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: ,;_’;Stamng wrth the rules whereby the game is delmeatcd 1s not onlyy ood form it permrts form '_ '
Structure frames and builds the game, enabllng ‘measurement even.of its mos rrunute pamc lars. So the
rules permrt‘measure ard- rneasure in 1ts role as arbiter of v1ctory rules Wlthout r,peasure713 decadence
'] arrd, as Bowenng 5ays in "Gentran Coloured Frock " death "A ruler is a.gtrck / wrth unpleasant‘ -
personahty, / just past its end is death & till then, -/ authohty So whlle ‘Tules are the game S ﬁ’felmes &
they have an obqupe———never drrect——relanonshlp to that game This rs due 1o the ah,sUact nature of rules -

whrch Wothetmally treat of. scenarrosr-that may never ‘be actualrzech Yét rules , rely for therr‘ IR

" self-;ust:ﬁcatron upon bemg applrcable n- a. concrete way——they are'burldmg -blocks quanu‘tatrve and»ff-.
geared for praetlcalrty Rules def ine: the game, Erammg the. ﬁeld by determrmng one game frorn another '
Bue they also deterrmnet wrthm the game rts condueL '_._Rules provrde both the extemal and mternal.- o

Tt skeletort of the game as margms they are borh th";externaldand mternal. llmrt-:s to a body of wrrtmg
However, ru gure prorrunently only when 'the game m'ts outfat_rts margrns " The contenttousness of a
%ame—brmgs the margrns mto play, rneasurmg lfarr or foul the most querulous playmg

- game~—or

‘ '?:; »the rules and thls rs the measure of hrs. game

-.Though the relatfonshrp betvv en. ] rules and the game is obllque ‘some outlme of thls game s rules is.
o ' only farr However a conelusrv’e exegests of certam of GBS Wntmg, rllummatmg tlus wntmg wrth the;f-"

clear lrght of. 1rrefutable explananon would be’ an mappropnate prtch to make glven the duplrcrtousf-"";‘
selquuestlonmg evrdent in Bowenngs wrrttrrg"i - The form of’ a reply, rathe;‘ than a replay charactenz;es{ji;_
2 thS cntlcal engagement of his wntmg andth face not of Bowenng s text hut of the cntrc seerng that text,y
is: in ev1dence What hght there is. is dﬂfuse, creatmg an opaque text through whrch Bowermg’s wntrng?f
can be seen Seen obquuely, equrvocally. yet nevertheless seeh to be rntegrally mermrng the game, whrch.ﬁflr ‘

s, A

. rtself rsmeasure
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’Bowenng hlmself wnhout whom ‘this 51mp1°y could ot have been wr&ten
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'that it had 1s fragmented by the critical eye in the’ act of ahalysrs Such analysrs is. used by critics 0.
;’;such analy‘_s,isz,is:aic UCalv‘impositioﬁ 'SO; addfessing»the‘corpu’s of a’iwri:te‘rieloa,k lt’,in; t"he',lang'hageof th
crmc# whosef ,wn malke~up is thereby revealed Faeed wrth a body of work ‘2’ enttc reveals her posmon Vi

L 2; Vi that work m the’z act of cmmsm hy wlnch she herself del'mes herselﬁ Bu_t_th : ct:o'_f‘cr_itieifsni'-ls;njot”a

""'.vjredeﬁni the work constantly, as the process of bemg addressed by dlfferent omlcs creates mﬁmte

.,:drscrete poruons of that work ‘This procedure requrres that the body of work be portloned the mtegnty s

o ;drsungursh genre temporal change nbject matter and whatever rnay seem pertinent o the r?theses But

! ‘:“f:‘mlII‘OI“ for the Cl'll’.lC rt 1s not n&rcrssrstm or statlc on the contrary. 1t is dynamre ‘ Cntrcrsm plays ati s

T permutatrons of the work each relocattng it through whatever conceptual mathx the Cl‘lIlC vrews 1t. -‘-, : ‘

One hesrtatestto do- vrolenee to.a text by mrsrepresenhng tt m the act*’of cnthrsm The least
~ possible drsﬁgurement, however would- seem- to be-i in reproducmg the text exactly and that isto make

: . 'mockery of cntrcrsm. Then some partlal porttonrn‘g must e made but the work'of GB in parthular poses : '

o drfﬁculues for the crmc Thrs aeuvre msrsts upon 1ts own mtegnty by blurrmg such margms as critics:are T
‘tf‘ond of. The poetry and prose" labels have both been used to def‘me Autobrology the generrc_'

K mdlscreuon of whrch refuses the clothrng of suclr labe?s Even "cntrcrsm rtself dtsﬁgures the text of A . E

T Way vvrth Words the playful sonorous and polemrcal wrrung of whrch confounds descnptron In terms of

| '&uthorshrp "the W‘ork of. GB“ rs 1tself a rmSnomer that work’s composrtors them 1ves composed by-
1 ‘GB——compnsmg E E Greengrass Ed Prato Ench Blackhead Harry Brrnson and thers we may never
know about_ Wrth the recogmuon that drscrrrmnaung wrthin GB’s work is. cunousr eed 1t appears that
thrs is nonetheless the sensrble course to take, however capnmous 1ts foundanon may be. Lwrll therefore
.create drstlnctrons Usrng separately—publrshed books as the. umts of comparrson T W1ll differentiate S
* between those books whrch look to the physrcal texr for therr meamng and those whrch look elsewhere : RS
}_  Thus’ drsungurshmg certam appendages of the work’s body from others is. the enabhng act ot" cntrcrsm by i . Y
fi'_‘; -seemg drfference and 1mposmg the language that rerl‘ es it graftmg is possnble a shaprng by the crmc of a '
o new ”Uf)dy, wounds dressed So the work of GB, whose subject in Allogh@g remarks. "I undﬁrwent the':-

U f,operauon of language here is made subject to thrs cntrcal operatron Of la.nguage

Creatrng chstmctrons 1s done by approachmg the corpus wrth a crrtenon the crmc engages in-
: sortmg the text by means of lts close«or drstant adherence 1o thrs cntenon Hence the body of work rs .

ahgned accordrng to an axrs Where two such crrtena—-—and usually crrtrcrsm has crrtena whreh make it

-more than one—dlmensronal*mteract wrth the corpus the crmc has brought a conceptual matrix. to bate’ 8
(on) the text_ T T DD A R T T R



L ;ils created by the autoblographrc srtuatron of the poet hrmself Inscnbmg the materral he denves from:

‘ 'X 1the thesrs In GB’s thesrs the axes whose grrd becomes the ground wherern ,the poem f‘xgures are an axrs AT
. of universalrty and one of partrculanty Therr relattonshrp makes the site: of the poem a dynarrue space or: - e
- :veqergy ﬁeld which yet does not eradrcate the fuuty created by the address ofa pomt on a grld Dynamtsmf

observmg llfe——emouons and reacnons—-—he creates an axls of partrcularlty whrch is. the range of hls'_ y

o personal response When conjomed wrth am axrs of unwersahty contalmng Common expérrences the o
TR s1tuatton of the poet is ﬁxed though ﬂeeung thrs is. hrs locus Thrs locus is rndtvrdual drstrﬁc,t from that‘ w

“ : of any other orgamsm yet the axrs of umversahty srtuates hlm as contarned wrthm the world concemng of
the world as an mdrvrsrble totahty means that all parts ‘are mterrelated and affect each other These axes{;v'r_f_;, o »l':
L form a grid that is 1maged by GB as the convergence of " the liné that Tuns through his partrculanty as an B

- observer across the lme that ruﬂs through hrs conscrousness of hlmself as part ofa world natiire orgamsm @‘

_,("Pomts on the Gnd " M.A. thesls UBC 5) Of special note here is the slt{;at-mg of the grld w1th1n thej?; .

. (srtuatron The (mental) observaUOn of the (partrcular) poet must be: rmrtated rendered in terrhs of another-

mmd of:the poet. "The poem 1s the scene where thls mental grid is 1rnaged That is; the‘poem 1m1tates aQ .
| mental phenomenonl The poem is. drssm'ular lo.the. mental sumulus—necessanly 0, bemg composed of L
different materlals~so an 1m1tatron m another medrum is what- the poet accompllshes in proyectmg a;,.",

- -perceived pomt of mtersection mto a. poem Poet as Pr01ector 1llustrates thlS theory Dynamrsm results"
as well- from the graphlc tensron prodticed lﬁtween poet and poem tensron because thrs rs a paradoxrcal X

partrcular so made abstract by the urutatron Absuactron tends more to the umversal Conversely, tlusvj
‘ umv‘ersal must be locahzed made ‘cencrete in fact, by the relauon of synecdoche whrch e}usts hetween th |
'abstractron and the word The tensron between these two contrary processes 1s the space the poet"f‘.'
: addresses W1th/1n the text. ' : L e ERE

o The reader 100, is faced with parnculars from Wthh she abst:racts Her world’s partrcular."i_-’"»{f‘%
RS matenals are the words and they are conjomed by her mental process rn formmg a world ) e

Space condrtroned by the dynamrc tensron of contra.rres 1s the graphlc srtuatron of GB’s wrrtrng i
Thls locates him in the tradition of William Blake—in whom GBi is well~versed and who ﬁgures forth in- .
_' GBs work, not solely establrshmg the ground ‘but as a character too Tlus cosmGlOgy 1s also comcrdent s
' _: wrth that 1dentrfred by Robert Kroetsch as a. Canadran tradrtron. Kroetsch pomts out that we Canadrans i
' seek the lost and everlastmg moment when the one m‘the process of becommg the other was 1tself the
other ( Beyond Natronalrsm A Proldgue 86) That quest for defrmtron of borders itself becomes both

' the structure and preo¢cupauon of GB’s work as he turns wrrtrng msrde out playmg w1th 1ts rules

