prduces meaningsn ("73,"-EJ; that is. investigate order? , - .  
P 

+ 
I .  . * 

Spencer articulates a theory 'of .mobilea Stpictures, wherein parts are interchangeable. as -. 
< 

investigating order: . 
2 ~isc6rknui~f i rovides  a modeof attack on the ~aditional concept of thqbook as a: 

medium whose physical properties impose upan its contents-a certain type of otder. 
, -his desire literally t6 take the book apart and to reorganize its spatial dynami& is 

i +a - 
u *. the extreme example to date of the spazialization of time. The destruction of the 

sequential progress of the book from one number6d page to the next represents the 
abandonment of conventional chronqbgy. Tfre new order, if, indeed, another is 

> a  substi'tuted for the one that bag been cast aside, is based upon @e combination of .+- 

various perspectives on @e subject, arranged spatially [202-31. 
,. 

- r  .h = 
- 

L 

I 

Contindty is Eonfounded by such structures, but reaaerted in the reader's writerly interaction with the 

text, as G3 rhaintaing "When pe&lk talk about-discont&iity, disjunc?ion. disruption, and so forth, they ' -  

are redly ~ m a r k i n g  a breik with habitual reading," since, if the reader's attention "is given to the prokess 
w - 

. of the. senknces rather than the events befa@ng the referent,, there can b c  no question of discontinuity. * 
Sentence follows sentence. There is no meanwhile, no l&eF the same year, oo in another quarter of the 

city. The next sentence is the next continuity, c6njuncrion. narrative" ("11." Q. The 
1 -- C 8 "  

7 ' .  * 

next %sentence to read may land they have read in rhe resese'ntation of a 

previously-published text with, at (or not). Craft $lices is evidently such a 
t 

spatial, and temporal paiimpsest-qwtibg fro& himself. GB puts the reader in mind i f .  another 

publication, another time synchronized with ihe one 6resenr The potential- for this quotationto be.i 
recurring compositional method extends the work into the future as it captur& the past as well. ~ i n i k d e .  

either spatial or temporal, is not here; here the workis open. Qpen. that is. in terms'of i ts  content which'is ' 

. open to revision; but open in terms of structure. too. Consider the construction of the text in alpEabetic4 + + "  

ord& which is. according to Butor, the "only way to create a p l y  amorphous enumeration, to suspend all 
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Defining identity is no $rhple. maner: in &is inning the terms which language &en fw its . . 
e .  - ..' 
; composi-?ioh, more particularly ,the terms GB the ivriter uses fpr its c6mpositioa c m e  info phy. Ekry  ' A ,  

' -  . . " 

entity is 8 cdlection of roles, but the question iS whether tHe collection itself d the identity or wheaer 
. . 

, - some substance m+es the' roles incidental to k The composition of identity is a primary concern in , 
* 

.&Waved, Mercy & orhe! Poems and Lqmda te  Elegies. but is notFonfi ned to these texts. - .O 

B 

- Vrsitors ' 

- Ronal&Jjatch. scores a base hit claiming that, in Kemsdale Elegies, GB puts ernptl'asis "on the way 

. language itseff, with its infinite numbe of tonal shifts, constitutes the individual." The tonal shifts, from F 
an awkward first-pglson plural to a\ self-conscious .semnd-person address and elegiac third-person - 

c o r n b e  the multi-faceted "I" and this clearly rs a b&ic strategy of fie poem. 
t 

,The "new autobiographical Kerrisdale Elegies" comes under the Eqmonton Journal bat of Charles 

~ a r i d e i  who* only direct quotation from the book is a misqllote. Mandel claims that: "Once $g?in. as in - 
&@ 
past books. Bowering falls back. on images -of baseball to describe life: '...God gives us extra innings.+."' 

(sic). The text reads: "oh God give us extra innings.: hardly description bulrather, an appeal for what is 

noL Completely misreading, and &en misquoting. Mandel is easily tagged by the pitcher. 

According to A Va~ius. Delayed M$CY mns!sts of "single page poems addressed to other writers.. 

The writers. both living and dead, include an unusual mix." How any writer can be both living apd dk@ . 

mystifies me, but 'that many are sirn$taneourly capable pf this shows them indeed to h"include an unusual 

mix": a strikine mix, for one thing. 

Vasius is, understandably, wary of this pitch whose "words are not to be taken at face value.. fot . 

exampie ' b y '  reafly means 'poem."' Vasius cossiders ,that. this ,"devicen "qdckl? war5 thin, -The. 

codifying begs the ques.tion: why not just,say+ it? ~bs;:~~aotisrn- holds the interest only of academics." . 

"'0bscur&rism' seems to shike,Va$us as a common term not peculiar tg the academics among whom 

Vasius does not count her/himelf, they being interested where she/he wants wotds q$ed at%face vdue. + 
3 

But the,batter'flails wildly ip misunderstanding this "codifyingu--it is not a game to mask a randomly 

e arbipary Gture of all signification. GB shows how conventions, not inherem 

ermine reference and how these conventions are established capriciously. "Face 
.- 

This is not a: quirk of a single signifier ifi GB" poem, as Vasius complains, but a 

t .3 J 

The team's heavy hitter, the Globe & Mail reviewer cracks Pelaved Mercy across the field. "As 

usual. George Bowering tries to ha e it both ways: the referential poet pointing at particular objects and 

.. , ,C 
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mental states. and the iohabltanr of a self-sufficient univer& of wrds: Always a trickster figure'amohg - - . 
2 .  

t 
- ,  

r . ..' " 

* Canadiarl puets, he is at ease ifl both mocjes": at hdme, one might say. e - .  

-L.. . t 
I - .  

. . ,  .. With two our Ma0 di Michele b up to bal, f&ed with Delayed Mercy. "If *he book conchdes . * - 

wirtr a section called 'Irritable Reaching.' it may be becau~e the ficgve dream is cwstantly interrupted," she 

writes, interrupted in her reading as the bqok ddsn't "conclude" with " I r r i~b le  RWching." Having struck - .  
. * b * 

wid; of the text's borders she next defines- their composition. again wide of the mark: "The poems are . d 

clever and. playful, but not organic. Tlie randomness of association of images and the. use of hdn 

sequrrurs does riot release the unmnscious because the poems are sq self-referential." Nobody claimed. 

~ e y  were organic, and as for releasing the unconscious. GB doesn't think it ertists so isn't trying to 

"release" it di Michele repeatedly guages the pitch by obviously inappfqriate meakireg. and even admits 

to being unfamiliar with the pitch's eontext as she dwsri't recognize atl'of fhc names heading h e  "Delayed 

Mercy" poems-although she presumes they're writers. 
? ,  ' 

Identification is a problem tharhas shown the measure of this team. counting three out so quickly. 

Their effom at definition serve only ta define themselves and  that may be as far 3s we get when the home 

team comes ro bat. Buc here we are sure at least of where we are, in the seven& inning stretch, dnd the 

demand that places upon us-that Baseball places upon us: "Take me out / ta die ball / game" ("1"): We. 
. 8 

situate ourselves by many measures. In 'The Scars" (A 100) OB wonders: 'How hard is it  to be increasing . .  , 

rhe distingui~hing marks as we near a e  ending of this." 1's. yours and mine, are dis(tin)gui$(h)ed ifi , .  

parallel lines. and how rigid is ii being delineated in parallel creases, I ask you as we iea; theending.of 

\ , ' , i  

In "Syntaf Equals the Body Structure" (bpNichol in canversation with GB and Daphne Madatt), 

bpNicbol referred to the smcture of composing-the order in which poems are w r i ~  or .the synrax, 
D 

cadence, even characteristic diction--as "awouring of the body" (25) because id i s h e  w c t w e  itself 

which "permits some contents rurd escludes othefs.'' The writing. then, is b e  uacg cul by its own ,figure, 

itself, against-what? Perhaps cut against the self, as GB maljs:in ?A Mask 0ve; rhe E&* (DM 19): . 
, . 

"Build a wall around the self & dont go / in. Stay butside inpthe cold night air, / of any st&'s.beginriing."' . 

Oucside, where you are and the self is not, a figure is cut where he ground'(uni)forms the figure. But, $' a 

course, the body sfiapes its armour. too--bpNichol go& on to explain the correlation between the body and 

the writing which Marlatt and GB are alw aw?re of: he says. "I've always seen a connection betweed the 

, breathing I do 'and what comes out of me, the wards I do. $0 syntaxfbody structure, squence/body 1 

structure, but dso the body of the poem. I don't know if that makes it clear or muddy, wh& I'vejust- said. 

Muddy, eh? George. explicate that [25] !" And he does, in "The Body,:' where T h e  body is not now nor 
has ever' beea muddy, that is clear. I am in the middle of a stream & my body is the stream & what is the 
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a boar" (A ,101): The dady is the stream snd,"Iw ain in,&e hiddie of it-a figure in the writing which ' 

streams from the body, etched upon it but separate from .&--a c o p s t r u c t i ~  making muddy what isdear. 

- opaque what is-transparent, "I" am [in) tb6 naming, "I the wall built 
4 -  

- b4utobial~v is a nan-realist writing of f i e  first person which demonstrates: as yrni can see in "The 

' I Body." separation between the speaker and $e textual body. This':s&aration ,has the stqkture of - 

self-consciousness, an awareness of oneself as if external to the sueam and. hence, needing a boat. The, ' - 
readerof the first-person narrative is even more distant from the stream, the written M y ,  than if it were 

written in the third person, as GB describes in "Syntax Equals the Body Structure": '"If it's written in the . - 
thiad'person, you and the composer are looking perhaps at the same angle at the thing, with a little 

. ,  pardax; whereas, if its written in the first petSon I...] the reader is made into a $emrideperson who is beiog .. ,. 
* ifi 

spoken to, and therefore d is~nced"  (38). "Point of View," in "A Short Story" defines the point-of-vip~ 

in the same terms, indicating this to be a well-cofisidered sance in GBYs writing. With the . 

distance he finds affected by the fist-person point of view comes disavowal of responsibility and a ' 

challenge, to margins. As GB goes on to say in the discussion. if "I'rn wniting in the first person, that 

means I get to say whatever I want," to which bpWichd responds "So for George, 'I' means the license to 

kill "(39]!" Sharon Spencer summarizes the cosmological consequences of this voice in following the . 

development of Michel Leiris' AuroraC, where the narrator "announces that he wirl drop the' impersonal 

aird-person pronoun and henceforth use only the first-person." Spencer notes that "eventually this 
' . 

narrator is nothing but an immense sensitivity la lmse upon events and perfectly capable of wrendung 
,< . 

.reality. into the shapes of its desiring: 'I w v e .  on,'' he boasts, 'and it is not I w h ~  change 'my pssitian in 

space, but space itself that is changed bf my movements'" (34). Even the "I" whos@curfous eyes chart the . . . 
landscape make of it their own wriQng, as does Menzies in "FeorgC, &Van&uver" (Catch 35). makipg: 

* .  

na charter c 

but the eye's chafter, the diary , . G 
of Menzie botanist ihstra\br, 
practical A n .  , , % 

curious, 

T'hk curious eyes charting the land are not aimoured by the dicgtes of fancy hut a r i  responsible for 

fictionalizing the land. editing it and cataloguing it according to $mctur&s which kt$imine its cbkmt. As 

Sauswe remarked of signs. "it is the viewpoint that creates the objeci" (141). 
, 

C . . 
, A '  , 

In Kenisdale Elegies and several of the s ~ u e m  in D&& Mercy the voice is pr&x&nantly ia 

the first personi but sensitive to the precarious world view th t creates. Certaiqly, ~pace~iye1.f is chariged l by the eye's altering, but one eye sees another "1" seeing dif rently'and the &ld becomes uh&ta 

"Ordinary ~ l u e "  (DM 52) the cat is afraid t~ look up, restrain1 g his euA9u$ty, \&id / something B:.+ -. 
'The variations upon this and their role in the constitutioq of a first-person singular ide 
in KJ have already been described. 
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be iot&ng &a&" BUt the man oo Qe facing page "lookt up.:. filed With thk intelli+jencc that'his "I: -. . . L L  

1 i 

-- . fathers b e  boy's (poe&'$) point of view,:determining the'diE&n of the b k m g  and it5 find& q the ' ' . ,  ' 
*, - , ' 

- body's aknoui 1imif.s its composidbn. ~ut 'whilc the eye haLes the-sfene possi@e.it aisq makes possible .' , _ I  

' other scenes. other seelis One eye's object is another "1"-looking back because, yoti will recall, "a man is 

at once subject and object, is at once and always goirIg in two directions [...&-at every point of action or \ .  
decision a man is binaryn~(01%m.!30eciih Vieq 32). Arpad Kesselring demonstrates this bi~ary identity 

when, beiqg .czd&essed as "You," be responds with "I?" (c 97.) But any creature capable of, . .  
< - 

self-awareness is binary as addressed i l  the implicit language of conscibusness The self-conqiousness 

which enables a measure of self-definition creates distance between the articulated "I" ,and the dculat ing 
C .  

being, i n  alienation of the "boy" frdm Ule Law of the Father in which terms the "boy" must flmd . - 
6 * . . 

expression, The intertextual cdhoes reinforce the estrangement of the spexker within his own words-they 

are always p*or to and other than him. yet are the substance of his, writingilife: This esgangernent from + , 

language, within language, is primarily a recognilion of its appropriation 6y the  ath her wd i t s  ' . 
inappropriateness for self-expres~ian.~ 

. I 

We 
are, I remembered, estranged fiom that with whtch-))re are ' 

/ , 

most famiiiar. , .  
The  f m t h ~ r  v is fiom ths ground, I reflacted, the less qwckly 

I nature wwks its changes. That bird is nd a week dder in ~ t s  
@@hers a yew and a half later [...I, 

--"Fenders in New Conditionn (DM 54) 

 or the writer the corpse of the bird, reified as an icon. &IS become a symbol; abstract from dynamic - . -  

"nature." the referent's dead ihe word. ungrounded. In Gentve the House bf Qod as depicted destroyed , 

by the lightning of God's holy fire wcasions the comparison between Gdd, and the p*~, killing "what he 
< L  

makes / in order to make." Order is crucial for "making." hut often i&elf'kills as regvlation critically 

inhibits expression. In "Delayed Mercyf' ' k e  "I" is restricted by W e  house firmly attaCht to my back" . - % 

(54); the structure which encloses and defines him also imprisons Kin Correspondingly, the objects of his 
'* 

eye's focus he contentedly labels while at the far reach& of his yard, his pace, lurks the undefinable. The > .  

verse o r  the sequence returns predictably and safely aware of its nkrgini, but where that pacek lengthened 
. . 

by the wide prose on the page "my unusually widk peripheral &tann becomes aware of movement too .. 
- I . -  . < 8 

quick to name, too.qu~ck to be fixed by a word: + < I  * . * - 
4 P Iexitedthe 

I .  

house, pqtcdled the back y d ,  [...I. 
At the edge of my unttsualiy wide I I 

peripherd vision I caught mdvernent; it ww either rl cut or a 
symptom afage, or some pronoun. I >canned the back alley, A , 
then re- eriterd the house. 