%

1 say ""imitate'," as diStinguished' from ‘“copy‘;f' in the faduon“of‘,W-iMM‘ Carlos Williams;::l e




o From the vrewpomt of GB’S composmonal methéd, i

' 'centers on the’ grld as-a metaphor but as a f:ahbraung structy

Vet

A charactensuc work Thrs desrgnatxon COVerS the
Allop_hang, though arguably Roc' Mounta

|
4
L

T

7 poerrL ’I‘he form 1s not produced by a resolutton of the -conitent or. the completron of the rmgge
| ‘  - projectmn, as m GB’s lyncs but form is glven by the satmfacnon of a strucmre S requrrements regardless
B the degree of resoluuon in the contenL Hence more attentron to the fjhysrcal composmon of a book,‘. By
'-:rather Lhan r.he occasronal ly1'1c.l results m a sensmvrty to structure where the form actually beCOmesL-g‘-;,
:*l'_ prOJected bv the book 1tself not by the authors thgme The axes. of umversalrty and partrculanty are sullf,

| . an appropnate rnetaphor for addressrng the wrrtmg but r.he locanon of the mtersectron of Lhose a.xes 1s no.
‘:""”"[V"longer in the rmnd ofthe poet_ The text 1tse1f has become the matrrx ‘ S g

' : One crmqsm that must be t‘ elded due to. the pOSmon I am p]aymg hits upon dynarnrsm 1Lself {
- _have clarrned GB’S work goes by drfferent pen names 1 have claimed that it is a diverse, heterogenous’f | v
B ‘\-‘.b-body. I have even clarmed that. the: composmonal method therein expressed changes, So the questronf:v ESR
o arises that rf persona is not a constant, nor even name 1tself due to the prohferatron of pseudonyms then}'-'
o ?how do you 1dentrfy a. wrrter s corpus" More speerﬁcally, ihzs writer's. And of course m desrgnaUng GB’ 3 ..' _
B wnnng the cnﬂc srtuates herself, there, to begm That ﬁeld is designated, not by GB s, ‘ame oOF ev‘en} f"’" B
B personé but by hrs srgnature—-—baseball So to begm, good forrn demands a ceremomal t‘ TSt pftch offeredv Lo
by a vrsmng drgmtary Tt was Frank Davey, m his role as vmmng ‘dignitary and dlsnnguxshed atumnus of - ':?
UBC who wrote that the “Message of George Bowering" was: "PIay Ball!" ST ‘~ o

o=




‘ school Latrn teacher.

o . esrablrshes two mut,ually=exclusrve brrths (Ireland 66 @10) as the appended notes 10" "Grandfatherwzmd S

“ ‘_ oceupre.d Sartre writes: I have been able {0 occupy ‘it only in eonnectron wrth that whrch I occupred

: 37' Mrkr' "Herrtage Festrval ) He stayed rn West Sum f eriand only long enough "to want to move, both to:
Kelowna where he was born 1n 1935 (GB FCC 10) and‘ srmultaneously, baek to Penucton where he wasl;; »
:also bom m 1935 (lechrk 25) Agarn 1n I936ﬂ snll m Pentrcton He ‘was bom once more That 1s of
eourse presurnrng these tobe separa{e 1ncrdents and not the prolonged labour of hrs rnother At any rate
the next birth of GB took. place in the rnountarns of BC rn 1937 (Grll 260) concurrent wrth hrs brrth m\a :
Osoyoos (Helwrg and Marshall 172) where mountarn .;.have been Imown to spnng up And agam httle
George does thrs trme in The. New Oxford Book of Canadran Lrterature in Englrsh (Atwood 322) whe

\ve find hrs date of brrth rﬁnbed as. 1938 The Poets of Canada (Colombo 228) more precrsely slrows the
'hrch account the august reference

reader that thrsausprcrous event of1938 transprred m Ker,erneos wr jy

volume Contemp_orary Authors (EVOry and Metzger 64—5) concurs 'though that myth of orrgln cannot ‘be
prrvrleged over the story of his 1939 brrth in Pnnceton rarsed»to the leVel of art in "A Poem for Hrgh o
SChOO]’ Anthologies” (Barbour and Scobre 38) There we see the author (was) bom the son of a hlgh'{“ N

Mr Bowering has certamly had a productwe lrfe yet ﬁnds the trme to work m between brrths m
Naramata (Peck 315) and Okanagan Falls (Mundhenk 212) Even wrthrn the context o‘r‘a smg\ 6 volume he L

The Crumblmg Wall" mentron hrs brrth as 1938 and 1935 respectrvely RCSPGCE notwrthstandlng there it e :
; ; somethmg gomg on here that ls msprrod not by verrsrrrulrtude T'hls ls an orrglnal récreat,ron {of). berngif--, R

played out here there and Several other places as well

) Well among such a screwball barrage GBs prtch to the reader requtres SOme Con:centran On rnf;» .
order to hrt upon it Battrng ﬁrst for the vrsrtrng team rs Jean—Paul Sartre fOllOWed by Roland Barthes and_v A
then Robertl(roetsch ’ - e e - . Sl

: "'\Vrmor;s o AJ

Sartre appropnately enOugh begms wrth a concern to deﬁne one 'S place in the WOrld and so, the L

ontologrcal ﬁeld one operates wrthrn 'That place he deterrmnes is ma’de (m) relauon © the envrronment, s

-an en\nronment which 1ncludes both spatral and” temporal s:tuatron Of thrs place the actual place'
prev10usly . ]. This prevrous place . refers me to another thrs to another a.nd 50 on’ to the purﬁ B }
eontmgenc y of my place; that is, to that place of mme whrch no longer refers to- anythrng else which rs a i '_'j -




o part of my. experrence the place whrch is assrgned to me by my birth® (629—30) Hence, Sartre’s argument
g st_rrkes at the. umqueness of that partrcular place‘ the place of brrth in the constrtutron of our. rdentrty The .
o other places we have been or wrll be are fastened in causaltty. a chain of srmh Ioa constitutes oufr. place in
- V'-thé world at any parUcular 1nstance except for the rnstance of our brrth whrch for: Sartre -alone is | |

_ unsupported l-Ie claims: for me birth and the place whrch it assrgns me are conungent thmgs Thus'to- o

©be born 18, among other Chafactensucs to fake one’ s place”; and "this orrgrnal place wrll be that in terms of - T

- Whlch I shal} occupy new places (630). 'l'he brrth is an arbitrary point from- whrch nonetheless 18 derrved ;_::,},..v -v S

‘ the’ entrre compass of our lrfe Thrs corresponds to the screntrﬁc enterpnse as charactenzed by GBin e

V Place of Brrth (A 38) Scrence wants to know where you have been & where it wrll take you & 50 does‘.--

-

A ‘,the Canada C0uncrl Itell them what my mother sard in. her charr& when & where

The srmrlarrty of such a schema Wrth the Saussurean charn of srgml‘ catron is surely no accrdenL as. -

‘ : 'both model the composruon of 1dentrty Our 1dent1ty is dependent upon language accordrng 0 Sartre itis
L _through language that we presentour self rmage to others La&glrage allows self—rdenuty ‘ o

e Language is 0ot ‘a phenomenon added o o bemg—l'oreothers It is. ongmally e
lberng—for—others thatis, it is.the fact that a subjectivity experiences ‘itself as an- .-
~ .object_for the- Other. - In a2 universe of - pure ‘objects language "cquld undet no .
_ circumstances have been 'invented” since it presupposes an orrgrnal felation to... ’
another subject. In the tnter—sub]ecttvrty ‘of ‘the for=others; it is not necessary 1o~ ... -
= invent language because iris already grven in the recogmtron of the Other I am" S
o -’,language [485] T T : .

o Wrthout language there srmply could be no "I A uor could there be self—conceptron GB rrught be seg o

| agree wrrung as he does m Place of Birth” that _ Conscrousness rs how itis composed & starts with: brrth'ﬁ,_:‘ i S

“= . 0r some say earlrer l began to be composed at such & such a ume in such & such a place (A, 38) The.'; I AT

'rneamng at the ongrn of each system of drﬁerance is constructed a posteriort. It IS constructed by the

conscrousness whrcl-r composes its own ontology neeessarrly acknowledgmg the genealogy of: Ioa whrchi’ o

- have led to the subject’s present srtuatron These systems of language and ontology share roots m caprrce — )

and perpeturty through play the game by w’hrch 1dentrty Eashrons itself aﬂef the t;ontrngent brrth Evcn s

' _revrsrng that brrth is a play of the gare whtch alters the game though not—what Sartre would call the o
factrerty" of——the bu'th ' ;

.

But GB explrmtly obJects to the notion of factrcrty the arbttrary though unalterable fact upon
' 'whrch our exrstence is predrcatecL He prefers the ontology suggested by Charles Olson. where it is not the .

events of ones ltl'e but the acuons actions upon events whrch grve dynamrsm to the subject We see in

}"The Acts ‘that "events & thrngs can not act upon. You can not be acted upOn by events & thmgs& you, = -

"could not in the past. [ J. You are an ‘event & a thmg lrvmg as a person when you act upon

| «'-Exrstentralrsm rs a consprracy of t.he mmd tempted by drscourse (A 73) And w:th that, Sartre rs thrown St

g out by the prtcher he may have been venturrng too far off base toward nothmgness as. GB Sees it. in_-- RO

: A_Hggh___ es ("M _). "Being ventures us. A stolen’ base / wasnt there before you reacht it.” Whether the- ;"'1
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' runner makes the base or not matters not to Roland Barthes, who is. up next, and there certamly are

unresolved quesuons he can face in thrs screwball prtch s TR

Barthes wntes of hrs owrl begmmngs much as. GB does. Barthes wrrtes in the thtrd person as dﬁEs ‘:;:“'l B

o 'VRIGB That is, mﬂgRoland Barthes by Roland Barthes the Wnter uses the pronoun "he t;o desrgnate the

protagemst: G

creative (aute)brographres call hrmself by name even though they are author(rz)ed by E T

hrm, mostly for inclusion rn anthologies where the editors ask hlm 0 supply mformat‘ten about hrmself‘ : e
. Hence Barthes and GB. are notably srmrlar in terms of the. stylrzauon of th'g self begmmng as they do m R
. the same ballpark where Barthes moves from stylrzauorr of the self to wntmg sryle "ermg to ﬁnd to o
. write beginnings, he tends o’ mu,lt1ply thrs pleasure: that i is why he- wmes fragments S0'many. fragments 0 SR

many begmnmgs so many pleasures (but he doesn t lrke the ends.. [...] the- fear of ‘not bemg able 0 resist ‘

- the last word (R oland Bam]es 94) The ommous "last WOrd" for a- wrrter IS “death; it 1s the~"-

pronouncement ol’ the closed book whrch COI‘IJUI'CS the- presence “of death thé- starnp of authority. “Then-
_ begmmng agam always begrnnmg agam is 1tself pleasurable and staves OTM seal of death while created’ )

é

Barthes rdenuﬁes Wnung wrth Irvmg as Sartre drd language wrth hvmg ere Sartre Barthes sees - - .

lahgdage as cornposmg the self Qut unhke Sartre who accepted the realrty of a umque orrgrn (though

R _ arbltrary) whrch was rrremedrable Barthes wntes begmmngs creatrng thepast not as fact but asa creauonv '

- of the’ present, as a testunony to, the contmurty of the present ‘The contmued wnung attests not to any -
contmued ongrnalrty of the work but to the contmuatron of the wrmng—-of the wnter S o e

. In all wntmg the writer is evident; not in the narne afﬁxed as author to. the work but in the work S
- srgnature (I drsplay myself I cannot avoid: drsplaymg myself) Thus does Barthes define signature. He ,' ~

" "goes on to draw an equauon between any w:ntmg—~as 1t 1s read to be a 51gn——and srgnamﬁ"’whrch is

- - fabricate a Srgn to make a- srgn (to someone) 0 reduce onesel" in terms of the 1mage—system 1o one’s own

oosign, to subhmate oneself wnhm rt ‘(Roland Barthé} 166—7) .Barthes goes a litde further with thls slrdmg )

. in a trrcky move. He claims- that this- sublrmauon of oneself' is;- unlrke our pre—semrologrcal perceptron of T

. others the only way we can V1ew ourselves Y ou. are the. onl y one who Can never see yourself except asam

o rmage _you never see your eyes urﬂess they are dulled by the gaze they rest upon the mirror orthe lens [.. ] '

; ]even and especrally for your own bod y, you are condemned to the repertoire of its zmages -(36). To relate”

- _;thrs then 0 the fabncauon by GB of l’llS physu:al brrths would suggest that such an expenence 1s ‘ -
maccessrble to the protagomst (though he is mvolved) except as. a story as ﬁctron It seems reasonable to
~-allow thrs grven that memones of our btrths usually ongmate as they are reported to us—ll(f)e as (already) oo

- made srgn

Robert Kroetsch claims that the model (of an) artlst isa ﬁgure who constructs hrmself constructs
s 'hrs/story In The Canadran Wnter and the Amencan Lrterary Tradrtron Kroetsch cites F P Grove asa

o
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paradrgm of the arust, the artrst who both evokes and hves our a—hrstoncal srtuauon Grove S ongms"'h “
*and’ motrvatrons have long been a puzzle The more ‘s literal life comes into doubt, [~ a]s hrs reahty so e

to speak, comes into doubt, he comes more and more to. Tepresent our own predicament” (Essays 14). Not"li
merely representrhg but being our predacarnent, such a paradrgmattc -artist cannot wnle of mlsu'ustmg
.‘hrstoncal truth while perpetuatmg rts authonty He deconstructs that authonty in’ perpetuatmg facts
created for the occasion: Thus, challengmg drstmctrons between fact a,nd ﬁctron hie draws attenuon to
structure, suggestmg a contradtctory—perhaps self—drrectedly vrolent—~form "We ‘must resrst endmgs
._vrolently And.so we turn t‘r0m content to the contamer [ ] In our most ambrttous wrrung we de
N =-'Ivrolence to form" (Essays 57L ln thrs formal explosron (I prefer rmplosron "t myself), the authOr ’ -
deconstructs -himself as author(rty) no longer standmg outsrde the text m a pose of - ego—afﬁrmmg: T N
- fvalrdatron "It is possible that the old obsessrve netton of rderrtrty‘ of ego. is 1tself a Spent fiction, that these; L
‘(  new wmers are drscovenng somethmg essenttally new somethmg essennal not on}y to Canadrans but ©

: ";""'fthe world they would uncreate Whatever the case they clare that ulumate contmn dtctzon Lhey uncreate'

therrfselves into- exrstence (Kroetsch ﬁ 21) ThlS un—creauon by whrch wmers create themselves PR

' “ff‘.,(not as auzhors ‘but as writers) mscrrbes contradtctron mto a world reahsucally whrle it mocks"

L

f’verrsmulrtude in ﬂaunrmg the plastrcrty ofa:rt B O :’f‘ T

The very notron of a deﬁnable orzgm ‘is questroned by Kroetsch for whom Ongms recede mto*\;. :
‘ _hrstory hrstory mto myth (Eﬁa_y_ 28) That is, orrgms becon:le drsassotrated from the mundane as they o
become the data of history. and then the mbal lore of- myth lt 8. as 1f once relﬁed as the facts of histery, .-
longms become part of langue not parole. they are no longer partrcular because expressed ina sharedand'--f S
:mterchangeable medrum They then, compose the collecnve tale of the trrbe—-—the work of art. Such a'_.

- post- hoc fabncatron of origin is parallel wrth the creatron of fiction’ 1tself both bemg(s) constructed oF-
language. Kroetsch says, "I'd like to push the notron of language expenment further Roy Kryookas o

- Transcanada [etters may be a novel. Rudy Wrebe s Big Bear may be a novel, “George Bowermg hrmselff~ o o
may be a novel” (__ESS_M_ 44). That would be an mtngumg expenmem mdeed where. the wnter rs:“'*:"':
composed by the fiction of his own creation: not merely comcrdmg wrth its. perpeturty as Barthes suggests :
but created by it. "You, poet, giving birth to yourself [. ] The endless need 1. begm" (Kroetsch Essays
97). This is a- contradrcuon made conceptually consistent if 1maged as an mterdependent dynamrsm or the

: 'mythologrcal uroborus Kroetsch has no reluctance to be contradrctory mdeod the form of His discourse is ’
hysterically celebratory in its self-contradiction.” That Kroetsch intends an interplay bet\veen creatlon and

~created is clear when he remarks that "poets of the twentieth century', in"rnovr'ng a‘wa”y from nartativé{—..:]ﬁ o
were driven back to the moment of creation; the question, 'then" not hiow to end, but how to begin. Not .
the quest for ending, but the dwelling at and in the begmnmg ttsell"' ( says 91) Begmmngs are not"g ’

'Here I concur with Jacqu,es Derrida for whom the stgmf' cant other rs exactly congruent with
the text There is nommg outside ~of the text, even the reader s mscrrbed by the sign - of
her own making and o "explosion”  creates - an mcoherent metaphysrcal structure whereas

< 1mplosron mamtams metaphonc consrstency R - ,



orrgms for Kroetsch Ongms are the ‘domaiit- of myth the shared langue whereas begfnnmgs ‘are ‘
particular to the artrculatrons of rndrvrduals whereby they announce thelr exrstence - "Not orrgrns bm' oo

begrnnmgs [ aJ Begrnrungs recur ' (Essdys 28) And so theyzdo by thelr recurrence structunng Kroetsch

essay. "Taltrng the Risk" As Barthes clalms that recurrence “of begmmngs is jtself the 1nsrstence on’ ..

, perpetuaung the wntrng the pleasure though for Kroetsch begrnmng isa. llteral rehcreatron of a self -
referred to by thre language for Barthes ithasa struetural drmens1on only ‘ ‘ -

' A replay of the theoretrcal explanauons thus fielded shows that Sartre hrt on the theory that (past) '_ ' .
ongm determines ‘existence though with no prror desrgn, desrgn berng forged by the. language wrth whrchl, e S
" one rdenuﬁes ‘oneself. Bartlies throws out any notron "of ! 'past” and sees wnung ‘and berng mutuallyg_{f',i,‘fil;cv’?

f afl' rmmg each other -perhaps- desperately SO. Kroetsch allows for a reconstrucnon of the past 1n the

present a paradoxrcal creatron of the creator m wntmg (of) oneself S e
3 ‘ ‘, :‘,-V"'T s \;~~ ) \;.\\

Rauonalrzmg the development of a wrrter in general has beerl the batters strategy 50 far, but with
a parncular eye to GB’§.roots some. attempt at explanatron is launched m An, Anthology of Canadra
Literature in English: o Jo o o _' _- e

A playful sense of humour has led George Bowemng to add o the substantral body

of -werk under .his own name S0 many. poems- and " reviews.under various
pseudonyms that his bibliographers may never straighten out all the questions. of

authorship. Hé€ has similarly confused his biographers by giving at least threg
different towns as his brrthplaee Osoyoos, Penticton, and Oliver. (‘A very slaw =
birth in a fast—movmg car’ is the way he once explarned thls) [Bennett and Brown. o
374] , . . . cL

e

ST The edrtors havé chosen 1o offer GB's partrcularly unconvrncmg ratronale for thls logrcal paradox Wh'Ch -
a gets them applause since reasons for, contradrctrons need not be themselves more ratronal than what they S

seek to expllcate But they should not then prbpose a drscursrve form Wthh proposes to strarghten out ,.‘4
questrons "GB hrmself mocks thls approach in*"The Breaks (A 45) Investrgate him.’ Seek the vestrges
of hrs movement. Look for footprm{s. Gumshoe mvestrgator break the case. LS Nor is 1t appropriate as
Bennett & Brown do, to dismiss such a rhetoncal morass as the prodtrct of. a "playful sense of humour

GB’s play with' language is- not directed at usmg language to rrdrcule senous readers His~ methodrcal
" patierning of birth places throughout the Okanagan, systematrcally covermg only and all reallstrc dates'is -
‘an intensely subtle drssemmatron whrch playful sense of humour rmsrepresents Only a careful and R

M -

w1despread reading would uncover these vanatrons and not dlsnuss them as typos GB 1s hlmself mtenSely . .