--"Fenders in New Gondition" (m 54) " - 

\ Lt. - . - 

'Saques Lacan outaines this inherently alienating structure of language but this is a concern 
expressed in the writing of Jack Spicer, Luce Irigaray and others. 
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Safe and. sure. "my" is "a prbnoun we can m6r" (DM 27). 8 ~ t  "my" namw an object. ih'rejrition ti the . ' 
. namer-proprimeptivety +appm$riaaing its identity. "As w n  as I rime, I qn nafned" (Plea* of @e '- 

Text 30), l3arthes says. The writer arti.cuIa€es his b u s  and amours himself against it simultan~usly', * '  ,- 

I "  - 
I building a wail defined by the self. - - 

Like The Sensible, Kerrisdde Elegies blends the intertextuality which charactetizes Ml,o&anes . 
+ 
and durious with the poet's personal refashioning of a mythic, universal story grounded in his particular . 

locus. But making it the eye's charter, making it "my stary" is  making it "minew: space itself is changed by 

the subject's pronominal re-naming, the pronoun altering pos~ession. In "Delayed Mercy" the figure of 

the poem wrestles with the narrator for posse~sidn. "The block & w h i t e  ki&r &" walks "my way." dut , 

that means both challenging and imitating ihe view& "In who s&ks.m cconuol the sitaation with ,- 

. ,  
pronouns:-he sees tbe cat is "intenl on / plrrdling my, nof his, y a r d s  The speaker's need to assert his' 

ownership shows that ownership to be in doubt, as does the ambiguity in the p ionom where both cat and * 

n 

man paud a yard as if they owned i t  . w' 

The attempt to tell "my story" is every inch the (im)position that the offtci-al (hi)stories are. The 

writer, thus caught with his hand in thecadification of cuttwe, can only draw the reader's attention to this 

- artificiality;' inextricably linked with this is the sacrifice of the author's authority. his self-identity as 
. challenged by his own text. ' ~ e n c e  the irony in ~ e r r i s ~ l e  ~leaies-lhe writer's appropriation of a cultural , . . 

monument he demythologizes maps his own self-effacement In thus quarrelling with its psekxt, the text . 

' becomes, in Foucault's estimation; , % .. x ..,: 
I I 

I ,  

the link between writing and death maflifested in "the total effacement of the , I 

individual chara@ristia of the, writer;. the quibbling and corlfrontatidns that a. 
- 

i writer generates between, himself and his text cancel out the Signs of his pa&cular 
individuality. If. we wish to know the writer in our day. i t  will be through the 
~ingularity Of his abence'and in his link to death. which has ~arisfclrmed him into a 
victim of his own writing [117j. 

, / '  

r 

The vely astivity of writing, regardkss of tkk content, sighifies deah  in the auainment of composition and 

identity, the fixing o f a  living text in a f~ rmal  system which createi a signifler independent df life: the &ad 
I 

bird, ungroundkd. And the writer. in completi~g the Eowe of writing ceases to?beqa7*riter. He leaves the 

trace of his passage boming, as in "Elegy Six" (89): "When they saw him raise his arms-at the, tape / he p. 

ivas no racer but erased: / in his place rhe blinking comer of a constell~tim" That is why, as GB writes in . 
"Kites i11 the Water," "all death writing is self-referentialh,(DAI 45), So, b e  lexf signifies the death both 

of the referent and the author, but, come to piece tqeiher immortal signs, the r.eader becomes a 

claimyant writing and r&anirn;ies the i n ~ b ~ c k s u b j e c t ,  Where the pronoun is "1." clearly that refers 
a 

both to the author and reader, and where "the boy" says "Ln it/he refers to the €ex6 as well. Because of 
? 

this iyegration ? .  

v 
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.. - when 'the poem"en& f die. We always ' 
s ay  'the pan' in quotation mazks, . P 

som6times invisible; it is a way > .  
, of disclaiming pareathod. T h e  bay' 

would do as well. When 'the boy' is 0vt5 ' , ' , 

7 - I die. So I wiU write 'the boy' 
for as long as I c m  , - - Kids come & go, - 
I call them all 'the boy.' 

, . --"~ot  an Equinox" (DM 25) '% 

Dead figures and the void of death that eJtablishes distance f k m  the reader allows the desire and longing 
$ 

which  actualizes the reading and. Coo, the wriEing. 
- 

We need the mystery, we need 
the grief that makes us long for our dead friends, 
we need that uoid for OW poems. , . 

. We'd be dead withobt them. 
-"Elegy One" (19) 

In "Syn~ax ~~s the Body Structure," bpNichd mentioned the connection between breathing. 

and wiring that recalls Olsbn's equation of the heat, by way of fhe breath, to the line. In "I<s Another , 

Miracle* GI3 reminds uslf~&: -"All this breathing & blood flow. & sometimes / speech. all this becomes a 

f'i&un / when you are-in a poem" (_DM 46). It is the body whi  h determines the parameters of the &em, , 
% .  r, 

becoming imlf fictional in that inscription; Named by its naming, the inscription locates the body: ' .  
' 

, , 

Separate porn iet us'say the trees 8r all that may be living 
hardly signifidnr lives in them, /st& at the buck d m ,  [...I. 

1 

Separare porn the boy I am rellliidg and the b ~ y  I am writing, f 
w d d  be nothing but a hairless pronoun cat drinking coflee, I 
decided, empty of intelligencelike a spp stiu'ned by dd  brawn 
acid. 

- "Sequestered Pop & a Wpe" (DM 5 5 )  

All of GB's texts present burning mo(nu)ments. but Done so intensely as Kemsdale ~lenies; although Rilke 

is no Bn  of GB's n& is GB of Rilke the genealogy is c lgr ,  but no sooner has GB made this evident than a ' - , 

quotation from H.D. appears, or Mallarm6, or ~ l i o i  or hi Fargue, or Keats, or GB's own writings. - 

I .  

4 9 

+ 
i 
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I ~ ~ I I O W - &  scent, I - 
sure of my appetite, ' 

m - ' but am &str$@ed by a crossing spoor. % - 
* .  

My nature , 

. is tom, r * 
2 . .  

I am a trespasser, : , - , . 
~lpzomised to 

steer clear, . - 
stat ip my awn territory, 

but love * 

makes intruders, 
, x I am not I here, 

but the burglar 
D, - - ' of your past. . . 

-"Elegy Four" (52) 

. Intruding upon "past* texts "I" defines. itself in stolen words. This ""I," any "En depends upon 

appropriation of the "constant formula" of langue; defining itself in y d e  "I" forges space and time . . .  
"steakng the text," as S m a ~ o  Kamboureli describes, Kenisdale Eleaies. But this thievery is-die sourcedf '- -'. 
identity. As we are all subjects defined in our self-consdous narratives of dailyktivity this is hardly 

surprising-the "I" is defined by its movements in this infinite text, by its rekioh&p to its context. i # -  _ . , 3 - - -  

Sitting down, I can travel 
P nea& as faSt as my mind. 

but beneam me is theyhighway ' 
' 

made of a constant formula. It sticks fast 
A 

to the surface of the earth, 'not 
td slow me down, me & us, . 

all you pronouns I dont how: faces, 
behind the glare OF eastward glasS, " '  - , '  

' ' .  

-"h;iotel Consideration" (DM 36). , ,  . - 
* .  

I 

i Thk constant formula which forple the very ground that supports the subject is an amour. but it is also a :+ 
. necessary vehicle whose parameters enable the author to anticipate and piay' o r  them. "The author is 

3 ! 

looking a little . . way down the: road his s e n t e e s  are becoming, and gliding wjth a kind of: hip gn,&s, N . . 

to get s&~her i .  let us say. but to be getting, there" ("29." EJ, To be. .in getting mere, "I" e creatigj - 
itself, is creating pronouns in which it finds dxpression and which sometimes appropriate L e  very identity A - 

.. they present, as ii "Facial ~ a k a g e "  (I& 37). where "Nowel is this other, I is / a pronoun riding & writing . .' u .  . 
f 

/ & mostly writing." This "otlierw eyeing you. the I named. - naming, is a s t r u ~ k r e  GB articulat6s in "Sydhx , 

Equal$ the Body Structure," where he says that: "Any time yoti write, there's an understoodIyf.' h if a 

I 

you're talking in the Rrst person presumably either those two IS cbllapse or there are hv~~distinct "1"s. one 

ironically beholding the other one" (41). 
9 .  

In penisdale E l e ~ e s  the subject maintains substantiid ironic distance from his contqxt Discontent 

wirh the subject matter and structural nlirnicry of its pre-text measure the subje disaffection. GB wrote 

to the ,Mandeb oT ~Lrris&k Eleaies as "a hopeless long poem made of long lines about the beyond ande 
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the before aid the meanlag of life" (a Jul. 1982): t h ~ e  long lilies by.their-vkG len&h aad density * 

. , 

. (sin&spaced in exam booklets) insist up011 -) their . *pnde'Euus Weightine& Thtl+@bliled i e r s h + a s  ' : . ' 
Q 

a - staggered and brokk'lhe onee prwebking  lines, t)llt tkq W W i W - U e  Whhk fdht wed in tde poem . ' A 

ef'fertiveiy shows a subject &arching for &finition, for margins; seaarching in an' ~ i e h  &irld where , 

- Kerrisdale is a landscape as separate fiam the eye as QI: space betwsm the s$rs or the text of,the Duino ' . - 
. I . .  Elwie$ Keelf. -Measuring his &ce heritvltly yet with the grand r o p e  of a self-conscious Rufrodr it is . 

identity itself &at the w m ' s  Ubjecr seeks and which is the poem's subject, 'Oemde Stein wrote, "whit 

can a master-piece be about mostly ir is about identity and dl it dWs and ip baing so it must notchaveany" ' 
1 5 ) .  Posing For hi; own sdf-tyaiuation. his own eye, the subject' measures himself agiiinit the 

masterpieces of the past, changing them by his rqvision., 
' 4 

. , 

f 

I Featwed prominendy on the cover for the reader's eye i4 the lpmk's ma& ;he wkiter, posed.- ,, 

' > 

Kerrisdille Elegies. like CU~~QUS~ '  has a photographic margin. Both texts are e m p l e s d  what Krwtsch 
, , . 

calls: "Cdnadian bdoks of poetry with. o,bsessively (qladly?), their photos and illustra~icks that do anq do A % I \  

not f ! ~  The phenomenology of erasufe: replace la&uage with image. Or, documentation: ,the of 
*, 

absencen ( , h v s  103). There certainly is documentation in the cover photograph of KmisdaIe EI&it%, 

' but with its tom edges, white paper encroaching upon GB's dark featuresdnd even his name partially . ' I '  , 

obscured by the white, the photograph itself overpowers its content., What is seen is decay and th6 
document as an artifact which has replaced its own subject, the spatial record of-qertainly temporak, but . 

spatial, too-absence. Thinking &at a g@ could have Scampered across the lawn during a moment's , 

inattention, the narrator dwells upon W e d  things that likely never could have happened at all. The 

awdreness OF absence-and the decay of what once was present leaves onlyApretense: "We hang on?"n 

"Elegy Six," "scotch-taping oor blossoms .to/ our already browning stemsn (80 ,  The abse~lce of blossoms. 

like the absence of Marilyn Monroe; is a bereavement made legendary out of all proportion to the (lost) * . 

preserke. She "made silty movies." bug dead. becdmes a greater star--&, too. the' hgroes who have 
j , I .  

become the "gruesome gone" were not ever of the Herculean variety. It is not the absence of gkatness - ' ' ,  

+ which occasions the poek+-it is hot simply mock-heroicbut the self-effacing pretense itself. Certainly, . ' ' . 

as fhe mined joys become the more tawdry the poem mocks its graddiloquen% tone, butthe subject is , . 
* 1 . 4 

'composed by-fhose very measures of imperfection. as in "Elegy Five" (72): 

how dark in my heart is the place where we ail * .  

could not makc the* play, ' w 

fell to earth crooked, 
swung a bat too late. , , 

threw F q  ovef the fielder's head, . 

acts executed short of ideal. But measuring oneself against what did not happen makes oneself a construct " ' . 

as related to absent (possible) worlds. Building one's identity upon scenarios of pel'fect;ion which may or 

may not have been. like the fall of Hephaestus from dlympus or Satan from Heaven, makes crafty forgers. 

perhaps wen artists of the lapsed ones. 
4 

9 .  



I _  A , - .  
d . . 

L . 
8 5 -  - . " . . -  . . 

# <" 1 I 
* ,  

, , i .. . b " + 

Frsnouns iefer tu an antecedent a pnor "baptism" validating the pronoun, ~K&&gra~hs, tao. are-:: , . 
signs Of the prim spatial anangemeqt which cornposed the subjer: ' As > m r c m e ~  of.;i~6btdon. 'therf, * * .  , % > ,  
both pronouns and plio6%raphs depend For reference up& prior LG- in lhek prexq caqeu , + 

1 .  

'signifying the absence af their ktecedent in their present context they are placeholders d&u&nting .. ' 
2 

7 -  . - absence. Just as th& cover photograph of ~ e d s d a l e  , ~ t & i e s  has itself replaced its referent; pronouns , - 

derive an iden& from their particular context independent of reference. They alw resithate their prior '. 

inscriptions in the text with each subsequedt one. in' a regress culminating in the initialization of t h C  ' - . 
variable (for pronouns are variables), within the text Bey are counters which .replace a" subject, brrt the 

- replacement is such that the priof existence af the subject is incipental to the sign.- Nosualg,ia'f4r what 

never was, as in Ketrlsdale Elegies; c~ireiptmds lo the fi~nominal ambigkty'where the i n m i s t &  point . 

of view shows. the reader, attempting to recmstruct a subjecl the mduple perspectives hm which the 
' .  

subject eyes itself. T h e  pronouns themselves. like the mver photo&pph. consguct the identity of-a 

,speaki& subiect as a, contextual platetiolder-a subject as variable as the sentences in which 
' 

f " .  
"I"/"y~u"/"she"/"he~~I~~we~/~they" appean. So thke are two distinct functions dl 'pronouns, like , . 
photographs: to reconstitute an absent f i~u re  and as fignres themselves as wiird-objects or 

contextually-defined placeholders. 

. .  . 
In "Irritable Reaching." part of which was published separately as I36 ~ e & h .  the referent if each ' 

"yach" is a word-&jar broken more pre&ely into a deign of letters. Having a pretext likeb that of 

"Delayed Mercy" and Curious which requires that each part QF the poem identify a paaicular artist. I;;li 
. 

Reach ;e-const~uks that identity graphically within the text of the poeb itself. Visually, the name of each 

artist is apparent in the left margin of each acrdtic-their naine designates the length of the poem and the 

first letter of each l i n g h e r e  an "armqured body" whose structure determines it9 content But that game 

has 'rigid rules' whose arbitrariness itself makes the game self-mocking. The catalogue structure of . 

"Irritable ~eakhing." like " ~ e l a ~ e d  Mercy." &ow an arbitrarily ordered site to the reader which. 

. coosequently. invites revision where not even temporal linearity is preXribed. In the sixth inning. mt 

.Slices - was shown to hqve a similarly arbitrary, yet rigid. structure. craft Slice is an arranging of' GB's 

history as an "I." as a textual eye on the literary world-not his story but Ms'writing's--the history of his 
3' i 0 

=-Ad 

"1"'s observations. -,- 

- As the text's structure defines its gmtent, add the body defines the selF, identity is i ~ l f  forged by 

the terns of its expression-by the particular.mssk, or skin, whjch fornlulates i t  But then: 
I '- 

I .  

Does a mask 
feel the touch of a mask; 

does the face 
beneath the mask feel the mask? 

--*Elegy Two" (32) 

That is. is the self covered by the mask conscious of i@ limitadons. aid if so, how are the margins defined? 
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In graft Slices the (undwsood) miting *I" stagesuaiother "I." ?other writing. "1" who& mask is,&& , . 
. . 

mimicked add w r n  by the writer.' And wheh the stage set by the eye, fighred'by the "I." det&es ah; 

direction of the 1 and the *I," then how, and why, is one to distinguish between Rctiods? Iq VEl%y Eight" ;- \ 

. . 
"I know / the fiction of my past anti expect to walk I straight into my fancied fu@eW '(112): as the - . 

' 1  

" amwring of the body directs its course. ?he writing is both the strewn and its course, the co~I~posing ,, 

presenl from which sources are extrapolated as in Genbve where "wifh each t;ynr of thewrist ! I cmfront fl , . 

h e  present," while "I learn lo create the past / 1 live in" He eyes' the ancestorsb(like Rilke . and, . * 
' n 

Vancomer), thkre in that ast 1 live ink-a view of the sueam where what's 'pas$ is not b u t  P . > presented as figures made masks for the writer. The question of rhe existeqce of the p a s n  then;,a$ - - .  
' 

independent of it$ present re&ernbering is c lwiy  related to the qllistion of the independent existence of 
*L 

the writer or his sources. in Kerrisdale Hee ie~  be even creates his readers-i!fy "Elegy Seven" where the. 

speaker looks for "a listener who has nQt announced herse1.f" (93), while addressing his own voice as itself 

a being who has outgrown poems "on this3treet di~eaves"; the voice learning a new language draws a new 
a 

audience reflekively identified with its own speaket. 
9 

BY - .  
B 

You speak a language you afe d only ~ flow learning. 
hoping she will hear you. 

.9 knowing she is yomelf . , 

out there. 
-- "Elegy Seven" (93) 

, . 
.I 

Gertrude Stein wrote that: "When you are writing before there is an audierke anything written is as . ' 

irnportanx as any other thing," ("Master-Rps" 153): but., "~fter%le audience begins, naturally they , 

, I 

create somehing that is they Create you, and- so not everything is so imponant, d i n g  is more ' . *  - . . . 

impdrtant than another figg" (154): The audience creates "you." the subject of attentton; by' focussing , , 

L - 
upon "you" in a role. The poet of Kenisdale Eleaiesis'being created id the roles I he - writes, the terms of 
hi4 expression-the pronouns Measured by hip own text, the poet's identity is not affirmed there but, 
rather. consumed. In section "VII," from "Delayed Mercy," the pronouns form'a' constellation shifting 

* .  3 ' )  
with the subject's grammatical .ideritity-a kind of parallax--showing the absence of any absolute 

perspecuve external to the context; showing: too, the ability ~f variables to subvert referential equations, 
I 

" W e n  you are 6 t h  lying'dead. / having l d t  at length, she'll be there. / she'll be you" (70). Or. "When. 

you are both iying dead. / having lost at life, it'll be there. / it'll be you" (71). As variablminitialized by a 

viewer's perspective, thp pronouns have a syntagnlatic identity like the replacement in a causal chain 

refefing back to an antecedent But they alsa have a paradigmatic componedt which depends upon a 

reader's replacement of the placeholdk-the suspension of disbelief by the text's'addressee (you) so that 

- '"I'll be you" (6-9); "we'll be you" (75): "you% be thge, why, you'll be home" (76)- 

4 $.r 

* I  

1 
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Charles Mandel. Strikingly, Mandel no sooner steps t6 the pitch than he loses his balance. A faulty 

parallel construction causes him to take a strike aver "Caprice's impuls iv~~dkis ion to search out and 
* 1 

avenge the death I...] " of her brother. There is no "searching out" of any death to be done h e r e ~ w e  . '" - 

know quite well where it occurred and no indication 4s given in the book that it is a migratory death. 
P Evidently off balance. Mandel trips again. He mentions Caprice's "boyfriend Frank Smith." but as anyone 

78 
, who has read the nov her boyfriend is Roy Smith. And as anyone who. has read the liner notes 

-, ,4 
I 

say her boyfriend's name is Frank Smith. Are we getting a review ' 

notes? Is that possible in a respectable organ like the Globe? Oops. " 
I - 

And the batter uips again, taking his third strike in making a cl@m congadieted in-had he 

botherea to read-the novel. "Caprice [sic] gives Bowering the latitude to range over a variety of subjects. .Ir 

For example, he laments the loss of the frontier." No. GB writes that the frontier's loss is.&&qgrtrting of 

its creation as myth, as story. 'He even emphasizes this by placing it at&e end of a chapter: 
'", 

In the little shrinking strands of the $est that are still left. stories are being 
written. They are usually called the last of something. 

* 

The last of the Mohicans 
The last of the curlews. 
The last of the cowboys. 
The last western hero. 
In the absence of a complete silence we hear a voice saying come back. Shane. 

And hoofbeats. The hell with us. We are all Europeans now. Now we can write , 
the books and plays and operas. We just have to look around in the past and find 
subjects. There we will find a cowboy rather than a business man. The west has 
shrunk so much that we can get it inside us [...I. 

Some of us wouldn't mind seeing the last of it [110]. 

Three up, three down-lots of swipes with no hits: not p e n  a glancing blow: So it goes. It's 

probably less the pitch's improvement than the easy disprovement of the batters which made for such a 

swift inning half. GB himself laments the sorry game played by so many reviewers. due possibly to the 

lack of tfaining they get: "one too often looks to the papers and magazines to see how badly taught are the 

youths who seem to move from an unsuccessful year in grade 10 composition to a reporter's desk at the 

Buglen ("English, Our English" 9). To remedy this, a "methodology could be introduced. perhaps 

beginning with the admonition that the reviewer read the book to be reviewed," GB suggests. Surely that 

is not unreasonable. GB's advice is particularly relevant seeing that he has viewed book reviewing from. as 

it were, both sides. Occasionally he points out how disillusioned he was upon discovering the procedure at 

the Calnarv Albertan whereby books were piled on a table to be picked up by anyone who cared to make 

extra bucks reviewing-no Expertise required-neither is any shown by the majority of reviewers in print. 

"Will we always have the unlearned judging the learned?" GB laments in "Balancing the Books." I t  

would appear so; as long as reviewing is poorly dime and gives itself a bad name. serious writers will tend 
. . 

to avoi&uch "menial" jobs. Which is cer&inly unfortunate, though by no means the universal s~uabm of 

reviewidg;; interpretive readers come to view Ca~rice ,  too. And she is no easily-penetrated site. In fact, 

she is a rather challenging field. 



. ,  

On the face of it, Caprice would seem to be a historical novel, sequential to Burninn Water and set 

9. 
the wild west. In fact, one of the charac rs is a journalist who writes, he says. "history" (97): the term 

gives to his "story of rhe wild west ' Fac about life in the big country-, for people who are tired of their 

own stories" (96). "Fact," "storyn and "history" are shown to bear an integral relationship to each other in 

this narrative. niade increasingly problematic as the "factsn are shown to be less representative of the world 

than the story, and history the most artificial creation of all. 
i 

Facts are the domain of the eyes where "seeing it with your own eyes" is the ultimate verification. 

But eyes are fallible and their capaciG varies among viewers whose competence may be related to their 

background. "If yqu had Indian eyes you would see the hawk's head bent to look below him with eyes 

even better than yours. But if you had ordinary eastern eyes ,mu might be satisfied or even transported by 

the lovely morning light" (34). Besides the Indian eyes and the ordinary eastern eyes through which, as I 

have said. the viewer's background is related the textual ground itself is spotted with eyes, like the ' 

"ordinary English eyesn (1) which are blind as the eyes of an eastern greenhorn, less perceptive than even 

"ordinary human eyesn (203). The& are'perceptive eyes (21) elsewhere in thevtext They are eyes that 

would see beyond the facts before them, see perhaps with the mind's eye more clearly than even with the 

extraordinary eyes of the eagle. There are. as well. the "dangerous eyes" (242) of Frank Spencer which 

become. when relaxed, "ordinary Yankee eyes" (103). It is evident that the variety of eyes itself signifies 

within this text. and where different eyes are said to set a different scene upon a singlesite, that scene is 

shown to be indeierminate; the ground itself changes and subverts any presumption to points of reference 
4 

or "facts" in the historical narrative. 

a Eyes are selective, they don't get the "completen picture of the world and so their view is actually a 

revision. editing-as we are told Luigi does, seeing only what he privileges with his attention-Caprice. 

"If  Luigi had been able to take his eyes from her %; would have noticed that there wete other people on 

the wooden sidewalk and in the dust of the street watching her" (11). Whereas Luigi does not appear to 

be &nscious of editing the world, Caprice is aware of i t  She sees that the earth itself is "a place to read." 

but knowingly chooses to divert her eyes in order to read another story. "It was not easy for a former poet 

to iesist the oppormnity to read She chose, though. to read the writing on the thin road. She did not -- 

imagine that she was leaving a story for others" (252). The fact of that choice itself creates a story, should 

someone come along to read it, but the facts of the matter are not the whole story. not by half. The 

perceptive eye looking to see the real story does not read it by looking only at facts; one stares blankly at 

Lhe raw d m f  uncomprehended facts. "You try to clear your mind and look at the coulltry. and it looks 

back at you without thinking at all. If  paying attention only to what lies in front of your' eyes really 

worked. cows would be better poets than Frenchmen aren (226). Here interprektian of the facts, the 

literal ground, is a selective, mental recreation that is likened to writing itself. Arpad Kesselring, the 
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journalist who prefers the story to the facts declares that "I am a writer" (106). By which he means that 

his "principle responsibility is to the story and its reader. not to the repetitive details of the counatry I am 

writing about" (106). Indeed, in "his dispatches he often made things up. and in fact the parts he made up 

were quite frequently the best parts" (93). So much for history; this is the real story. "This is not 

history," Roy Smith says toTCaprice. "This is our lives" (265). The second Indian sees it a bit differently. 

While agreeing that "this is not history." the mystery of it overwhelms him. "This ii a spook story" (247) 

he declares. A story it is, certainly, but that iq no way denigrates its relevance to the world. "Do you 

think a story is just a story?. [89]" the first Indian castigates his pupil, *while in town the banender 

truthfully tells Kesselring there are "Lots. of stories in this country [...I. Hardly any of them me." To . 

which the writer. concurring wlth the first Indian claims: "The farther you get from the site, the more truth , 

there is in the stories." "Is that a fact?" (97). responds the banender. The fact is. getting away from the ' 

site may require abstracting the figure from the ground, truly interpreting the "real" story. 

Caprice is a writer and an interpretive reader who can see beyond the evident facts of the matter to 

the story, f i e  mouvation and emotion that is the background of the fact. Like building a context for an ' 
9 

isolated artifact she builds a world, and that is her real story: "if there is one thing I know how to do i t  is to , 

find the real story among the rubbish that people deliver to you as facts" (158). Caprice- says. Her 

interpolative ability itself reshapes what she sees with her eyes in reading facts. 

The story of the ground is spatial. But the truly interpretive reader sees time itself expressed 

spatially, giving to the story the full context of spatio-temporal situation: "if you have another kind of 

eye," you "can turn away from the range and look millions of years into the past. You will read the first 

writing of the Thompson Valley, a story left" (34) where Caprice's eye picks it ou t  Her eyes read stories 

in time as well as space; looking at some rocks that tell the story of an avalanche long past (255) she also is 

said, by the narrator. to have the potential to "look into what she thought of as the future to see the death 

of Frank Spencer" (259). Similarly. Caprice carries two pictures of Spencer. One depicts "what he looked 

like" (42) in the past, with the Campbell crew at a picni&. The 'other is a "picture of him in her head. In 

this picture Frank Spencer was bleeding" (42). The "imaginary" picture is the one more striking for its 

physical detail; the "factual" picture shows the-identically posed-men as background for a plank table. 

Fosegrounding Spencer from the latter requires an extraction from the ground, creating anew through 

extrapolating the fact of his looks. However, in thq mental picture the strikingly visceral image facilitates 

the interpolation of a furious. fatal story. And story is what Caprice builds in her wodd-not just the 

factual detail. We are told that she sees "Vidette Lake, the last lake on the valley floor. It was probably 

filled with trout that would soon lie still in the high sun" (252). The fact of what she sees is not trout and 

what trout will do in time, but an aptly-named lake as a floor upon which she builds a story, the denser 

text wherein figures project - 
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Story i s  not'here the final meaning of the text, but the text is -a generative matrik-yes. 