- serious about language and wntmg. and respectful of comparable 1ntellectual engagement on the part of hrs? PR

SRR TR

readershlp ST e e T ', ’ ' ER

PR

Unfortunately such mtellectual engagement is not ‘the norm. among readers at least not among 7 -

‘those- who assume the stance of authority. m revrevwng his books Here is an explanat’ion of GB’s "ongms

that attends to ﬁgurauve llterary origing rather ‘than phySrcal blrth "In the early days GB used to be. '

-



o Como went polmcal and 1ts edrtors are I belreve sttll in larl But the back cdver of thls book begms onl

o b hrmself takes thrs batter out ina letter to Margaret Randall’ wherem he comments upon the revrew : wGot a
' :‘typlcal revrew lately from ¢ one of those young punks back east, m the Wmdsor Ontano paper. saymg that |

L wrth GB s 1nvolvement wrth the poetry newsletter Tich... [src" ellrpms too] ‘We lmow hrm as th
'another defunct _joumal Imago wrth whrch he peddled qurte 4 brt of hrs own sttr‘ff" (Amprtmoz) GB

- got my | start in El ComoEmplumado because I couldn‘t get publrsht anywhere else anel 1t must hav"' heen i

a bad" rnagazme because e says, the edrtors are sttll in }arl as far as’ he knows The rest of the revltew was:
along the same hnes of excellence" (12 Apr 1977) I _; - ‘ “

_Sartre and’ Ampnmoz were put out by the pttcher hrmself and Bennett & Brown, though carefully_}i'-.:
- watchmg the pl[Ch drdn t get to ﬁrst base on it. Three out nowthe home team coriies to’ bat. e

B , . . . EE
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L It occurs to me that the common—sense way of approachmg the - problem of GB’s multtple
L bll’Ih ~Teports would see in them a pose whereby he mocks the eprstemologrca‘l concept of orlgln But that
presumes too smrply, that 1anguage is casually referentral The relatronshlp between la,nguage and hfe > Or
writing and the writer is nQSUCh srmple equatron Thrs common—sense posmon supposes that language
-8 capable of desrgnatmg llfe and does so and that emprncally contradrctory tokens ol‘ langﬁage show the
. complexrty of life rather than any synapse m the equatlon of language and lrfe T‘he antrthests of this
:posrtton WOuld clarm that GB’S multrple btrthﬂ'eports those empmcal contradrctrons show the capacrty of

- language to create complex structures lrke palrmpsests, where lrfe has but a smgle mundane "fact

| Sartre s stance would suggest the former rauonale Barthes the latter as l wrench them out of
_,conteXt, paraphrasmg and otherwrse drstortmg them In terms of GBs parUCular srtuatron both these,.j-'
theorres of thé relauonshrp between life and’ language—the former whrch leads to the complexrty of llfe S
~and the latter to “the complexrty of language—approprlately address h1s work not, however -

' srmultaneously Certam of his texts are apprehensrhle as. gnds which 1mage the wmers srtuatton
”becomm‘g his proJectrorL Examples would be the (largely) unpubltshed novel Delsing, trcks & Stones, L
_.‘Pogts on the Grid, The Srlver Wrre Mrrror on the Floor and even A WaLwrth Words.  But other of his - o

. o texts ledd the reader father to drscomﬁture within the language itself, not for its uneasy reference to the
o _vworld but for its internal combustron Texts whrch do this are. Delayed Mgrcy, Alloghane and l_?a;_g_mq"

h among others.

Grven then tWo substanttally drfferent relatronshtps between the wnter and’ the wrrtmg asf" ‘
.percerved through the texts lcannot assert any smgle ratronale in GB’s multrple brrth reports hrs wrmngs-t T
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but a mOre Kroetschean amblgutty whrch would seem to be afﬁrmed m: Craft Shces where GB does notv; .
‘,;irauonahze any deve}opment of hrs aesmeUc, rather he Juxtaposes mutually com,radrctory theones W.G,B'

- 10

B :',Of the wnter But, m eonsidermg the body of work as a whol that becomes not “dlf‘f‘erent relauonshlps

Himself has’ set up the- subtle drsuncuon whlch I am concerrted wrth here In "Delsmg & Me" ((_15 29) an. ‘ 7'3':1'_;_?'

g essay wrltten to pref’ gure hls story "Trme and Agam, GB wmes

L rm more interested in’ perceptmn than structure. - “That is whyI treat the- Story’as: aa -

“Evidenit fro&@ﬁ’-’-is an aesthet1c based on the concurrent exlstence of the character and wnter both_v_‘-'; criil
~lives” are the SllbjeC[ of attentron Too 'both hves are hved ‘unceértain of where their: closure wrlt bei 2

So whlle you could treat Trme and Agaln as a structure made of parts I would

" entreat you to'test it another way as well. -Is the language interestirig, for example? “_ S

few pages in-the life of George Delsing. I think that my novels‘arid stories are part -~ -

-of an oper—ended téstament to my lifetime on earth. If there’s no énd in mind, if I - -~
‘dont know when I will di¢; I dont know when ¢ ¢ Delsing story. will end. 1 muSt R
" 'therefore pay attention to both. lives moment by moment, and keep on doing'so. I - -

© cant come back and fix it up when it's over.- So I pay. attention to the- thmgs that

" .define it as I go along. Ta me that means telhng you where I am at the moment, o B
: and watchmg my. languageasldo D e : SR, :

~ fixed but certarn of the1r unfoldmg hence watchmg my language becomes the only present concern )
: The intérest in perceptron over stmcture comcrdes with .the "common sense category of. writing whrch .
" though not (auto)bnographrcal shows the complexrty of hfe So, one rmght suppose that in GB’s muIUple

blrth ﬁcuons he 1s pomtmg 011t the vanety of eplphanres and sermnal 1nﬂuences whrch shape our lrves

each equally s1gmﬁcant as "origins” of ‘our thought, wrth no one umque ongm glvenf,_‘,;
e precedence—especrally not one, the birth, whrch is not retamed in memory at all But that would be. to '*1
‘ v-tplgeonhole GBs wntmg as descnbmg a. (pnor) world and it-is not. only 1'who- refuse to do that‘ GB':_:'
- subverts that easy’ equat10n too When Delsmg & Me was 1nc0rp0rated mto Craft Shces a smgje hnef ©

was appended o it not present in the ongmal pubhcauon T’hat line: demes all the assertions of the
(quoted) passage that line is like the btographrcal statements whrch serve. to place everyrhmg that- went,
before under. erasufe; that lme reads In my ﬁctton I try t0 contradict all the above,”: Well. An argument
cam be made that he has changed hls rrund on the aesthet1c posruon advocated in (the original) "Delsmg & L

Me." But then, why did he mclude 1t in. Craft Sjlces at all unless he 1e wanted to reafﬁrm it though w1th W o

this palinodic, mlschrevous li(tn)e peekrng out from underneath it? Ithmk GB wants to afﬁrm nothmg but
the fiction of any authonal stance” ‘whatever Affirming fi ction, pointing to his mask the \mter ts 'no

i _author(lty) behmd it nor is it sensnble to try t0 uncover the author behmd the text, } Co

™
.
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The mlllt_lpllCl[y of ongms GB has created is sum[ar to the multtpltcny of originators he has:‘

%‘created for/of his wntmg . The pseudonyms EE Greengrass" "Ed Prato;" " "The Panavision Krd "

"Helmut Frantz," "Harry Bnnson and "Ench Blackhead" are certmnly his; what others there may be i, e

..~ fiction.