* matrix-drawn on by the viewers. Cavrice's text is plotted as the ground or countq& her stofy<@isto,y is 
#' - . % .  

interpre t interpretation indelibly bears the mark of its agent, the idiosyncratic interpreter who 

draws meaning itself from the unthinking country offacts: Interpretation is that +" q ,"which d&s not proceed 

of its own accord; far from it. Now, within it ,  meanings seethe" (Michaux, Maior : rdealsCl42)i ;Caprice 0 . 
and Ke~elring, both writers, read the ground. the country they refashion in feaving their own pfinis upon 

e 

it, their uaces becoming a story f a  those who follow them. The story Caprice leaves is a sign read by 

bandits and schoolteachers and Indians-the first Indian in particular "was really interested in this story he 

had been reading in the soft ground along the creek bed" (246)-a story marginal-tothe mainstream which 
- .  

he sees to explain, not the fact of direc9on. but the rationale of that route within a larger order wherein he, 

reading, situates Caprice. But, of course. Cavrice is also read by you and I: eyes setling sites differently, 

scores of ways (of) fixing the ground. 
P 

Doc Trump fixes the world with his static vision as does Minjus, whose photographs can ttanscend 

mimesis to art-"a kind of no-trump d'oeil." GB Writes in "Match Boxes" (PJJ 46). striking foul. In 

conversing with Trump. Minjus says that the average outlaw,and the average lawman see "themselves as 

acting out a story that's half drama and half history.' They love getting their pictllrestaken. They are both 

already looking for the sympathy of the audience, even ifbthe audience is going to be watching the story 

unfold, as they say, a long while after the players are all dead" ( 68). The characters watch themselves. 

even as they watch the reader who shadows them, lwking for sympathy. Thus are the characters 

conscious of their image, compgsition of which implicates the gazer. Minjus' hypothesis would seem to be 

borne out as Groulx sees himself immortalized in a story; united with Spencer-the already "storied yank" 

(125)-Groulx "considered himself a possible character in a story" (105). Coincidentally, the'first Indian 

also thinks of himself as a potentially textual entity, thinking if "he were a white man [or woman] he 

would probably resemble a book. a very thick book. in which the things that happed do not happen 

precipitately, but rather in a roundabout way" (129): warped and weft like Ca~r ice  whose namesake. 

curiously. does not conceive (of) herself this way. She does not, as do so many of the characters, look at 

herself doing what she does; she is not conscious of leaving a story for others. Neither is Spencer's vision .J 
self-conscious-Groulx can be seen "practising his mean look, but Spencer's eyes were always looking up 

and down' the valley" (169). 

Grodx wants to look the part of a bandit thinking thus t6  become a bandit, as the image one 

composes of oneself to present to the world situates one within that world. Our place is allotted as drawn. 

As a parallel. the first Indian knows he must appear to be wise to maintain his place within society. Others 

think him to "look wise, he knew, and he was not above a little wise-looking" (190) in keeping his place. 

His visibly well-tralned pupil. the second Indian soon "produced what he thought to be a rueful grin. He 

had been sitting up straight on his horse at the edge of the bench, trying on a pose he had seen in a 
,; J' 
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magazine painting on a barbershop wall" (229). The tdwn's banker, cOin@dentally. is also Ynterested ln 
- 3  . 

the image lk would present when he iqpwed 6$#~e~his~ern&ye& - (1%). T$enhg himself as 
+- " 7 

composed with interest. Composed like a pHotographic furiage, (a s n q h o t ,  ifke the "ey&hotu~ which ' . a. - - I < /  
'1 

Caprice's presence fixes), the banker, the indians. Grouk. a%~d most. QP the characters ;has are sblf-created 
3 .  

in their own images. projecting their own consciousness as perceived. And 1 dd m e i t h a t  the ', , . " .  
consciousness actualizes the physical being:as Lacan believes when de itates in "Thesplit pityedn the Eye 

-, 
and the Gaze" &a?'% would p&ferbtocall the seer's 'shoot' (&se) sorfiehing prior $is eyk hij. But 

pa~adoxically, the,eye locates one materially in their environment as well. c o m b i n g  such an " & q ~ h ~ ~ "  
- ,  

. &  - 
Hence, projection consmcts a world wherein .f&ur sitmtion is inscribed by your self-conc&tion. I a 

the perception of which creates its (related) objects. Indeed. any perception creates a world. as it appears a 

to the viewer. We read that there "was n;t another build& in eyeshot, just the quiet trairi &s leading ' 

away across the brown flats to their meeting place out of sight" (226-7) and we see the world 

describeckwhere tracks have a "meekg  place" or, indeed. are +at@buted with tho act&ity of 

"leading"--to be a fabrication of the description. So, too, a world is m8de by Roy's percep.tian while on a , 

train that for "a second before he blinked the train was sitting still &i<tde niwn was racing on the lake. 

Then the train was moving again" (77). Caprice, like her namesake, builds such a world when she "hoked 

up and'down the valley, and now she transformed i t in her mind. She planted long vineyards on the 

higher slopes. and created fruit orchards a$ far as she could see" (32). Here creqtiirn hid sight are relate% . . 
with the peculfar twist that neither .make reference to material phenomeria. yet the textual world thus 

. \ 

imaged has definite spatial features. In fact, the sight of the material wgdd Is ni t  at all toLthe 
I 

wise Indian, who "could remember seeing a lot better than he could see, but he 

see a lot better than he could see" (2). Pretending to see, and doing it convincing~y. syggesb that the fact 3$ * 

.I 

of seeing the site is not necessary to its perception. Pretended though it may be, the sight realizes a world, 

even populates that-world in naming the beings of that world. witness the first Indian who has "heardzof " 

cases in which fathers have pretended to see an elk at the birth of their children so they can q l l  them 

things such as Running Elk, or Elk Who Fears No Hunter" (56).  Making the whole story up still reifies a 

world in its description-or name. as the case may be. 

b t h  the names that differentiate creatures and their self-consciousness are related to/by their- 

eyes. Consciousness itself is shown by the physical eyes in this text as they are more or less alert, 

confusing conventional distinctions between abstract and concrete. Metaphor and literalness wind together 

in a country where one can throw "memory to the ground" (251) and then read a story from that ground. 

In this place physical eyes can fix, abstractedly, on an absence-as Spencer's eyes are fixed in attention to q 

door that isn't there. The 'narrator says Spencer growls at Groulx "without moving his eyes from their 

attention to the rectangular hole in the wall whc-e a dcor had once been" (162). Then. when Caprice has 

been assaulted and is dazed, her "eyes were not in control of their seeing. She looked utterly vulnerable" 



- 

(.l@), What she looks at is not sharply delineated in her present state of mind, so her looks haye,become 

+ abs&ac4 become "utterly vulnerable" as compared with the usual graphic precision of her app@rance. But 
'. A 

.&n her "yes were back in the present where they belonged" (186). where .the added dimension of time 
V .'all the m&e precisely fixes Caprice. BBt the textual concreteness of eyes is used to show the relatiye 

alertness of other characters rnith's practical state of mind changes with a vision of  Caprice. His 

pupil. expecting a scolding. " his teachgr's eyes were not there" (174). And Spencer's thoughts are ' * 

alsoshow;; in terms of the spatial location of his eyes-they are a "long way off,." then. in a flash. "his eyes " 
-I 

werk right ther6,in the room" (126). , 

i 

The idiosyncratic expression of this text features a striking number of words that denote seeing, 

though at times their use idiomatically connotes non-visual activity-as when Caprice's attention is said to 

b'e "focused" (256). or when, preoccupied, she brings her food to a "blind mouth" (21). Such peculiar 
. > 

metaphors countenanced by the narrator show seeingbto be more than an absuact activity; eyes figure in 

the physical expression worn by the text Consider the expression "pop your eyes out.," which connotes 

awe. but the literal denotation of which is enough to make any reader squeamish seeing that the banker's 

wife is not going to "stand here and watch you ['her awed spouse] pop your eyes out at a tramp"; so slte 

nagsPhirn until the saddle tramp ancYhorse fade from "eyeshot" (196). 
\ 

Eyes are matter-they ate a physical feature of a body. even the body of this text, Camice: Their 

matqial sense is denoted when a stagecoach, intact despite the worst intentions of the bungling Spericer & 

Groulxpis "followed by four eyes staring with disbelief" (94). .The four eyes metonymically situate the 

outlawsbthin the text. Syntactically. the "stageco&h" within the text is followed by rhe "four eyes."ybut 

of course, this is a metaphor. Eyes don't really "follow." if you follow me. Both the literalLand figurative 

"eyes" open this text for reshaping, reviewing through the (admittedly) ordinary eyes of the Follower. 

"Ordinary eyes were always following Caprice wherever she walked" (119). and "wherever she walked," 

it's spatial. though the eyes' trail is figurative. Thus is an ordinary "eye" metaphor ma& into a pun: a 

characteristic of Caprice. Elsewhere, the outlaw who follows her in his gunsight shoots and flees "over the ae 

ridge and out of sight" (59), the conjunction of these structurally-similar prepositional phrases syntactically 

paralleling position in the landscape with position in view. Thus eyes are here part of the ground, they 

(are) matter in the text, creating what they lie on. One of Caprice's followers is Luigi, the "Eyetalian," 

who is "always following her around with his big gooey eyes" (152). On the face of it  this is just a 

metaphoric expression, but since eyes have elsewhere been-equated with the entire body, through 

synecdoche, this expression has an erotic aspect as Luigi's eyes are on her-he can't "take his eyes from 

her" (1 I), figuratively speaking. 

Although material in this story, eyes both see and show abstiactions. And it is important that they 

show as well as see. In seeing Caprice they show Caprice, foregrounding the face of the text through its 

expression. "There was no scarcity of eyes turned her way as she walked, even though she didn't bounce 



at dl .  There was no scarcity of minds and mouths making comment, either. As she passe 

the &en < u  and womep in thC shops and in front of them found sentences or fragments of sentences shaping A 

* +" 

inside their heads or di~ectly ip front of. thb" < ~ S ) C  Whether in books or in front of them r&ders.'t&, 
y &  + :*? 

find sentences shaplhg dirktlpm f&f ~[ifk%i.-&re the tight black !ines of Caorice; whatever l i k  were 
. 

*6 

already in mind are d i ~ p l a c e d ~ ~ f o c u s i n g  on her. Roy's attention is drawn from his (prepared) text to her. 
- 

as "when he'was a little too much con;inced of his role as teacher and wise moral guide. s h t  wduld pui  on 
% r r * ,  

an a c c e ~ t  and a de#ure feminine whimper. Tha, stop his paragraph" (39): Even the . 
- 1  

I 

townsfolk, whose dialogtie is conqected through dic F rather than sense, drop &air babble , 

of referential personal narratives, stories which arejust stories, to eye Caprice. "Looky here" (145); and ', , 
+ "  - - 

look, we do. 
L I 

u 

+ " 

Evidently it is not only the quality of the eyes that are looking, or even the quality of Qe'loak * 
' 

k .  

itself, but the mere wbrd "lmk" sets a scehe the indeterminacy bf which is seen even throi$h the word's 

usage. "Look" functions within Caprice as a v e r b b o t h  active and passive-as a noun, a$ an interjectio~ 

and in idiomatic constructions. Its appearance images characters equally with chattel in this context, 

addressing them with characteristics based upon their visual appeal. A "teacup looked wonderful" (40) but * , 
GEOU~X apparently does not, as Spencer insults his looks (200). on the face of it seeming justified in his 

jabs. Nevertheless, take a look at these ugly characters, who look to the narrator as if they are "not 
i 

looking for uouble, at least not yet, not looking to be the recipients of any uouble" (219) while riding 

through the Cherry Creek Ranch. And "see," like "look" constructs both a world as perceived and a 

contextual world. each of which is revised when the material word becomes an idiomatic part of speech. 

Caprice wants to see that Cabayo is fine at the hostler's, knowing she "could probably trust the man, but 

she liked to see for herself, to see her horse" (25). An idiom become a verb, "see" here changes before the 

reader's eyes though the word appears to be identical, It is the context which indicates the version s f  the 

word in play; thus is the field itself a signifier, figuring in the composition of che word. 

The eyes of a careful reader, looking here at the text's tight lines-which do not bounce at all-see 

"right now there was no one moving except Caprice on her horse slowly walking down the middle of the 

gravelly road" (11). Caprice on her horse is "one," the only one moving and there are not-look 

4' 
I carefully-two beings in motion. The conflation of Caprice with her horse clarifies that it's not Cabayo's 

mail we're watching-though that's who's walking, not Caprice-Caprice is united with her conveyance. 

Thus is the message one with its medium, the figure with its ground. Notably, i t  is in mentioning the 

(abst~act) cavalleria to which he attributes his (physical) pain that Luigi confuses the second Indian who 

knows that horses are involved. but is uncertain whether Luigi is thus referring to Caprice or to where she 

was. "But was he thus referring to the young woman, admittedly coltish. or the site of his humiliation?" 

(35). It's easy to see, the answer is "yes." 



The figure and its ground configurate to form a texture the fabricof which is the face (in which) 

Caprice shows the world.. It 'is karred with a C (11): One sees Capdq. ddes Cabyo  and eats at tde 
Canadian Cafe. which features "Chinese and ~ a h a ~ a n ~ ~ o o ~ k i n g "  (I?), iepeatedly. She meets a woman in 

I 

the ~merican Cafe. dqails if whose name she r d l s  bnlya " C n m d  ,T who'bkcomes 'Mrs. C' (21). defeats 
. f 

Spencer at  the-falls named for Charette-Deadman Falls-that B e  beat~onstable Burr to, he deterred to 
\ 

the Caqpbdfl kanch, the "LC" (the Spanish Cabalpo , ,  may hear ye1 C")  owned by L. Campbell where it ail 
.t. 

began. But that's not far from the Cherry Creek Ranch or ~ r u g a l  Criss Creek & Barricade Creek. through 

which she rides in the heat from Canada to California. It's certainly in the country under Coyote's eye and 

"agriculturalists did compldn of coyotes" (81). Her countenance clouds, eveh'before we encounter "Red 

Cloud" in the text, upon returning a book by George Calman, reprinted. & b@&mden Hotten from the 

Murray publication. w h i c h k s i o n e d  her exclamation: cizlice (16). ' Flit that's not the half of i t  

e Cornwalls is in receipt of the assorted company's currency-H:P. Cornwall, whose brother 

"Clement Cornwall, by some measure the more forceful of the brothers, was a graduate of Cambridge 
4 

University. an8 so became the County Court Judge of the Cariboo region" (79). The dense texture of the 

C's seen creates a world, (on) the surface of which seems animated not by correspondence but by internab 

coherpce, independent of any reference to a world outside its awn conception. 

I The world created, like a "C," curves, circling back on itself. There are several ways the textual 
% 

1 surface foregrounds itself and subverts the logic of another world, logic which an unperce&ve reader tries , . , 

to order it by. Indeed. the inattentive reader may never see beyond their own preconceptiorls to thistext- b + 
C 

which shows preconception to be misconception-the misconception which blinds the puzzled trailhdets 

when faced with a mystery they can't understand. "But we understand it as a narrative of fate, and we 

have always understood i t  They have been late in understanding it because they have been trying to . 
understand it in terms they are accustomed to" (248). the Indians know. Those who would see merely a 

conventional revenge quest ignore the serpentine texture of Cavrice. Capricg's story is snaky. She rides 

south and north, then back again; Spencer & Groulx go south and return. So the story's characters wind 

about the west, their trails turning back upon each other. In fact, their trails reverse.almost as much as the 

trail of the reader's eye does in travelling down the page then back up, right then left and back again. - 
Caprice's trail, followed by the Indians, Smith and us, is itself not absolutely original. likebwriting. She 

follows the outlaws' trail, not killing Groulx when she could have but preferring to play her line to hook 

Spencer, too, and so winding back and forth. 

The narrative is as circuitous as the contorted story. The narrator relates that story 

non-chronologically, subverting the puzzled reader's efforts at piecing together a linear time sequence. 

What order there is comes from the text's necessary placing of one word after another. ,which creates 

synchronic, rhymed relationships within the text beyond the usual logical. linear development of writing. 

When we read that "Roy Smith moved like a cougar" (58) and on the facing page Caprice "moved like a 



cougar" ($9) their relationship becomes inscribed-written into the text without being written abgut So, 

too, the character of their relationship is shown in textual play with sexual connotations arid hof through 
,"I 

descdption. "He held her in [his arms, one would expect but the reaher is teased for their expectation] 

the park until a pack of boys came by and began caw wise cracks [...In (234). From the rhyme one 

reads a symmetry and ,delight in(to) their romance. which contrasts sharply with the sinister quality 

imparted to the text through the elision o f  a pronoun antecedent in reporting strange Loop's synracti~ally 

simple. straightforward thoughts. He plans to "gd and get a new shirt He thought about how he wduld 

make her pay for it. He was going to make her beg for it" (29). The strange loops his simple synhk takes 

the reader through show the order which connects his thoughts to be caprice-curving snaky lines whose 

material words are themselves the conngctives-though their context changes as "pay" changes its 

denomination with a vengeance, and "it" speaks its unspeakability therein. 

Correlation between characters as established by the narrative's path links Caprice and the 

10-year-old baseball fan through more than shared interests. %e becomes a part of his world. In one 

,scene the boy with spectacles watches eagles whose extraordinary eyes watch the ground. "If there were 

no eagles up there now he would be [...I looking at something else." In the next paragraph his view is 

blocked. by capric;. so looking up he s e a  np eagles. "Then he was looking at something else. I t  was an 

upside-down face with light freckles" (144), Thus it is in the words on the textual surface that characters 
*% 

and their relationships ar% forged; those words do not describe a (prior) world. 

f i e  structure becomes its own s a j e c ~  and vice versa. Following Caprice's trail the reader 
I 

watches her ride through the west that is disappearing to a-point where it remains only in writing, remains 

only her trail-the text. "So why was she follotving this trail with no known destination? She recognized 

the feeling. She was writing because &e was looking forward to the last stanza" (226): the final stand 

where she "tied the lines" (254) of her reins to a tree then cast the unfinished lines of her poems into the 

gorge, drawing her ridinglwriting to a close. Riding to what must be the end because, one can see. there 

are no more pages brings the story to depend largely upon the structure within which it is expressed. 

t Hence the form of the novel is reflexive, mirroring itself, turning back on itself like a "C." The narrative 

focuses on'its own rationale as the characters, coincidentally, focus on theirs. The Indians. following the 

trail they recognize as a "narrative of fate," yet wonder why they are where they are. I t  is the second 

Indian who has the audacity to voice the fundamentally self-examining question which the wise first 

#Indian silently reviews: "Why are we doing this" (231). Groulx is also unable to figure out why they're 

there, seeing as the police are looking for them. But Spencer's reply voices (unintentionally) the difference 

between a puzzle-which GrouIx, thi&ng this to be, wants answered-and a mystery. which is a quality 

of this eccentric world. "'Far as I can see,' he [.Spencer] said, 'them things you can't figger out are most of 

the things there is"' (223). The thin trail of writing, riding traversing the ground of the text leaves its 

sign-not just for those who can see it; for those who can read it 



Caprice herself has trouble figuring out some things, but the on$ thing we are told she ponders , 
most is a passage from a text, from Faust: 

P. 

Then did I in creations of my own 
(Oh, is not man in every thing divine!) 

* Build worlds-or bidding them no Ionger be- 
Exert, enjoy a sea% of deity- 
Doomed for such dreams presumptuousto atone; 7 

All by one word of thunder overthrowg! [21.] 
- .  7 

1 -II 

Despite having memorized the lines. the " E ~ W  data" of the text, she stares at  it, uninspired. and it stares 

back, unthinking. She needs to read with more than her eyes to find the story she senses to be staring at 
I 

her. AFter all, eyes are fallible and pick out primarily facts, whereas Caprice looks for the real story 

behind the facts, the other meaning. Even, yes, her eyes are fallible, and their error itself signifies within , 
- 

the text: "Build worlds?  he' first time she had read it aloud she had read and memorized 'build words;'- 

and so was surprised to find 'worlds' when she looked again last night" (21). That such a careful riader 

should fail to distinguish between "world" and "word" tells the reader that perhaps their difference is not 

as marked as "1" would make them out to be. Since elsewhere we are told that a pupil leafns as well from 

a "narrated mistake as from his own" (131) the words are the equal of the world in practical terms, indeed. 
8 Q 

When Minjus' photograph of Caprice appears in the text Minjus is, deservedly, proud. "He knew 

i t  was good, as good as the world" (149). As good as the world: the simile at once makes the 

and draws distance between the terms simply by demarcating them. So, on the one hand the photograph 

is, too, a creation and he saw that it was good; on the other hand. it is not a mimetic picture of the world. 

Caprice looks a long time at the photograph. "It was the first time she had looked with someone else's . 

eyes at this creation in the west. It looked like an invention. It did not look like a cowgirl" (149). thereby 

emphasizing its composition. In a setting where characters self-consciously define themselvk by (their) b 
looks, creating themselves through their images, Caprice is said to view the image she perceives not as 

herself, but as a "creation." The photograph is an "invention," disclosing to the reader that art shows its 

own face; it is artifice, it is not mimetic. This opacity presents the creations of Minjus as, like Ca~rice, 

art-both are written art forms. "Shadows on silver" (100) is the writing with) light ascribed to Minjus. 

Camice is shadow on the ground. 

Caprice and her horse move as one configuration in the shadow, in the story read f r ~ m  the ground. 

The reader sees the movement of shadows as Cabayo's "shadow with the woman's shadow above it 

reached to the round edge and over into the general shadow" (211). Repeafing the word "shadow" makes - 

the reader aware. not only of the shadow that appears to the imagination. but of the "shadow" emerging 

from the text here present to the eye. "You paid attention to shadows" (1) we were told as the first rule of 

the book's doctrine. Shadows are where the intelligent life-that will stay alive-lives. That's where 

breathing animals lie at midday. where preying animals and their quarry hide and. in general, where all life 



exists iri a desert landscape. Shadows are not only marked absence, they foster life itself. And here the 

textual ground wherein figures disappear is itself invented, discovered: discovered by being 'cove& in 

shadow. 
4t 

Casting abput, one sees that the articulation of shadows is also pronounced wiihin tdat text They 

are'looked to both -for facts and life. The fact of temperatbe, one way by which one calibr&s one's 

envi ib ien t ,  is told in shadow, but its impracticality is evident when we read that if "Caprice ha8 had a 

< therrhornetei with her [which she didn't] she would have been able to see that it was 96 degrees in the 

[nowhere-to-be-found] shade" (201). Caprice watches ROY 'from the shadows (119). an appropriate place 

for her, and the fearsome outlaws, knowing that Caprice is in the shadows of the livery barn and wanting . 

to lure- her after them. "peered into the darkness, not confident that-they were seen" (240). Peculiar 

indeed, this looking in shadows for the real story. 

_, Shadow and light are a binary code, the rudimentary language of which is used by computers to 

write this text, eyes to read this text, and eyes to read that text, Caprice. And in reading that text our 

ordinary eyes see it is the photographer who can "decipher the script of the sun. a language tha! caused all 

otheri to be possible" (167): S o  fundamental is the play of light and.dark that GB ascribes life'and death 

itself-as an integral contrary-to their interaction. .We see that Minjus' photographs are "fossils." each 

one "a shadow that spoke from dying lips" (147). Here a photograph is vital and dynamic as art, but its 

subject is reified, fossilized as the image of its past is created. So the death enables the life and is, though 

from a negative, developed and printed. "Down Long Black Stems" (DM 42) reveals that "Dark holds no 

absence, writing is dark / on what was light, a death / braught to life." A death brought to life in making 

that death into art-into a matrix, mothering speculation by a reader-that is a text The words are 

reified. taken from the universal langue and'made particular. concretized. in p d e .  But that reification of 

the dynamic, daemonic langue is itself a death: a death revivified in its perception anew. perception 

(beyond the fact) being creative. I mean t4 confuse you. I mean to make you wonder: are we dealing with 
i 

words or subject matter, as of the photograph; what is it that "dies"? What is it that becomes (a) shade? 

When Caprice rides away from Roy she writes "Je vais voir I'ombre que tu devins" (266). which is how 

another written life1 finishes. Yes, of course you see now. The world created-the text-nurtures its 

inhabitants as it grounds @eir lives. 

In the world of Caprice, the characters she meets are often addressed by their location within the 

text rather than by any uniquely personal name. The two Indians do not call each other "first" or 

"second"--these designations refer to their relative origins within the text Graphically then, the 

appellation "second Indian" would imply its synchronic relation to a "first Indian," and each reiteration of 

"second Indian" goes back diachronically to the introduction of the character within the text Thus does 

'Stephane MallarmC's "L'Apres midi d'un faune" ends with these lines. 



their relationship make of the text a grid, their continuity within it lines drawn as'on a graph. Further, 

these lines draw Bumina Water into the matrix of Caprice, appropriately enough, since the two will form a 

trilogy with an as-yet-unwritten vollrme. 
Z 

A danger of making the "first Indian" and the "second Indian" habitual features of the textual 

landscape is that readers may treat their names asmere eccentricities in a mie ty  where Indians are 
' marginalized-where Anglo-Saxon names are "normal." Well, and such is the case, but ,in Caprice 

whatever sociological implications can be read into the Indians' naming don't explain the similar naming of 

the white folks. They too come en masse, differentiated by their textual precedence. There are the first 

and second constables. the first and semnd bushwhackers-also denoted as the single unit, "Spencer &' 
*) 

Groulx"--but when the baseball players are designated as "the first first baseman," "the second first 
*% + 

baseman" (48) etc., thidabsurdity cannot possibly be unnoticed by even themost unseeing of eyes. These - 
3' 

characters are identified, are named, by their location in the text. Like the ~ n d i ~ c h i l d r e n  whose 

names-hence whose tb~crns and fate-derive from reported vision the characters, textual creations, are 

named by which creature we see first in the narrative. The connection between naming and creating is 

significant here as it shows the text to, literally, create its characters.. ''Places & characters don't seem like 

the real-they are what they are, beings fashioned of words" (GB &lJ 116). Invented concurrently with 

their site in the text characters, the "objects" of perception, have no existence prior to the text-no 

existence prior to their annunciation within the text. 
ip 

Given then, that names are words whose signified reality is their situation within their text, they 

nevertheless draw upon other texts in which they have figured. So then, the store clerk Delsing connects 

Caprice with previous of GB's texts; Arpad ~ e s s e l r i n ~  reminds the reader of D'arcy Keyserling whose 

name was itself the subject of "Four California Deaths." George Atwood. John Kearns and Doc Trump 

pick up threads from GBYs previous inscriptions o f y i t e r s  within his work, showing that his texrs are 

shaped partially by what he appropriates from other writers. Then it comes as no su$prise to find "the 

rising firen (85) in the text's ground, or "mist on the river" (266). too, rising from that ground. When Lilly 

Traff steps from the Double Hook to give birth in Caprice Tay John (138-9) the reqder figures the written 

network to be dense. So much so that the allusions one is aware of missing outnumber those one 

perceives; a curious sense of seeing without knowing what one is seeing cemes from Q~rice-Caprice, you 

will recall, stared blindly at a text herself. This recalls the structure of a discontinuous fmction and makes, 

one fear that behind every word lie, not bushwhackers, but other texts. This is a doubt voiced by the 

second Indian who, aware that there is more than meets the eye in the behaviour of these crazy people. 

figures if "I have to observe them anyway. I might as well know what I am looking at" (247). since we 

have already been told, quite early in Cavrice. that "seeming is cdifferent matter from being" (4). one 
- ..- 

recognizes that the "seemingness" of things is as variable as there are various sighting~, yet "being" is a 

different matter. The isolated quotation. as fielded in the fourth inning, is an archaeological artifact whose, 
*5?G 



context changes the artifact itself. You will recall-that earlier this inning fqmhted to several wordrwhich. 

although identical in isolation ("look," "see") became different words when &eir context (was) figured in 
d - ". 2 

their meaning. 
"L 

- * 

Intertextuality hks/makes prominent scenes id Caprice. The passage which so intrigues Caprice 
I 

is repeated and she stares, trying to see, not what it says. but what it meats--to her. She looks beyond its 

"seeming" to'the "being'" Whereby the words become animated. delightful: she "looked hard, the way she 

sometimes did just before the other meaning edged past her eyes into her delight" (21). That "other 

meaning" suggests *at which the wise first Indian knows how to perceive; though going blind he "could. 

still see better than most people because he knew what to look for" (128). So. then, what Hes before you 

depends on how you see it, how you re-create it in your mind and you do--Caprice does. her recreation 

consists of reading from Faust on the building of worlds and the passage is revised, presurhably by Caprice 
b 

although certainly by Cavrice: 
, Then did I in creations of my own 

(Oh. is not woman in each thing divine?) IT 

42 * = 

build worlds-or bidding them no longer be -- , +% 
exert, enjoy a sense of deity - 
doomed for such dreams presumptuous to atone; 
all by one word of thunder overthrown! 

Over-throne! The rumble of those words 
is my sport. a seizing of His speech 
for my dire purpose 
and my duty [86]. 

The author changes "man" to "woman," habitual capitalization to lower case, except where syntactiqally. 

not marginalIy. justified, and appends several stanzas more than here quoted which Goethe or\the divine 

inspiration which guided him might not have authorized. Presumptuous dreams, indeed! To thugSeize 

His speech, usurp authority and invest it in creations of pour own, and all for recreation-a sport, no 

less-is the author's-any author's-game. It is Coyote's game too, and the narrator's, although gob ma); 

think that the narrator is Coyote upon seeing that a "cYe,& vu slipped quickly inta the room and back @t 

the window" (172). Such fleetness of foot is reminiscent of Coyote himself. changing shape from'an 

abstraction (a participle of vdr, as we see) to the concrete in buildingAa world. Coyote is. too. a creator, * .  

and the story of the Word Eater introduces a level of narration into Caprice where words themselves have 
-- 

substance, actualizing a world in their pronunciation of it rather than labelling an already-existing world. 

Thus do words annunciate the cornin$ of their referent but if, as we are told. in "the virgiai _womb of lhe 

imagination the word was made flesh" (58). then it would seem that which-came-first is a 

chicken-and-egg mystery. The imagination creating the word which. in turn. creates the world wherein, 

presumably, the imagination figures ip tangled web, indeed A web not unlike the interlacing woven by 

the eye and consciousness in fabricating each other. 