-

* -difficult to teH. I say there is a srrmlanty bemuse both methods ot drssemmatmg oneself make "origin” a;
:M’Talﬂk‘. to me‘ot’,ongmah‘ty /ahd I wlu tum’ o_n you w;th, rage, " he writes in- Allophag es ("V"), L




‘,’i':,_,";:Gluonngan unnamed " gtnfe " ;_ ' f S

"wnl crarm that an. almost frenzred mulnplrcatton of begmmngs and of subsequent paths from thos
S *begmmngs charactenzes this oeuvre HJ.S pen name "Ed Prato“ has becomé\ ret:roaetrvely coloured wrth
L hrstory the detarls of whlcl:t mcluded a btrth in Trarl to Tnesnnﬁmmrgrants (Prato [GB] letm to Pret

- pseudo~name Edward Pratoverde whrch he clarms to have fashroned wrth some hterary pretensron but "I

 field of green grass i Italran) {S also embrordered po.w- hoc wrth ortgms and employment, teachtng
S Englrsh at UBC or so we read m the notes on cbnmbutors to an 1ssue of The Annggmsh Revrew tn whrch

If I can yet wnte of "Bowertng 3 work admrttedly placrng the name of the author under erasuret

' “Georgro dr Crcco of 2.5 Jun 1977) Developmg a narrattve of hrs hfe Prato mvents another (prrOr)

5 ~‘  think, after thmkrng about 1t, I tl'nnk ri drop that dumb pen name and go wrth my real name Ed Prato"

” (Prato [GB] letter to Prer Georgro dr thco of 19 A r 71977) E E Greengrass ( Pratoverde means a

- his poems appeared (20 113) But GB muddtes even these opaque genealogies by denymg that they

‘ '-jongmate with - hrrnself In Q‘J Robln Mathews wrrtes "Seemg Through a Greenglass Clearly

‘ ( Greengrass hacl been rmsspelled "Greenglass ) to show that he wasnt l'ooled by thts pseudonym and

o ) GB adrmts [} bemg Greengrass but Greengrass demes berng GB Elsewhere respondmg to John

‘ .._J'they srgmfy a dlstrust of the rnedtum he is addressed wrthm o lie to you 7/ as often as 1 he to myself"
‘ p '(’l' ouch 11) GB wntes As Introductron to hrs selected poemsl But drstrust need not lead to desparr

McAuley 5 letter askmg if he 1s GreengraSS as. Dav1d McFadden has satd he rs GB asserts "No I amt

Greengrass or Grfeenglass or whatever 1t 1s clatmm' vtnstead that “Davtd McFadden is Greenglass and

—r—

o he is trymg to send the smoke across the campﬁr

_ It becomes lmpossrble to separate thOSe factual macCuracres whrch GB lS responsrble l’or from

those due 10 typographrcal error or the mrSchrevousness of others further one has dtfﬁculty dtsttngurshmg
: error by 1ntent and accrdent However 1f the wnttng as a creatrve act i$ of prtme concem muittple
f'(vananons are n0t "wrong" but srgmfy other than nnmettcally In terms of reference 1t makes no

'5d1f‘ference if there are two or a hundred reported blrth dates/places so long as two. contradrct each Other
- ‘all are suspect But when GB msrsts on repomng a varrety ol‘ such blrths tlte efTect lS “not merel)r to
-subvert reference such reports themselves srgmfy a revellmg tn tncongrurty the jautssance of excess Or

‘ }knowtng you are bemg handed lres you can strll revel m thetr coherence eVen lovelrness readmg not for ]

, h—“‘:-'truth / but the shapelmess of the l1es ( gt_t h 11) The sha.pe of those: ltes 1s not- the head—to—head ‘
) o confrontatron of a dyadrc opposrtron nor 18 lt the rootless tree of a smgle he Rather the multtpltcrty of T
R ongrns creates a palrmpsest, the form of a carn.rvalesque wnung where statements lie upon each other

comctdrng in structure whrle contradrctory in content The lmpor,srble past events are methOdml yet they
are not related in any order other than the Jnxtaposmon the reader creates and as Sharon Spencer notes lf

. ‘Touch is subtitled “selected poems,” v_}as'jdist_jnct from aA"*Se‘le‘ctedA Al’oents.‘.':'df“which he'j’.de_e‘:il‘i"ned_‘;f_
© to assemble at that time. S 5 s Dl o ‘ S



I .;yes mdegI George was born & when & where and there it becomesa narratrve lrke any cher. : .

very COI‘l_]UﬂCHOﬂ thus acts as'a catalyst tg* emphasrze them differences ‘and heir. alrenauon from L

. reference—«absurdly so because we are sure that GB was, bom We have the story oh George on paper m:‘- 'f
. Place of Brrth (A 37) where hrs mother s sworn statement and a subomEd lawyer attest to the fact that,f. e

"4 T V - :
o LThe story of my brrth is Oﬂ paper hrdden somewhere fn a truthful mother S room T,

L say he was suborned beeause the question was a lie'& still i§, for-those who will mot = =~ =~ e

. open their eyes I'say I was botn & where. Since then I have decided to say wheref S T,
© it was I was born many times in different places. [.. 1 My ‘mother was the " - - & :
. contributor & the: notes on contributors are suborned to swéar just where & when’ &
' ithey are SwWorn to secrecy. Composition. is not there it is going to be there & you -
:‘vare here & thati is where & you might believe when. o T

P B

‘;' 7
et

s 'Illustratmg the ambrguous relatronshrp of language to life, or composition to"its origin, or wntrng to thef S

;

s : -;wnter GB hereshows what 1 have called a Kroetschean paradox where the writer 1s 1nscr1bed wrthm the o

B "text he rs not standmg outsrde of it |

To 1llustrate how thrs drffers from a more conventronal -conception of the wntten self GB § ovm

work agam provrdes examples of that It is not a simple early/later or 1mmature/mature drsunctron that I D

- am drawrng, the. metaphor of finear, temporal development as if towards some chmax drsﬁgures GB’S NI

_ o fwork fﬁs own "ABCY drcta'tes order but not development" (CS). But speak in metaphors we must, and -
I would venture the orderly gr‘rd metaphor ‘modified as a matrix. to admit multr—-drrnensronalrty Then two »I o L
e "drfferent mamces model GB's wrrtmg One such matnx would. be grounded in the writer’ s expenence and R TR

srmply, be a prOJectron refemng back to the writer's, (srgnrﬁed) mental 1mage Conversely, ,the wntmg

- where the text s references are 1ncongruous is metaphoncally cut adrift from meanlng through denotatlon

M.Sueh wntmg coheres as a set of srgmfrers whrch sh.ow _their own alrenatlon from reference——except"-'f

self- reference——the shapelmess of the lies is foregrounded Thrs second matnx then has one less

. 'ldrmensron 1f you wrll But in exchange nerther is the text m any way desmptlve of a pnor realrty, 1t _
creates its own with the added perspectrve of the reader Thus two matrrces are here bemg posrted The], : ﬂ' :

o 'latter is the unconventronal (as measured by the conventions of realrsm) model of a purely textual writer, - o

‘-w, s

: 'dependent for his substance upon the graphestic network wherem "he" is srtuated The’ ontologrcal status'i
of such a. ﬁgure is derived from its locus: "If you prck up ‘a book you do nat see a red wheelbarrow you‘f'f o
“see ’a red wheelbarrow’" -(GB, CS 5). However before I address. the texts whrch are themselves: o

'ontologrcal networks, I will discuss those texts whrch seem to depend upon reference creatmg an
1ntersectron of the particular expenence of the writer Wth the shareable umversal mutatron of that

expenence as prOJected into the wmmg In so domg I expect to make thrs dr,stmctron clear by example
. . . Jd . ) N L ) .

[ Y B



‘;l{isizbrs" !

In -thrs mmng certam autobrographxcal texts are addressed Mu‘rgraon the Fl@ has been recerved

-as. ﬁgurmg wrthrn the tradrtron of. realrsm and o have §nc§§& Stones The Mgg in Yellgw Boots Pomts on.

‘the Gn”d The Srlver ‘Wite, Flycatche —-even Capnc and Bummg Water are measured by thrs tradrtrorr

 The detail in GB's writing suggests, to sorme, autobrographrcal realism, but if his wrmng is revealmg it is S

unpleasantly exhrbmomstrc tosome T
. '

'5

blendmg of poetry into- prose provrdes scant resprte from a- fhmsrly-drsgursed plot of delechery " Well

my goddness "The debauchees mclude unrversrty students Bob Small and Delsmg, long-ttme bomm

mrtrates an m—depth study of depravrty " "Fhrs study of depra\nty is, mteresttngly, drvrded by Fess Such
: that the story begms concurrently ( "as") wrth the expenence of the debauchees Fess 1mplres the two are

corncrdental but not identical. Hence a presumptron that plot and its 1nscr1pt10n are separate thrngs -

underlres Fess $ ¢riticism, unacknowledged and this smkes a lrmrtatron o‘f hrs revrew

There seems ‘to be no lrmrt to Fess 8 allrteratrve mdlgnatton When Bob Small and nubrle nutty

. Andrea (a nymphomamac) ernbark _upon- a sefies of passronate performances——unmhrbrted of

Crarg W Fess sees m Mrrror on the Floor a scant plot clothed m blurred genre GB s perlodrc L

s 7' cornpamons who are tossed into a Vancouver drunk tank as the story begms Thrs nauseatmg expenence ,; (R

—

» CO“ISG_SUPplymg plenty Of angles for a plot permeated by premedrtated perversrty Pretentrously put, a __‘ c

" prtch perforrmng wrth plenty of passron and plotted—prernedrtated, and hence mhrbrted——offends Fess.-

strrke out qurckly Whrch he does: T

Well most wntrng is premedrtated m both 1ts plot and actmty but in l‘mdtng the: plot permeated wrth ’ooth

mhrbrtron and its-lack Fess doesn’t know which way to look when faced wrth thrs debauchery He tmsses f"‘:; L

the prtch completely Further that Andrea stnkes hrm as a: nymphomamac exposes Fess s eagerness to

Chester Duncan ob]ects to GBs volurne "The Srlver Wrre 1s 32—year George [src] Bowermg s

thrrd volume of. poems, and, desprte the fact. that there are far oo many of them, these preces show a lxvely

talent." It is not only the . volume of GB’s poems but of hrs friends that Duncan stnkes at, too lf,'

Perhaps at the moment, lrke a lot of other Canadran poets,” he has 0o many stuprd frlends presumably
Duncan S krndly advice to GB would put himon the road to’ cultrvatmg what erely talent he: has After all
"Mr. Bowermg canbe a very gfod minor lyncal poet, Duncan is qmck to pomt ouL s

~

Duncan sees the potennal for GB S vorce to grow m the poems where the lyncal voice, though o

very clean and pleasant atatrmes 1s tempted to grow raucous and exhrbmomstrc on. the subject of Sex.". l

am puzzled, not that a voice grows, but that lt can. be tempted Stll, Duncan has hope and advrce "One '
o can hardly be a reader of poetry and be agamst poenc sexualrty That would be hke bemg~ agamst Herrrck ‘



e ( Kamloops March 1962 " Geeksvrlle) L ?‘-.‘T L

ST T

But 1 thmk 1t would be better for all COncemed rf Canadlan". oels stopped wntmg about sexual N

mtercourse tnkmg out now perhaps that s what Duncan wouldf-p_ fer

e Red I_ane has hrs doubts about the Stlcks & Stoge poems Wl'ltlng o GB rn the summer of 1964
o th__at':' o
SelETe l thmk you are. gettmg into a FORM as yourself bemg FORMULATED and I cry

- "Meatgnnder -and especially the "Grandfather" poem like 1. know you are far - .