Caprice is evidently playing with this interdependent dygarnism. The -. text does not- depend upon. 
b 1 

the antecedent for a proper noun of its creation, as an hypdthetical Indian js -_. a e d  _-_  "~a r ry -Gar l i e "  (535). 

and when Spencer shoves a woman named "Clarice," perhaps his reaction was to the name and not its 

referent. Caprice herself is called a varietydof things, among them "Capreese" (15'2) and "Cabeese" - + (224). 

Luigi calls her Capriccia (68), though with his jaw shot off, thanks to his cdvaiierh, he;ainyt going to ever 

say Kapeeshdr Capreesh or anything again" (152). As a single entity is designated by so.many names 

there is no unique or necessary relationship between the name, which is "an object you have attached" 

(Michaux qtd. as epigraph. Imaao 20 7) and the entity. But each name, each word, shows something of its 

attacher; it shows how they see .their object and reifies a construct which is the creation of the narner. In 

defining its objects (what is seen as other-than-itself), the perceptor is, too, pronounced. So when the 

character we know as John Kearns is called "Temy"' (53) for the first time, we recognize the speaker as 

being new to the text, not having heard this nickname before. Where an object is variously designated 
P 

words cannot be primarily mimetic. They are not disinterested reports of the facts of the world and their 

narration is opaque, not transparent 

Reading sign identifies the signator, of course, but in reading. the sign identifies the reader. too. 

When  table Burr finds campfire debris with old cans and a crackerbox he determines the signator's 

identity to be other than the outlaws he is trailing, because "they would not leave that kind of sign. That , 
b 

kind of sign was left by newcomers from back east" (179). But, clearly, he is reading more than the facts 

of the garbage and in doing so implicates himself in the created sign: That sign could mean a lot of 

different things to other interpreters. 'caprite herself leaves a similar sign, taking care in its writing. -Here 

she knows that she is leaving a story for others, a story written as much by light and dark as by Caprice: 

"black smoke in the day. and(a fire at night. A camp that can be seen from a hawk's flight in any 

direction'' (205). But whereas her si~n's.similarity with the debris might be read as showing her to be , 

newcomer from back east-which she is-now the reader interprets her sign differently. The Indians, 

reading. interpret her sign as a lure, not carelessness, thus interpretation creates the sign. There is even a 

necessary sdection involved in deciding, as the Indians must do with the story in the ground, is "that part 

of the story. or is that the part of a story that is not just a story?" (90). Thus a similar sign means 

different things depending both on who is writing it and who is reading it.' d 

Where a single signifier can designate many stories, and a single entity can be signified by several.? 

words, there is no simple relationship between the signifier and the signified, or the word and itqreferent. 

They create each other, but more than that, in fixing such an equation the personalities of beth writer and 

reader become implicated therein. The Indians, considering what-. label to apply to worldly phenomena 

uncover a pernicious element of the wordheferent relationship where they make it clear to the reader that 

LTenny's son may be a liteiary father to the character from durious, "Lionel Keams." . . 

Perhaps. 



words are tools of authority used, at times, for subjecting what they objectify. "'What white man's word-' 

'White man's word? 'All right. What word used by the white man do you th@ should properly apply to 

such a phenomenon?'" Later, the voice of the narrator approximates the Indians' discourse: "That was a 

white man's word. Tribe" (4). By identifying the Indians with this term an "other" is created. an object 

which identifies both the named and the namer. But the naming of an object is also the creation of its 

relation to the subject, a relation in which the "object is a presence, primarily presence-and from presence, 
@ 

.. what demented movement might ensue [Michaux, Maior Ordeals 60]?" Demented moverpent indeed. 

when what you seek to contain as an object insists upon existing in relation to and defining its subject. The 

object, in refusing to be marginalized by the subject exists in a dynamic. mutually-identifying game: "when 

you can no longer prevent thing~..~objects., parts of objects from becoming faces, people. beings," then the 

"offensive of things begins. [...I the glass wants to drink drink me. The raisins. the tube pf &.I; watch me" 

(Michaux. Maior Ordeals, 52-6). ~ ; c h  a critical game is the course of reading. is Gorice. is this. 

The interplay of subject and object is best seen in the dynamic of the gaze. Lacan considers the . 

C subject tobe  split by the gaze and explains this, positing the subject as between the pictured object of their , 
gaze and .the gaze as an abstract, disinterested faculty: 

\ 
The correlative of the picture, to be situated in the same place as it, that is to say. 
outside, is the point of gaze, while that which forms the mediation f ~ p m  the one to 
the other, that which is between the two, is something of another nature than 
geomeual, optical space, something that plays an exactly reverse role, which 
operates, not because it can be traversed, but on the contrary because it  is 3 

opaque-I mean the screen [.... I] f I am anything in the picture, it is always in the 
form of the screen [96-71. 

The screen, of course, dstorts its projections. Thus the subject is constituted by their gaze which, in this 

metaphor, corresponds to the play of light and dark upon the screen. Yet again, which-camefirst. the 

subject or the gaze is an inappropriate question given the interdependence of the two.* 

- To read C a ~ r i c e  is not only t s s e r h e r  lines-Caprioe is between those lines. And so hat 's where 
. 

the careful reader reads-between the lines-in the absences that reveal selectivity and in the synaEses 
- T 

which connect according to the characteristics of the text's composer. Such eyes rnterpel what they see 

and read a story therein, evincing an attitude toward the objects @ey perceive and the underlying attitudes . 
which they, hence, notice. "To notice is not only to perceive. I t  is te take a snapshot-not only a visual 

snapshot, but a mental one. More than that, it is to have an attitude towafd reality, once it is understood" 

(Michaux, Maior Ordeals 60). And the prints are not the @ole story. often reading the negatives between 

the lines, even those lines themselves are a story: the story wherein the narrator figures as creator, the 

reader figures o u t  -Thus who names-or nariates-plays at creating a world the face of which is the 
- ,J 

delightful texture of words and their ludic potential. "You cannot look at 'bmeone h h o u t  feeling a 

relatedness. You are looked at and feel the weight. the new. excessive weightaof the glances which concern 

you" (Michaux. Maior Ordeals 138). the glances which hold you in their g m . -  Thus d.oes the text elude 



-% 

objectivity and make of passivity a delusion. The focalizer through whose eyes (perspective) we see the 
/ 

world is never innocent; those eyes are, as Kroetsch said. the'language itself. - 

\ The spectacle thus conceived plots its creator within, and the explicit inscribing of the textual 

world is plotted, as I have said, by caprice. Coherence is of the sort that defies logic. Links are 

woven-between chapters, paragraphs, sentences, words and even between variant denotations of% single 
& 

word token-whimsically. This was shown earlier to foreground the surface of the text. But when the% 

links are fused batween levels of narration. it is not merely the textual surface wbich is emphasized, but the 

compositional interaction between creator and created. Consider this linkage between the described, 

mimetic level of the narrative arid the diegetic, ordering level created by the wgrd "seen. " Luigi is asked, 

"You ever seen any Amazons in your grublining around the world?'l In the next chapter the narrator is 

immediately seen to respond. "There was only one saloon bar left in the town of Exodus, and it had seen 

better days [I611 " (the narrator never mentions where the other saloon 'bars have fled). Within a chapter, 

similarly punning textual coherence links where children as symbols of change are contrasted 

with cowboys, those "other boys [...]'riding away from girls and mothers. riding away from the Provincial 

Police, eager for the end of changing." The next paragraph begins. too, with changing children: "Seems 

like 'I have to change you every half an hour" (144). a mother says to her child. Such literal cohesion is 

evident throughout the book. and establishes concurrence between certain of the characters as well-you 

will recall Roy and Caprice's literal conjunction-but the more interesting conjunctions are fused between 

the charaaers and the narrator. Appearing to establish a causal antecedent for Spencer's drinking of 

Foster's liquor. 'the narrator describes the life they led at the ranch as "a. life of eating and drinking. All 

this musing made Frank spencer desirous of i reward himself, and that last word. 'drinking.' did it" (Ib). 
Thus the narrator integrates direct and indirect discourse, thereby blurring distinctions between levels of 

p" 

narration. Indeed, the arrator  and characters are shown to be interdependent again when the townsfolk 

buy Caprice a horse from H.P. Cornwall who acknowledges receipt of what he calls "assorted currency" 

attributed to what the narrator calls "assorted company" (263). The narrator also appropriates the Indians' 

narrative conventions. mentioning that to lure Caprice itQn not enough to "sing the Caprice words" (100) 

as Coyote lured his prey before the Word Eater ate his words. Clearly, this is not the usual course of a 

narrative where the narrator is expected to stand aside and, with an effort at objectivity, report the events 

of the story. This nanator makes the reader very conscious that the narrative is artificial, seizing the 

speech of its characters-and vice versa-for sport-a world playfully composed before our ordinary eyes. 

Having fashioned the habit of remarking on the ordinary. the narrator continues to draw the 

reader's eye to this habit, thus displaying the narrative diction. In fixing the point of view we have seen 

that "ordinary English eyes" characteristidly watch Caprice, but when the narrator watches her drink 

sometimes Chinese tea. sometimes "ordinary English tea* (141) the diction focuses attention on itself 

rather than its object That attention tb its own display becomes self-referentially critical when the diction 



is shown to be absurd. The narrative. through litotes, mockingly subverts its own description in remarking . 
upon the unremarkable nature of "the ordinary earth [...] the ordinary horse" (251). Even the 

dialogue-reportedly in the speaker's voices, of course-participates in this ludic self-mockery, mimickinp 

the habitual diction of the narrator. 'Kesselring mimics the narrator. telling Cyril Trump the newspaper 

man what he would see if he '"had the eyes of an extra-ordinary journalistn (182). and the first Indian 

speaks to the second in the narrator's voice: "You have ordinary Indianlears" (90). he says. 

Upon first glancing gt C a ~ r i c e  it is evident that the narrator is a trickster. Creating a scene and 

reshaping it under the reader's eye, the narrator shows the text to be artifice, but artifice the face of which 

is revised in being seen from different perspectives. The narrative is a game played by the nairator within 

which that narrator reflexively figures. Thus in foregrounding the text itself as figure the traditional stance 

of the narrator-as outside the story-is made impossible; in showing C a ~ r i c e  the writing narrator is seen. 

This is the real story: not what the story is about, but what it i s ~ a n d  perceprion becomes proprioception 

when the narrator is, too. part of the story. "When Caprice showed up she put a stop to narration" (156) 

but, as we have seen, she inspires as many stories as there are eyes upon he!: proprioceptive stories. 

The creator takes/makes nose.of material. as a 6 i t e r  or reader does. ~ i n j u s ' i s  a creator within 

the text- So is Caprice. who says "I am writing it [this adventure], that is what I arrdoing" (76). But this 

discourse is reported by the narratbr in free indirect style; that is. it is the narrator's voice in which the " I "  

is expressed. though purporting to be in the character's voice. Identities are not only confused, they are 

fksed in Caprice's "I." But also evident is the status of the narrator as a charactenstic of this text, not a 

character but a pervading quality. Given h e  narrator's unsystematic omniscience, telling us occasionally 

what characters think and. selectively, how they behave, the focalization is itself consistently erratic, 

showing the ordering principle to be caprice. That Focalization is highly personalized-idiosyncratic, 

even-in choosing where to cast its eye. Thus is caprice a characteristic of Caprice's narration. an implicit 

ascription from the explicit inscription of the world the eye creates. 

So, too, readers like you and I create this text in refashioning it through our perspective, and our 

status is comparable to that of the capricious narrator/writer of the text "Now. or rather a then that w e ,  

call now" (38) ~ituates the reader in temporal relation to the diegetic and mimetic levels--the facts which 

the narrator composes become "then." as the "now" through which the blithe reader might identify with 

the characters is altered, seen as the artifice of a narrator whom the reader is on firmer ground in 

identifying with. "Now. or rather the kind of now you are persuaded of in a black-and-white surface" 

(100) makes you stop and stare at that, kind of, now. But what you see is a narrative that situates you as 

contemporary with the characters then palinodically retracts that statement. "So this afternoon, or rather 

that one" (161) the narrator was being demonstrably precise in the narrative's temporal address, yet 

showing only that the narrative is distinct from its story. There are at least two separate time frames 

composed by this narrator, and the reader's place is concurrent with the narrator's. "Then" is spatially 
- 



, present only, as data to the reader and narrator. What is temporally p r e s n t  to both, simultaneously, is the 

narrative. The reader is implicated in the narration as a compositor ordering its details in a-perhaps 

novel-way. "In the post-modern novel you do not identify with the characters. If you are to identify - -  

i' 

with anyone it is likely to be the author, who may lay his cards on the table & ask for your opinion or even 
- help in finishing the book. In any case you are offered a look at the writer writing" (GB, MP 30). You 

may even see a story made before-your eyes. depending upon whether you have normal reader's eyes vr 

curious reader's eyes. "If you have normal reader's eyes you will see the Europeans here sitting down to 

pull the small cactus off their trouser legs [...I. If you are a curious reader you will see a familiar 

crumbling of rock, and look closer. to find what you more than half expect, light blue agate, opal, jasper. 

Once you are pretty sure you found some garnet" (33-4). Who found the garnet? Not only is the reader , 
- 

actively involved in setting the scene through their perceptive capacity, they are inscribed within the text 

itself. And not by describing characteristics, as eyes, but with attribution of thought, expectation, and even 

desire: "if you were there you would have liked to feel that [Cabayo's] hair with your fingers" (6). Thus is 

the reader read by the text which bears witness to that reader's perception. 

Passivity is not possible in the face qf a text wherein you are situated. The reader shapes the story. 

This is a direct result of the writer's foregrounding the text itself as figure since, according to GB. if "the 

writer thus becomes attentive to the su~face upon which he must work, two conditions are likely t a  come 

into effect: the literal prose will be more interesting. & the reader will be called upon to actualiie the 

work" (MP 120). Hence "we" follow Caprice's writerly trail together, having a hand in writing that text. 

"We can look back to what they looked forward ton-which you may look back in this text to find, 

reminding yourself that this is a spatial, not a temporal art-and where our glances weave with theirs the 

interpreter and the story material fuse, making dynamic the fact of what is seen. This creates the storied 

"being" of objects beyond their "seeming." where they generate a sensibility within the perceptor: not of 

domination, but of interaction. The real story is in being, this ontological relatedness wherein objects 

refuse to be reified as only black-and-white, coming alive and answering who would subject them in, 

shadow. So, although you do not identify with the characters, you order them about, pose them in order to 

read yourself in their situation. The writer/narrator becomes pan of the story; you cannot notice 

detachedly: not even the narrator can. not even at their own perceiving because the "illusion of the 

consciousness of seeing oneself see oneself; in which the gaze is elided" is the moment where the viewing 

subject manages "to symbolize his own vanishing" (Lacan 83). you cannot look disinterestedly. not even 

at your own looking. So, one recognizes that the structure of the gaze is such that it creates an Other 

which is the attitude through which the object is viewed; a valueeladen langue inseparable from the 

perception of its particular data. 

' , The particularity of the viewer is as important in setting the scene in C a ~ r i c e  as is the general 

structure of the gaze. Where who is doing the reading conditions what is read it is not surprising that the 



narrator is very careful to distinguish among readers, "If you had the eyes of [x] then you would $ee [y] " 

sets a m e  where the condition of the anteceaent consequently determines the site. But in the case of the 

narrator, the reader knows what is seen and must construct an "I" who is the seer. The narrator is never 

identified within the text The narrating eye addresses "you," implying an "I" in thus writing to the reader 
3 

while refusing to reveal where he stands. "No doubt, in the depths of my eye, the picture is painted.' The 

picture, certainly, is in my eye. But I am not in the picture" (Lacan 96). I am. if anything, the screen upon 

which it is presented, you will recall. GB concurs with this metaphor, agreeing with Lacan that the 

convention is to ascribe clarity, transparency even to the medium of perception. But that is not the case 

with t h e p e r h a p s  proprioceptive-post-modern novel. GB claims that "Post-modern novels, on the 

other hand, are in a way decorative. If they are windows they are stained-glass windows or cut-glass 

windows that divert light waves & restructure the world outside" (MJ 25). In a text where the viewer's 

identity determines the content, the effaced narrator is the implied subject whose gaze creates an object 

which is the text. 

Th i s  the text is the ground, the screen of the reader's speculation wherein can be read various 

stories according to your lights. The most wary eyes will be aware of editing .in their reading, reshaping , 

the ground in order to ascribe therein figures of their own making-making, as it were. figures from clay. 

flesh from words. "Oh. you are just playing with words again" (87), I see. Playing with words is its own 

object when words are themselves the world. the totality of what is which so puzled Strange Loop. There 

is nothing outside the game. Roy himself wonders "if what Caprice and Frank Spencer and Loop Groulx 

and even Pete Foster were playing, if that tqo is only a game [77]?" This is a game where scoring is not 

the object, but whose object is circumscribed within the game itself. The object is not An abstraction 

beyond the game, in whose name both sides beat the most direct path to, the game is complete in itself; 

there is no external goal and no described referent In this game you want to defer closure for the pleasure 

in the playing. Indeed. making the same plays over a ~ ~ d  over again-or the same infinite. strange loop, as 

Douglas Hofstadter calls it-itself signifies an insistence upon the continuity of the game. Thus repetition. 

which "is turned toward the ludic" (Lacan 61) insistently draws attention to itself, to its existence as , 

structure. You don't want to get to the finish when your existence is defined by that game. 

When you don't know who set the rules of the game, with what background, competence or 

perhaps even mischievous-not to say. d i r e p u r p o s e  is to see yoqself in a godgame situation: "Even 

God, some people would say, has his game" (80). One of the rules God drew. you will recall, was that his 

face would be obscured yet the substance upon which He moved (the waters) had a face. In terms of 

reference, the Creator's name would be unspok&-perhaps why "I" never appropriates the identity of the 

creating narrator, with the intriguing exception of the ambiguous statement by Caprice (previously quoted) 

where "I"  would seem toAesignate both the character and the narrating writer-perhaps even the 

interpreting reader. 



107 

I see a line in the text recurring regularly which I construe to be significant-make its significance, 

perhaps-though it would be blind indeed not to notice a quotation in a language other than the text's 

primary one. So. having noticed that the narrator is not reified within the text I see a line which, by its 

repetition as a unit, is. That is, the line itself reminds the reader of its previous occurrences so projecting 

from $e ground as a sign. Lacan claims that repetition signifies itsetfand whatever "in repetition is 

varied. modulated, is merely alienation of i@meaningn (61). Thus is the repeated line self-contained, 

extracted-an artifact perpendicular to the &rfacee of the ground. That projection (perhaps the reader's) is 

"toupurs le bon Dieu reste muet" (83, 118, 169). becoming a liturgy in repeating, toujmrs, and invoking, 

perhaps, the ultimate Author. After all, "God is the Commissioner of Baseball" ("1," B), the 

commissioner of Baseball, and His identity is mirrored in His creation: a resounding "I am." 

Within this text there are a-number of creators, by their activity imitating Gad Himself. The 

French symbolists, whose presence shapes Caprice, saw creation by the artist as an emanation of the god 
@ 

insid$, the artist was "le mage divin, le Mage crkateur" (Thdor de WyzCwa qtd. in Lehmann 47) apd they 
tf 

n$@nt,it literally, not figuratively. Mallarm6 wrote that man, who is the symbol of God, is duty-bound "to 

observe with the eyes of the divinity; for if his connection with that divinity is to be made clear, it can be 

expressed only by the pages of the open book in front of him" (MallarmC 40). Clearly this is no abstract 

integration. but one spatially locatable within art itself. "L'art est le souvenir de la prksence de Dieu" 

(Ernest Hello qtd. in Lehmann 53). Hence, man as maker forges his own integration with Who made 

him-yet a grander paradox. repeating the structure found in Ca~rice at several levels. Well, repetition is 

said by, again. Lacan to be a game where structure itself is the object signifying perpetuation independent ' 

of the particulars of content (67). There evidently is repetition in the structure of Caprice and it is 

amplified formally, finally drawing the reader and their context into the world designed by Caprice. I'll 

remind you that this integration of creator and created was noticed on the narrative level of the characters 

with self-image, on the level of the narration with the narrator implicated in the story, and on the level of 

what I will call meta-narration, where the reader is called upon to actualize the narrative, as GB put i t  A 

divinely all-encompassing structure, it draws everything into the game. into the generative text: a 

post-modern game playing with boundaries, indeed. 
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Ninth Inning 

O "Nine. / Is a baseball number." we know from the ninth inning of Baseball. GB's game is itself 

one of calibration since "The season / cant help but measure." The season measures the body's decay as 

the body is burnt out; the game measures the matenat body, the writing's body as armed by the writer: 

"my nose was broken twice by baseballs. / My body depends on the game." That game. however. depends -', 
upon the *sacrifice of its players as "the game / isnt over till the last man's / out." One game leads to 

another, however, and the best measure of a game, like a work of art, is its inspiration of others. So, here. 

we see another game, in another ballpark, being played where GB is not the pitcher but the pitch. 

Visitors 

The scene is a gathering of "Canadian poets and Buffalo literati" where "George Bowering. p o ~ t ,  

novelist, third baseman in the Vancouver sandlots" and character in Joel Oppenheimer's "A Likely Story" 

(40) takes his stance. "Secure in the .knowledge that he was one of the guests of honour, he could sit 

downstairs for the whole game, and people would just ascribe his behavior to poetic needs. Besides, he 

had turned-or at least started-a triple play just a month or two before, after a lifetime at the hot comer." 
T 

H ~ r e  is a new mask for GB-as a character in the fiction of another writer. (The inevitable question as to 

whether this may, indeed, be G B  himself writing under a pseudonym I don't even want to think about.) 

Perhaps "Splurge Sowering" is one of his pseudonyms-as " A.A. Grassnake," his reported 
'e, 

"protegk." may be-at any rate, this Splurge Sowering "was associated for some time with the energetic 

group of young poets in the West who produced the bright little magazine, m. Since 1963 he has 

managed to turn out at least one volume of poems a year. two of which. Pock Markinns Soot and Fanns 

Colossus have won the Governor General's award" (Geggie and Whalley 38). A sample of Splurge's 
a 

talent is included: the lyric "Inside the Pickled Walnut," from which I quote the immortal: "where I kiss 

you / cinnamon my tongue / cloven to the roof of my mouth"; and the tender "Let me share you / with 

this nut [...Iw is worthy of Sarah Binks herself. The debate may rage regarding attribution, but clearly 

some respect for the rules of GB's own game shapes this parody: it is a game that is a double of GB's own. 

David McFadden has scored a triple play himself with  i is tory of Poets: George Bowering" (in 

the tradition of GB's own "History of Poets" series). also "George Bowering (for Donna)" and "The Black 
i 

Mountain influence (for George Bowering)." The latter mentions Robert Creeley which occasions the 

writer's outburst: "An American! I quoted an American! Please don't kill me. A1 Purdy, Milton Acorn. 

You silly buggers" (NMFG). Following this strike commonly made against G B  McFadden finds the real 

influence to be intellectual, not national, as to be a writer is to "Take any memory, personal, racial, literary, 

and try to relate it to the present moment, the things around you." What is seen from a personal point of 

view is not truth but creation. and McFadden goes on to admit that the poet is called upon to wear the 



- 
mask of God at times. But, "It must be awful being God all the time, those wounds in hands, feet and side 

never healing." When the writer creates, plays God. he also assumes the penance which is -the destruction 

complementary to the creation; when h e  creation is of self-identity, the destruction is, too, of the.self. 

Home 

Creating art from art. or one text from another, is fertile decomposition: a process of rebuilding 

integral to the act of structural decay which we find in Baseball ("9"); 

I know I feel my own body 
wearing down, 

my eyes watch 
that white ball 

coming to life. 

I made this interdependence within GB's own work evident in the fourth and sixth innings. In "Working 

and Wearingn (A 43) the subject "discovered the working was a wearing away." That is. "The sun is d;ing 

to keep us alive. The fire in its place is dying to keep us warm. What is working is being worn." The 

workings of the writing are a "wearing": a wearing of fine raiment, skin, or amour, depending upon how 

you look at it. Spicer sees the containing wall as that of a temple, writing that "Where one is is in a temple 

that sometimes makes us forget that we are in it. Where we are is in a sentence" (175). But GB replies in 

Allovhanes, where "all sentences are to be served." that "Sea spray crashes on the temple / & sets it 

aflame" ("XI"); 

The burning of the temple, from within, makes one's existence both coterminal with that of the 

structure and separate from it. The body separate from its identity is the stream and it burns. it burns the 

" I n  who confronts and perishes in holy fire, as in Yeats. Novalis, Allovhanes and "Delayed Mercy." 

Orphic voices torch the structures, the bars, as they sing themselves in "Elegy Six" (81): "But we know a 

few who sprout flames in the dark before morning, ,/ lighting the air we've only learned to breathe / their 

godlike voices singing from their still skimy bodies." Their song is self-referential, it signifies its own 
. , 

creation because, as Allovhanes ("X") voices, " Et verbum canofnctum est ." The creation of art(icu1ation) 

is the burning of reference. of its bridge to life. We have come. Barthes claims, to "this precarious 

moment of History in which literary language persists only the better to sing the necessity of i ts  death" 

(Writinn Dearee Zero 75). When GB tells us that "the language is burning." this reflexive destruction is a 

uansforrnation, too--a transformation of the remembered words in their present flaming constellation. 

There was black fire writ on white fire, 
the poem brazed before my very eyes. 

1 wanted to dive into the flames, 
save my furniture. 
rescue my 'beloved books'. 

--"XVI," 



F. 

< .. 
In Kroetsch's essay "For play-and- Enaance" there's a subsection entitfed: "Or. s g & d t &  poet's ' 

- -  + 
I. . 1 

book, the poet's life." Here. Kroemh posits an ontological dissemination of thepoet through6ut the world - , 

as language becomes a means of, n6t communi(cati)on of the one with the other. but of seedirik one's 

traces in that world. He says: "We write poem's: in Canada, not of the world. but to gain entrance.to f ie  
"2 ,- 

world" (Essavs 107). Hence GB's image of the writer's bap&sm in Allsphanes ("111"). ,where "The 

freestanding flame is seen in the pool / yoy enter with your last wet page." This self-immolation by 
C 

which the writer enters the world maps his (and this clearly is a phallic enter-prize) passage as surely as 

Vancouver's naming, though the self as graphed here 4s a provisional address. not a metaphysical truth. 

"As we come to the end of self, in our country, we come again," Kroetxh writes, "to the long poem. We 

become again, persons in the world, against 'the preposterous notion of self. We are each our own 

crossroads" (Essavs 107). As that "crossroads." we locate ourselves by our divergences (from others. from 

death, from our remembered selves, etc.). thus mapping our situation with the structure of difference 

whereby the subject disappears. 

The burning water Vancouver entered baptised him anew. affording him a place in another context 

where he has a plot-"ploughshares" it is called in A Short Sad Book-where he is put away and. if  the 

story be told, he is dead. The storyteller is not dead; he is always about in the story or it wouldn't be there 

where he is, but he doesn't have a plot; he has a location but not a plot, although his story does. What is 

plotted is prior to the writing in which it is dead; what is being mapped by the writing itself, not prior to it. 

is burning in the reader's presence. "To write is to produce meaning and not to re- prduce a preexisting 

meaning." as GB writes (after Raymohd Federman) in "The Painted Window" (116). That is why art must 

be "thinking, not thinking about" ("18," EJ. When art is "about" it is secondary. Stein says. It is 

descriptive; copying something it is not, such art reifies its object. Such art may, however, create! 

something in place of the life lost Such aft may create a story, not a story about. "As soon as one looks at' 

life, reads it, and then writes about it, it is a corpse. That is a great story. The novelist, then, lives the rest 

of his deaths, and may dedicate himself to the life of our language" ("26," EJ. "Why have a story about 

me instead of me?" he has said, you will recall. What it is about turns to ashes in the telling; ashes. 

however, are material created by death in which art can be read. That is a great story. great for what it is. 

rather than what it is about. 

This distinction is made again in A Short Sad Book where a "human shape slumpt" against the 

wall of the National Gallery in Ottawa draws notice. but notice of what; "is he alive or is he art," the 

narrator wonders. "He was a figure on the ground," that is clear, "So he must have been art all right" 

(35). This structural figure draws connections among GB's texts by the similitude of stance; rhetorical 

figures. too, draw one text upon another. For example, the free-standing flame rising from water is an 

image that the reader encounters in Allophanes. Smoking Mirror, Burninn Water and Errata. This image 

arises during consideration of writing or mapping and the identity of the author therein but it. like the 



lifelart position, is a structural model of the writer's stance .sir h vis the text Immolation in the text is 

marked by such an axis. - This blurs textual and generic boundaries, being a struchm4 rdahnship holding 
* 

between writer and &ext 

It  is the perspective of the writer in conjunction with the text which adds a third dimension and 

thereby moves this matrix into the realm of matter and volume: ~ir&larly, it is the perspective of the 

reader which takes the text and adds dimension to it in the world. Metaphorically, then, the writer and the 

reader are comparable. but the text is metonymically conjoined with either at the point of their entry. Two 

dimensions of the created volume will be inflexible parameters, the third will alter with the eye. Hence, 
' 

the text dis-integrates upon withdrawal of the third dimension to be, again, animated by its reintegration 

into the world. To reiterate. then, on the other side of the text from the writer stands the reader. They do 

not meet in the text. but each meets the text in a stance that mirrors that of their counterpart. The text, 

that which mediates between them, is the trace of the .other's ptssage., 

He looks away from the blaze 
& a black fire meets his gaze. 
A burning tree. 
that speaks thru thee. 