S greater than your poetry and this. Creeleytsttc form is really a bind on your. abtltty e

* '+ come:-out come out wherever you are else your poems become mere chtps m the v L
L stream of your conscrousness’” [Geeksvrllel ' _

"iChafng the ﬁitther Wlth formulatmg hrmself Lane seems:to have hit home as GB acknowledged (two o

" for the wide. open spaces of that poetry that’s in you came out in poems liké e

"'f,'_years earlrer 10 Lan "I suppose that's what. my wntmg is in a sense——the sweepmgs of my mmd

Lours Dudek llke Duncan believes that GB is "much too prolrﬁc and revels 1n the mtlmacres of .
Thts ‘fecundlty offends DUdek “not on moral grounds,”" but for the detaﬂ of 1ts mscnptlon When o

) nothlng is left to the reader s lmagmaIJon is there not a failure of 1magmatlon——somewhere : Perhaps the

- farlure is w1th the cnncs lmagmatmn in his pnvrlegmg of abstractlon over parttculanty GB hrmself says . .

o . as mUche puttmg the batter Out from the introduction to Vibrations:. "Poetry feeds on the senSes, ‘and a
' T desrr_e,to-,share sensual,expenences. That means speakmg of objects and their partlculanttes (Vibrations

’ A Much of the crmcal attenuon GB has always recelved cautrons h1m to censor hlS personal hfe from .

o hrs art. Rewewers who state that they dorrt eare to hear about his s sex lrfe and revrewets who advrse that

‘ "'-he adopta poltte drst.ance from the matenal of hlS art are the majonty The general attltude seems to be "

: _that ‘he runs; to quote Kroetsch penlously close [.. ] upon the rocks of mere autobIOgraphy-. ( 42), ,
" and mdeed falls upon those rocks L - ‘ . : -
Horne ,"‘ g

: 1 belreve that the presumptron of vensrmrhtude rs a rmsreadmg of any text. The sxmple act of y
‘ordermg events, of edmng and grvmg form to expenence separates it frorn the life bemg lrved As GB. ] o
himself i msrsts "Great poetry does not tell you thmgs about some poet’s day of- fanuly“ ("36 " E); that is, -
i great poetry is. not referennal After alL You do not need a reference to nature o create non—hature or;v '
art" ("95 E). Indeed E_rr_g recounts how an uncharactensttc prece of d°scnpt1ve reahsm i A Shog Sad
Book lmpressed a woman as so- vmdly referenttal to a pamcular ra11Way stauon in- Saskatchewan that she
asked GB when he had been there But I have never been ata Saskatchewan ratlroad station-on a- cold

'wmters day. I told her I had made 1t alt up out of words" ( 28 " I;Z) Readmg wrrtmg as primarily

' referenttal the reader dtsplaces what is presented o her pnvrlegmg what is absent Thus descnptlve :



', wrmng, whnch clalms to be an analog of‘ rarlroad .stauons and hfe rs prechcated :upon drSplacement of the
Wntmg 1tself in pnvrlegrng reference outsrde t.he text GB is agamst desenptron for thrs drsplacement of
‘the (temporally and spatrally) present text. In the poem Ex—rs Sensual (S_w 53} the poets exrstence 1s_e
deﬁned by hrs rmmedrate sensory recordrngs the eye wrll look _i' _- ' T L
oLl i - S :*": e L

& f‘nd myself - oA
+ - in focus.fine

. ,J,"_"astrrdeal_rne_ s

-

i _“Astnde a Ime “here & now " both poet and reader are measured by and measurrng 1n the poem there is no

i the "sm-uhe" (GB §_ 133) of "vensrrmlrtude Lo

o "referenual context umque to the poet; nelther fs. there a~separauon of the poem andthe real as created by,e

: Roland Barthes lrke GB puts reference under erasureyn Barth es ‘o0, }IsLlikes analogy,f, .
verrsrmrlrtude resemblance_-m short, realrsm—hrs bases for whrch I am steallng Barthe;g Clarms that his -

R "bete noire" is analogy because it "nnplres an effect of Nature it constrtutes the n‘atural as a source of

. thu_‘_drsplacmg the present textual artifice only to reform 1t in terrns of what 1t is not-— no s’ooner 1s a_f"“ I
, _Eorm seen than it musr resemble sometlnng" (E olang gagh 44) 'Fo address thrs problem whrch ;sj

R unavordable in contemporary art due to ‘the prevalent tradrtron of reahsrn Barthes subsequently notes that

. artrsts seek 10 escape analogy either- by the "zero degree of descrrpnon (art spectacularly devord of
- 1mpressron) or "by. r egular IY“‘ ECCOfdmg tD the fegUIaUOns—-drstortmg the imitated object When GB o
' ';draws portrarts of hrs lrfe in notes on contrrbutors secttons of anthologies he. follows the regular form of “

. _»-'such wrmng every nme and thereby dtstorts the obgect of’ (presumed) reference wrthm the rules But in

s subverting reference and analogy 1t does not follow that the metonyrmc relatron between the poet and L

. the textual env1ronment he spends long hours wrthrn For mstance where GB attempts reahsm hrsj"-‘ff'

. Than the wrmng because that was the model he was rarsed on ‘Ina letter to Matt Cohen (28 Sept. 1980).5’»‘: e

S

“"poem ls rejected tndeed Ibelreve 1t is. noL

The poet s hands fashron the poem wrthm marglns determmed by the poet s locus whrchi:.nrcludes

. sentences are long, full of adjectJves where the reader may "lose herself in a story about somethrng otherf }_

'GB explarns this phenomenon of sentence length "in'my earlrer prose I did run to long sentences 1 thmk.f’. - };5
" that was because I was really then’ convmced that one should turn one’s. hfe to~ ﬁctron, a la all themf"" R
. "Amencan reallsts ans [src] frrends I had been -all my youth readmg - The: attempt to capture the lush' N
- variety of one S lrfe is: tnadequately served m long sentences but short sentences make such a eompanson«"‘ S

- ,',less lrkely GB $ shortemng of sentences “"happened as I started makmg somethrng up mstead of .makrng '

Cts: meaning, t110ugh in 'so doing pointing atso - 0" its own dtf)‘érance from that meamng and

i . \.‘ L% - PP
- RS cor

“1There is a Sense in. placrng a srgn sous - rature that the slgn can yet be seen to pomt to
refusing to be oblrterated in- srgmﬁcatlon L e T e T



. " j_.f’_-,ltself ﬁctton, _ makmg up s a he based upon what is - already down ——already':text." ’rIn
S "‘professes admtrann for what; prtchol 'says a the; end of Jo ourn he says you r'put the_ bOOk down‘ loek

' ' l"»{“"the pretense of detachment m wrrtmg down" the (closed) b00k but drops 1t, too m lookmg the reader 1n" S
= }__the eye makrng 1t clear that thrs i§ a book and y0u are a reader and I s meet. E j L S

: ‘ﬂ"-?'-_'-;wrthdrawn upon completton. In "Pnnted mto Trme (SW 72)g the poet casts off the woven text( I grvei
,‘,‘you your freedom A ﬂy from my hands ) 1ron1ca11y because freedom 1s death 1t unwmds the poern
-"“f“'F‘ree verse rs a mrsnomer because all verse lS measured as E E Greengrass pornted out o CVII (3 May

L ﬁnot contamed in lmes, ‘drsmtegrates Ianguage is synthetlc and operates by rules a pOet Iearns to be
B I 'i:")'natttral as a rneasure of craft.., Breathrng is. natural;, but 1t does not teach anyone how fo wnte poetry..
: POetry teaches poetry Art teaches art. But nature does not even teach nature Nature cannot learn.;"»
S Poets can learn but nature cannot teach It can only be what is learned A poet must leam that nat:ure

., ,’écant teach hrm anythrng 39”7 _) That 1s what nature teaches the pOet, hence “If w§ are ever to Iearn-f

‘_ ~anythmg from nature we had / better scuff aroun.d in, the tortured sorl of Mars" (DM 53) A poern grven “

- - hands. and is cast off from them advantage dressed the poem makes an address not of nature but Ats
S clothes That is "What the Poet Does" "The poet worshrps the naked human form & sets about to clothef

' 1t in the globe s f‘mest rarment" (GB Sgange Faeces) The globe s ﬁnest rarment," p‘oetry, clothes theT‘j:;
- human form but takes its shape—rs mformed-—by the wnter 3 sensory receptron of that form 16 tw

. meet in the wrtterly text where too ‘the reader drscovermg the poem for herself enters rnto‘a’ spattal_ A

o nature. GB's lyncs 1lluStrate a sensrtrvrty to thrs One such example is "To Cleave " ( _B 6);' o

o ‘Barthes drsttnctron between the readerly text (that whrch is’ closed and admrts only passrve\_.’
. acuyrty on the part of the reader) and . the wnterly text -is - arttculated m S/Z -

somethtng of what was already down and that does seem possible but 1s 1t. But is'it.” W er ongm | Ay rs‘
"14 Plums" GB.

your reader in- the eye and say such-—and such (98) It clearly is of no consectuen' what 1s said by thef )

: "'-’"wnter 1t rs the stance and 1ts ambrgmty whrch rnterests GB as he goes on to exp vfn‘ ,The wnter fosters,'i‘ o

b'to nature does not become nature it cannot ﬂy from the poet s hands* the poem takes shape from those'{"”

physical relatronshtp wrth the text opemng a cleavage in the book whereby to enter the text, the reader'::" ‘

also opens herself 0 1ts recrprocal penetratton Textual pleasure is, as Barthes rnakes clear sexual;f'

S »\When I enter you'
- :you entef me. . "+

R T -tochn& e
"&love. L N R -




¥

In thrs poem the s not arnbrguous in terms of rts referent, 1t 1s mutt‘rple‘ f_he poet. the‘reader and the_;

‘- is put down sOthal; 1t looks the reader in the eye: the 1nsrghtful reader sees many "I"’

7 post—modern wnters have only fi ctron——mkrng hrs own hrstory finding for hrmself hrs owrr realrty the‘,_-'_l -
" man of actron ﬁctronahzes hlmself and the world everythmg is text wherein he ﬁgures and 1s tead as such o

& &offer my mstd »_o you.

7
YW

" .
To cléve is to- separate R
&j Jom K T

. to Open ‘;
& fill.

= - -And [ am filled with you
i , evenas | place myself

-in our cleft

rny love o

poern 1tse}f comhere m the pronoun makmg reference an act of wdl on the part of the reader The poern

Wrrters of reahsrn saw . world pnor to. the wrrtrng and wanted to change lrfe mto ﬁcuon but R

thereby turnmg what appears to be a reference to the wotld into a textual quotatron made present When/"r

located in language anything becomes. text. Kroetsch considets this lmgurstrc trart Lhe prunary manner by o
whrch expenence is apprehended he wntes of "the brnary patterns that the human mmd uses to construct; o :
rts day and it§ labyrmth" (____y_ 74). Frank Davey mtervrewed for TV Ontarro about GRs work remarks
pon thrs ubrqurtous grrd underlyrng the concept of identity as everythmg is a crossroads we are all'f"
crossroads In ordermg expenence (wrthout which order it would not be comprehended i any way at:
aJl) one ﬁctronalrzes oneself therein.. Conscrousness is: Ianguage 1ts component units- ﬁgure(s) in- F otron
Thrs textuahzatron in consmousness rs deprcted in GB’s "Anmversary Recall" (SW 50) where a young man :
percerves his contextual relatronshrp to have alter"?i and he is changed b)? that self~conscrousnessr S -

SR oL butthen actualIy thmkrng
ol '-xv;,"Iamnonngmrs

‘,V»I am differentnow -~ . T
& thrs is my grrl & I 1ymg here \

: I‘m readmg, our whrte
- wide parted -
- Ooclike pages ‘

I enter, targely ‘your story
[..]. Thepage - S L s
open in thehght, youread N



:;goddamn book to fmd a Story about rne" I mean I ve got a story Why ‘ave a story abaut me mstead of
E : me?". -( 14 Plums" 91) GB does not tell storres about people the ﬁgures in- hts storres have approprrately' i

lexrcal substancer In 'v'For Angela Sherla Marran Sarah Avrva Magdelern Etc " (AM 17) GB appears
'to approprrate people 1n poetry but by mal(mg up the wrves of the poets as' metaphors wrthm poetry he

jr.jthere\by dtstmgurshes them from’ lrvrng women (metaphor emphaeres drfference) and makes these

- metaphors appr;opnately contextual The ' Angela ‘which holds the poems together rs an extendedn f}'f’_‘"

. metaphor used by the poet the same poet who says that "You should not use poetry just as. you shouldn t_ ’ J":' e

e "‘temporal duratron) to measure ‘the, poem besrde the wnter s measunng the chome of a metaphor sha‘pes:‘

own unfoldmg Wrth the work rtself is the idea. behrnd most of GB s poede composrtrOns such as gieneve_»

“.’f"_Typewnter : e ; v,j‘ N {".': L A

v;vme writing rmplement. When Davey revrewed the book he wrote that each . of the Poems catches 3:,

'use people (GB m van Luven). » "Angela" is used: Angela 1s not the _poems are not abaur her butf'
r“"Ang:ela determmes the drrectron of that work——Wntes it to sorne extent. Davey sees thrs devrce as"‘ SR

-'"‘fcharacterrsUC of GB’s. wntmg By establrshmg a parameter (tarot spread, alphabet. anthr-netrc serres .
- the poe. “GB does this, Davey clamrs @VO) in order "o avoid: the persona,l " Leavmg‘v onlrol of its®

'f and "Mars." Even m that wntrng taken by sevetal emrnent cntres (rncludrng Davey) as referentral toi‘l
personal expenence and entrtely controlled by the author GB sees the text wrrttng 1tself as here m "Thev

S ST e Across the room
N R P »Angelasrtsatmytypewrrter

L Ah, thef'rmsound
-j-ufofmyf'ngers j '

rrrrr

,Thrs poem (YB 10) shows GB’S "rneta.phor composmg at the other slde of the etanza and Jomed to hrrn 1n o

,‘ Aperceptron & projects. it thru its partrculars & the 1romes of those partrculars with great dependence on{r -
o personal statement. an exhibition of the poet as fact #1 (Davey, The Q@ I etter) It ls not. i thmk, the‘ e
poet but the poem which is fact #1: here the poem by a metaphor about the two rdentrtres, of the pOet a:nd f:,i:f‘f ‘
his metaphor, joined in the metonymic fingers. In "Last Lyrics: She Pulled My Skin' (AM 31) the
_speaker s skin is the "she" ﬁgure between them-a metonymrc relatron whrch (metaphcrlrally) ¢ OIICSponds | i

S to the poet’s artrculauon m the skrn of’ language Olson’s Maxnnus figure, in "Maxrmus to Gloucester.

' Letter 27 [wrthheld] (Maxrmus Poems l85) has thrs sense "that I arn one /. wn;h my skm but to |



X

“7 drscrr mmate tha{ body is ,mposmble in terms of classical form Thrs form is: romantrc admlttlng the
et _'{fmterdependenoe of contranes and measunng mtensrty rather tlﬂn fealty toan 1deal ‘

-

T

L AM_"-Bemg one W1th one’s skm is tactrle 1mmed1ate and- metonyrmc presence‘—a "here, whereas"
o - metaphor sets up a dlstant there In"GB’s "The Krtchen Table.'.' (__ 58) "They are. there 7 there is
. “"'someone here under thlS face A face skin, forms the faceless someone who mask/m place faces’ the
. crowd But that someone actualrzes the crowd (" under this face” i there where they are ") So facrng
N ’-'-_‘both ways, the (sur)face mask is'an unavoidable medrum What, if anythmg lres behmd jt s made moref
'»’V'problemanc when GB in’ "The Srnooth Loper" (SM 42) “admits to an afﬁmty wrth Coyote
GRS A A‘ T He was my favounte animal . T
G Tl SR [ imitated h1m ST DRI
’  tll recent years. - Lo T L

- Also I have friends’ =~
o . - whotell melamwrly
S A . - .+ lo my innocent:
T T ;halry face

.

The mask is 1mpersonal lt Is, a role m language a scnpu departures from whrch are yet codrﬁed

W1th GB even apparent exCesses conform to. rules In"‘Frve Cents Revrew of - Sports orlgmally t.ttJed

"Montreal s Blg Leak Baseball One Reason for Keeprng the 49th Parallel Open " he writes of the players -
- \th they never would haye: been able to wear Mlckeys mantle .Tbat last sentence 18- very much like the
' colourful wntmg baseball reporters always use (19) Placmg hrmself' in the role: of baseball reporter andj )
then dtstancmg himself from that role, GB acts. m two mutually*exclusrve roles oL perhaps occupres a thrrd : o
-posmon aloof from them both. The reader cannot fix the wnter in- the text, but she can ﬁx the text, andt
B faced wrth that the ﬁgures therem Interestmgly Red Lane cautroned GB (letter of Feb. 1963 G_gekgvrl

'39—40) to ' "write about Delsmg not Bowenng you know very llttle about Bowering And mdeed GB; _t;";f‘ |
wntes about Delsmg wntmg ‘GB: mscnbrrlg hrmself' in descnbmg Delsmg GB fashrons hrs role as’ wnter.f v
As Barthes insists; "For the htstory of sources we should substrtute the history of 'l' gures the ongm of the
- work 15 rrot the ﬁrst mﬂuence it is the first posture: one COplCS a role then by metonymy an art; I be,gm;l": 5: “‘ ,
producmg by reproducmg the person I want to be [the wnter} " oland Ba;th 5 99). Whrch is what GB" S
: »drd——hrs literal begmnmgs began when: "T wore my old arrforce clothes around UBC & became the »

: mystenous young wrrter Delsmg" ("Some Data Geeksvrlle) Delsmg of course began 10 wrrte a- novel S

-about then.