-'txvI,tt A 

The burning tree, or burning bush, is a sign whereby "he" recognizes the other-made present in the 

burning, made other in the burning, too--an other whose ontology is defined by, and animates, the fire. 

"Thee." the second person, also burns to ashes in articulation. 

Every star becomes a coal as he reads it. 
figures / 

turning to ashes: \ 
the Archer, the Scribe. 

the one he's always called the Infielder, to the south 
the Triestino. 

7 quickly followed by the Coyote, 
the Wine Glass. Erato, the three-armed Saguaro. 

Last to go. 
drawing his reluctant gaze, 

the clear white diamonds of the Number Nine. 
-"Elegy Ten" (143) 

There is a Christian aspect to this schema which corresponds to its elements of creation, 

resurrection. baptism and absurd faith-"Credo quia abswdus sum." Jack Spicer outlined a model of 

textual signification where the arbiter of meaning is perpendicular to the text and, while not superimposing 

meaning "on" the text. creates a provisional "cross" by coming down to make a play between words. 

"Whatever That is is not a play on words but a play between words, meaning come down to hang on a little 

cross for a while. In play" (178). Barthes. too, posits a structural relationship where a context is the 

extension of a word, but the site of the unexpected object, the word, receives the host. In poetry, 



particularly. "connections are only an extension if the word, it is the Word which is the 'dwelling place'" 

(Writing Degree Zero 47). A "dwelling place" which. like the temple earlier. ;urns to ashes when the light 

of vision is withdrawn. - 

The specifically Christian narrative of creation is used by GB as a metaphor for artistic genesis in 

Caprice, where the yomg boy watches white balls rolling in the outfield which spark the "word": 

The instant of inspiration seemed now to be reflected from all sides at once. from a 
multitdde of sunny and snowy circumstance of what had happened or of what 
might have happened. The instant flashed forth like a point of light, and now from 
puff ball to puff ball of vague circumstance confused form was veiling softly its 
afterglow. In the virgin womb of the imagination the word was made flesh [58]. 

That this paragraph is a "steal" from Joyce's A Portrait of the Artist as a Youna Man makes the origin a 

fiction: a ri-vision. whether the reader'writes the genealogy o? ru+ As Kroetsch remarks. like genealogy. -. .- 
"Art too is a ritual aci  a recurrence, a recognition of continuity" (313. thereby the fomi itself makes artifice 

of originality. The reader may also fashion a matrix drawing ~ fchaux ' s  text in as well, the text which 

reads: 
As his writing advances across the page, the words, lek behind. the loops and liner 
already drawn, have turned into little 'mounds, little tufts ... far away, He can no 
longer come back to them [...I. Yet he continues writing, but ineluctably, at the top 
of the page, the waste returns, invading. denaturing, covering the sheet where the 
words, shivering, fade away o their remote veldt [...I. He can no longer write 2 without summoning into bei g a great natural sight without this phenomenon 
spreading, taking over the page [...I. And as he writes, the meaning, first gradually, 
then rapidly. the meaning [...I doomed to disappear, the meaning dies away [Maior 
Ordeals 74-51. 

Doomed to disappear. the provisional keaning hangs on a cross. or chiasmus, in ~l loph&es where "Logos 

is uue narrative, / wild logas, mad skier, A1 Rose intent on suicide, / his meaning left in lines on the 

melting snow" (IkXIII"). 
P 

It should be noted that nei2her the reader's nor the writer's address to the text is unmediated. ~ h k  

reader views the text from a unique perspective coloured by, as we have seen in the fifth and eighth 

innings, capabilities and expectations. For the writer, mechanical tools of expression no less than format 

ones act to clothe the writing. In a letter to Silver Donald Cameron (30 Pqr .  1977) GB relates his 

post-lyric stage to composing with a pen, saying that "the [lyric] poetry and then the later events like 

Autobiology taught me to come at it from he the I mean, floor up, or the syllable up. So I am writing 

prose with a pen and black ink, instead of the typewriter, wch I may m s t  myself to later on, so everything 

is short & sparse. If you use a pen then you can not get the energy to make all those adjectivs [sic] and 
# 

dialogue. Once rid of them, you can write prose." Similarly, in an interview with Roy Miki in 1sland;GB 

speaks of the resistance in the writing itself which he found crucial; that resistance was tdo easily overcome 

by the typewriter. A Short Sad Book was written in pen, and there clearly is an emphasis there on words 

at a more detailed level than even that of the syllable: "Back in B.C. we are careful about our letters" 



(115). too. 

When, in May of 1977, GB wrote to Margaret Randall proclaiming that he was "trying to get back 

after a decade of pen, to composing on the typewriter," he was a bit premature in the decade and also in 

his method. Kemsdale Elegies was written with pen a few years later, although Caprice was written 

directly onto the computer. The dense prose in Cavrice shows evidence of attention to words, certainly, 

but I think the focus is rather at the level of the sentence. In Errata, which was written with pen in exam 

booklets, again the levd of words is operative in signification. Ear Reach, written in an oblong notebook - - * 

with pen, makes letters its focus and the line a measure of its subject equally with its medium. The 

interdependence of subject and its expression is also made clear in "Elegy Seven" where the narrator 

identifies "a time I can measure / with half a line" (98). 

The plotting of Craft Slices has lit& to do with what it is about and everything to do with what it 

15. When GB writes the editor, he specifies: "it is so arkanged that in a printed book there will be two 

pages per observation, so that each new slice will show up on the rigt-hand [sic] page. This is important, 

because it is arranged alphabetically (as per the list of topics accomp. [sic] this letter), and that is explained 

in the introduction, which is called "ABC" and so comes as the first slice." The cost-efficient editor was 

less obliging than was that of Errata, the printing of which supports i p  play with numbers. 

The varibus mechanical parameters GB devises for himself perform the same role in the 

composing as do the "baffles" he sets up as arbitrary structures. They are a limit of the composition, a 

limit which allows friction in the composing. They are also a limit which, because of its arbitrary nature (I 

mean, GB had a typewriter he might have used), constantly invites its own transgression. Thus do the 

limit and transgression co-inhere, depending each upon the other for existence itself and with the relative 

necessity of one proportionately reinforcing the other. Foucault describes this situation where the "limit 

and transgression depend on each other for whatever density of being they possess: a limit could not exist 

if it were absolutely uncrossable and, rec iprd ly .  transgression would be pointless if it merely croqed a 

limit composed of illusions and shadows" (34). The obligatory thrust of the limit thus depends upon the 

temptation of (possible) transgression, an ethical stance GB inscribes in his writing; he wrote to David 

Young, in a letter of April 1974, that "we spend all our lives forging principles, but they 'aint annealed till , 

we try something that runs breaklaway from them." 

When Jack Spicer wrote "For Jack." he advised that the writer "Have guts until the guts / Come . 
through the margins" (63)-the guts to test the likits of the possible emerging in the margins of the 

composition itself. The suggestion pf the sacrifice of life itself-the transgression-in finding the ultimate 

limit transmutes the very structure of the limit and transgression. While dynamically opposed, the two 
I ' 

complement each other; but, as ~ouuiu l t  says, "does transgression not exhaust its nature when it crosses 

the limit. knowing no other life beyond this point in time? And this point, this curious intersection of 
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beings that have - no other life beyond this moment where they .tosall<exckaG +be& beittgs. j$;itkG &o - - -- 
everything-Ghich overflows from it on all sides [34]?" This one puint eontainr all of re&@;. &t&j @ one. 

* 
b .  . - - - -  5 " \ >  

in the process of becoming the othe;, wai itself the other. as Kroewh said &it moment.i; a structural 
i t ,  

"grain of sand.': Spencer remarks upon this. tw, saying that the "act 6f perce~dk&ntains'th5 instant of 

collision between the object and the perceptor. From this instant one derives, in largezmeasure, his 

apprehension of reality" (93). Spencer also says. of open-structured writing, that it "testifies to its author's 
L .. 

architectonic daring, for he, or she, has made an heroic attempt to thrust the reality of the work of art into 

e the surrounding reality of life and to merge the two in an intersecting construct" (51). The "architectonic 
L 

daring," where margins are violated with guts, clearly does bleed the two together. 

A 
One of the greatest 'absurdities of *pnexamined uses of language is the notion h a t  mental concepts, 

d 

signifieds, can be com~micated,  "realized," as it were, in objective form. Spencer draws attention to this 

fallacy and, attempting to explain the un-realism of this "realism," quotes from JosC Ortega y Gasset: 

if we delhqately propose to 'realize' our ideas-then we have dehumanized and. as 
it were, derealized them. For ideas are really unreal. To regard them as reality is 
an idealization, a candid falsification. On the other hand, making them live in their 
very unreality is-let us -express it this way-realizing the hnreal as such. In this -- 

way we do not move from the mind to the world. On the contrary, we give 
three-dimensional being to mere patterns, we objectify the subjective [lo]. 

, 

"Making them live in their very unreality" is what GB does in his writing. By emphasizing the artifice of 
P 

language, the limitations to expression within such a formal system, it is the system itself which becomes 

the subject matter. The patterns signify their very existence as design predating theif matent; the content* - 
is, therefore, immaterial. Jacob Bronowski considers this element of signification "the most important 

thought in the history of information," that "the information rests in the arrangement. What we measure 

, essentially is the organization of the messages-not the meaning of individual symbols. but the structure of 

the whole. This is the most impdrtant thought in the history of information" (qtd. in Set 2: 32). This does 

not mean that a writer has no freedom to vary the standard arrangements of signification. indeed, she does. 

The langue. when appropriated in p r d e ,  is coioured by the writer's habits of diction, synrax and idiom 

which are themselves rigi,d parameters. "A language is therefore a horizon, and sty1e.a vertical dimension. 

which together map out for the writer a Nature, since he does not choase either" (Writing Degree Zero 
I 13). Barthes says. GB's style is unique and readil; identifiable, based as it is on structure. Each work has 

a. new pattern, but the type of pattern is inflexible. Tht compositional amour and the work's composing 

of identity are a signature more identifiable &an the trademark presence of baseball in his writing. 
: 

9 
I. 

Baseball is not incidental to GB's writing; they are the same game. In Baseball. GB is not thinking 

about it but thinking it-doing it-in Baseball ("8"): "I still play that game, I think. / I'm sitting at my 

desk in my bedroom right now." When the' younger second Indian alludes to his artistic inclinations he 

tells the first Indian that "A voice tells me it [playing baseball] might have something to do with my quest 
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for an a n  formn iC 24). m e  congruence'of basebFand writing is based th&r$atterns, their plays, 

and r&e separation of the structure from reference. "Baseball is postmpdernism. It is just about all 

signifier. very little signified, at least in a metaphorical sense: We know that football is referential as can 

b e  to war, to business. to sex life. to the years filled more and more with injurif s and failing health " (GB, - 
"Baseball and the Canadian Imagination" 119). Football is referential. but baseball is not It is not &out; 

it is. Here. But it is all about you. Just lodk around. "The universe falls apart and discloses a diamond," 

Jack Spicer tells us, "And there is nothing in the universe like diamond / Nothing in the whole mindq (22). 

No, there is nothing like it: no simile, nothing it is referential tor not even an ideal. Baseball is not a 

record of something prior to it, and GB's writing is not a replay of an already-plotted journey oraa record 

of his %sessments. The measure is in the actualization of the game. The play, limited and enabled by 

rules is all about those rules-all around them. The rules, of course, are not the writer or the reader, they .- 
are other than both yet define, limit, and create both writer and reader. 

,/ -+ 0 

The map is not the territorq., but is a temtory itself in which tlie reader situates himself while 

finding the uace of the writer. In Kenisdale Elegies it is a volume which displaces the reader, makes of 

him a star, burning: 
And as all the light races skywar& 
to settle as tight calligraphy on the black dome above. 
they walk with him to the school ground on the hill 
and bid him read. 

He sees, A 

it is an unfolded road'map, Q 

ghastly brother to the grid he's made of his life in secret, 
a call to greater travel. 

a total denial of abode. 
@ 

When he lifts his'eyes to look there. 
he knows he is truly gone. 

-"Elegy Ten" (141) 
I .  

This game has discovered a slate of rules whereby GB the writer marks his passage. In the first 

inning, we saw that ve&similitude was a constraint he affronted, a limit the physical confrontation of which 

resituated him within the margins of text, seeing "in his head. His body stands / between the edges of 
a 

print" (GB. Lavers 10). As a textual entity, the world he ikabits is one of artifice as discerned from 

nature. and the second inning saw points scored against description in measuring locus. But place, and 

time, measures "as far as I, George, / have travelledH (Catch 42). Hence, antecedents come into play to 

define presence. Genealogies are fabrications of continuity, of personal history, texts which situate one as 

Allo~hanes does in filial. yet autonomous relation to/from history, here the history of liberature. The fifth 

inning brought the history of events under the bat, as tradition reified apart: from individuals has created 

marginalization. When the sixth inning pitched collections as artificial reifkition of unity, the constraints 

themselves were seen to determine their content; the implications for National unity wer: discussed in the 
I 



fifth inning but the implications for self-identity t w k  shape in the seventh inning. where self-conception 

and its inscription armoured the body. Appro ziately. then. perspective as a defining parameter 
/ Q% 

structuring the very ground the subj'ect is armoured against came to the plate in the eighth inning. 
' .  

In the ninth inning-and here we a r e 1  am-"I sit in section nine and sometimes wonder why, C 

but know I am at ground zero / where a n  is made" (u 73). Here art is made; it is not found. neither is it ' 

describing what is found. It.& What was has burned off, the burning Delsing knows' is writing leaves 

ashes-ashes the reader can coach to flame in new ground. giving a third dimension (but not a fourth) to 

the text. N q f ~ u r t h  dimension, no temporal parameter, because the text is always here whenever it: is in 

front of you. And, as Stein writes. "anybody who is trying to do anything today is desperately not having a 

beginning and an ending but nevertheless in some way one does have to stop. I stop" ("Master-pieces" 

150). I stop without closing, however. I stop, as you do, hoping perhaps for "a ninth inning home run" to 

settle the score, as they so hope in "The Day Before the Chinese A-Bomb" (u 36). I stqp, perhaps 
# 

P . 
aski9, "oh God give us extra innings." as the speaker does in the fifth elegy (71). But, either way. stop I' - 
do. h d  G B  does, too, although he does not close because closure prev&& the reader's invqtiture within 

the text. He notes that, as himself a reader eager to respond, "1 caitt reply to the monolog" ("23." 11) of a -, . 

closed text. "It is not that I want to force my point of view. I ju ant to know that it's not over. not" 
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