-~

Thts sort of ' becommg mtegratron of writer and vmtmg drffers from autoblography because as :

GB defines it in Errata ("34"), " Autobiography replaces the writer." GB prefers the term "brotext whrch
connotes "an extension of the writer." Brotext is not, then metaphonc but metonymyrc wntmg, it doesn t

stand for" a life, 1mplymg closure stasrs and Lhe dtsc;ete drstance of metaphor 'The. wnter sheds wnttng ‘




o "Elegy Erght,“ from Kertis

' ‘entlrely composed where he is: where he s actmg '[here he 1s actuallzmg hrs relatronshrp to th iocus

: 0

- lrke skm but~ followmg the trarl left of skm rs not toprogress closer to closure 1t 13 only to conunue In
"'egEle k'es:' the speaker knows the f' cuon of hrs past and expects to- walk:

strznght mto hrs fancled future (112)* nnged by amﬁce and srtuated wrtlun the present text, by rt, he 1s“

S wrth the face lookmg in two drrecuons at once as 1t cloes i The Shlfung Arr" (_3 88) _

1 push my forehead
agamst a nose :

: Andrlmon——‘» C R
the air is stitl - - oo SR
. acrowd smrles at my back =

-Playmg 10 the crowd the actor yet fashions hrs role facmg the page, readers behmd hrm watchmg the

. unfoldrng of the scene bel"ore them before hrm and he goes down drawn on the page
’ #

The double as’pec’t“ 'of every performer lsa condi‘u'on of the role our self—Consciousness plays in

L -constltuung our humanness And, as Olson remarks m The Special View of History, man’ s percepuon of

o measurmg the place where he ﬁnds hrmself

E -hrs srtuauon as. one among objects rather than as commandrng subject makes of every man: an axis

‘ One wrll get nowhere in catching the trafﬁc of the human universe 1f ong does not - . SR
_ recognize that a-man is at once’ subject and. object, is-at once and-always going in -~ . o
- two directions: (m many, .of course, as.he is a sphere; but two at-every essentral L
. intersection-—at every point of action or-decision a man is binary, is involved in - e
choosmg between one or, two). That is why [ have tried to establish the double axis - L
- or’'axe as a sign—that funcuonally o matter the-plurals (plurables), the double'is™ .
. the confrontation, that single plural ~'This tremendou_sly modifies ‘the old static of =
" one (the unrtary)[32] : : e L

o

: Thrs double rs not an erther/or duahsm—the mrnd is not ordenng the body——but an (het)erogenous open
r;mulople ﬁeld ! Composmon of oneself ‘Wwithin - one’s envrrorrment acknowledgement of* one S own
. ob3chsm is charactenstlc of Canadran wrrtmg—*tt is not an exclusrvely Amencan stance Tom Marshall f; T
makes this clear m Harsh and Lovelv land when drscussmg Irvmg Laytons poetry Laytons frequent_
.rdenuﬁcatron with rnsects on the one. hand and gods ancl grants on the other 1s another example of the
Canadran ambrvalence and shrftmg perspecbve a result of” th’e encountera wrth our open space" (72).
Whether there is an open space mdependent of our encow:ter wrth itis perhaps more directly the point of : e
) ’departure between Marshall and GB GB lS qulte clear as 10 his vrewpomt in a letter to Silver Donaldf‘ o VA
Cameron(l Oct 1972); - o B S ’ R

L Now o yr remarks about. the drfference between ﬁndmg the extemal" w0rld m

' think it’s important 0 mentmn my agreement wrth Charles Bemstems criticism of Olsons
sexism in "Undone Business." One of ‘the concerns is Olson’s suggestion that the "feld” i 's,
"femnale," ~open 10 action by the Man, "Towards. the Last Spike": opérates on 4 similar
sexrsm—thrs is by no. means a problem parucular to non-Canadran wrrters o

Lo = . 3 o e - o - : n .. At



wrmng Vs ﬂndmg me Wn“ter s EXpenence of Lhe extemal world I ahem hold W1th RN
# " .7 Shelley that there is no external world ‘made up simplyof objects, - That- is- the .
-~ =, -Newtonian, back there' yes, fallaey that has exactly. resulted in'the“condition we @ .
‘i 7 have that the world can’kil} us, that is JT. wont kil uis, 'WE will. Look‘at Brmeys*f
o " "Bushed"" or’ Reaney’s; "Avon' ‘River" ——they show” you" a niture” that is not
.~ . . confronted asobject ‘but . that-litetally enters the heart, - where™ ltfbelongs & T
'~ inescapably is [..]J.  There is no universe but the human universe, at least in'man’s- >~ - .+
. discourse/eyes. The term "Human uiverse” doesh’t just come from Olsen; jtisin ..~ -
:the preface t© Queen Mab [ .J. I'm not talking about mystic stuff. and" neither i =7 -7 .0
"’,-Shelley Co s R O

jective, unq’uo:e wo'rld’viewed froxh the mind standing back. That is, the efl‘ect is on the rnind as well s’

v -
\\g/ : l “ i ! E
B

~ the umverse and in a like process, and the other way round mescapably Lhe world of thlngs 1s made the_,' B

way we see n because we see it"

To go back then to "The Kltchen Table" "Ihey are ' lhere because Lhe mmd def‘mes them in B
such relative terms. As Sartre wrote before propnocepnon was artrculated by Olson "Lhey rndrcate me -

as the reason: for Lhelr order

' My place is def'med by Lhe spaual order and by Lhe parUCular nature of Lhe thlses :

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, its’ hydrographrc'

" and orographic configuration). "It is. also more srmply the arfangement and the
- order .of the objects which at present appear to me (a table, beyond ‘the table a
- window, to the left of the window a cabinet, to the right a chair, and béyond the -
“window the streét and the sea), which’ indicate-me as the teason-for their order.. It -

- is not possible for me not to have a place otherwise my relation ta the world would,
el .be a state of survey, and Lhe world would no longer be mamfested to me. in any way ‘
©atall [Sartre 629] R I . \ .

It is by the manifesta[ionvof thé world that place and the perceptor are conﬁgured~howeyer mental the

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

" the physica;/ﬁﬁting.
N By the acuvuy of parole a pamcular speaker announces her participation m langue and carves for
_ herselfa niche. The poet thas rmprovrses his place within the world-text. "Scrapmg in Italy" (SM. 30) is
carved to the form of a Petrarchan sonnet yet its subject is the parncular poet’s improvisation within a
tradition: the traditional shavmg of. cmlrzed men The sculptured amfact is: here both poet and poem.
‘ .In Florence Tusc . .

o , _ on Chrrstmas day
o . omy wrfe was at Lhe sink.

-Sol had to shave
in the brdet, b 5
. & that set me 10 think:

did Giotto too, _

e is’:‘;r‘ai.king. _ab‘out_ "sornem'iné 'that“ has V[o include th"ar'p,roéess _Lhru'ithe"hun}an~rnind. '._rlo‘[,-thru Lhe‘ o



A
e

"'if:dld Clmabue SR PRI
improvise, & feel the course ofwn; ST e,

asthey bent to wash abrush" S B

R -,-‘j'-.held in fingers imagining -
T L T -0 7 " ageld halo while-

C ’ EEE -'scraping' al Onl_y "f'lesh";’--.‘ R

. ARY
J-., R

: parncular problem wrthm a larger context—and the octave The crossmg of the pa.rtlcular w1th the _

| Wash that is, a male brush ) o

One of the tmprovrsanons upon tradmon here 1s the reversal Qf the sestet—tradmonally used to resolve the‘f' S ’

umversal in GB’s poem has the parttcular expressed 1n the umversal s place and vice- versa. The mysttque

_ Aof great art(rsts) 1s part of our conternporary mythology GB cerramly 18 cuttmg that mY}?lology dow:n 1o’ ,
size in "Scrapmg in Italy as he does so often m lTlS work The symbolrc phallus as pamt brush razor andf,
7,.elsewhere pen,.is revealed as absurdly pretenhous when the (male) wrelder of {he Law of the Father 15»# Ao
ofen, i B poems. & fonely’ boy masmrba““g Makmg myth. parucular challenges its authonty, italso
m makes otherworldy icons- humbly hum;m In C,_a_p_ the west was ofice a m ythologrcal place o of wrld-; |
R Indlans and ﬁgures larger than life whrch has become scaled to human drmensron "By the 1890 o the west
had ‘started to shrink" (108) and shnnk it does, to a pomt where rt becemes the locus of 1ts mhabltants;f_» <

when Lhe west has shrunk so much that we can get 1t m51de us

R T T N L TP

. Rules Of language and Lhe pr0pnety of expressron measure the performance of a speakex wnhm; R
the language——place her. Conversely, place becomes mtegrated wfthln a poptﬂace and within ‘a, person K
among that populace as manifest in the enuncrauon Thrs 48 nor only an mtellectual ldent;tydthere isa S
- physical dimension to this 1nterpenetrat10n as well GB’s locus becomes mamf"srrn the cadence of hrs\; I '
" verse as mUCh as its rational element_ He 1nsrsts ""Ie poeme sur Ja page est un pa.mtioh en vue de la
composition, que les caraciensuques de tWteS 18’5 ﬁzcultes du poete devrateht se retrouver dans Cette";
‘ partmqn, ‘non, pas seulement les uka.s‘es de quelque rdt:onalue sauverame’ "' The partn:ular cadence of* a-

‘speaker 1s a vrtal element of parole whrch 1n vmcmg a language that lS held m common enacts the‘ .‘

.l

' 1ntersecuon of umversal and parucular SOPREE :.4 S ) o

It would seem that in GB’ "lyrrc stage—as dlstmgurshed from the post lync and separated by . _

Lhe "Last Lyncs *—he composed poetry as a score- for the vmce thus pnvrlegmg the actwrty of aitrculatron . .
) -‘_,whtch is. removed fr0m the prmted poem That 1s the locus of the poet1c energy t_ransfer 1s fot. in the :
o ~ printed text but in the voice: of the. poet and the’ ear of the audrence Thls aural traclmon as touted in How T
l l-Iear Howl" and "Poetry and the Language of Sound does not presume the recepﬂon to be an' j

-‘The typescrrpt found in, the "George Bowenng Collect.ton" in the Natronal Ltbrarys rare
~ . books ~collections is called ‘"A Few. Blésst ‘among les  Maudits; it reads: ‘ “the poem’.on " the

page is a score for_the composition, ‘that the characteristics of all” the poet’s. faculties should_
be “tecorded. in “that_ score, : riot’ just the “decisions of some presrdrng rationality." The article -

. was translaied by Raynald Desmeules into "Quelques bems parmi ‘les maudlts ‘and published

_in- glrg 1‘ thrs passage -is on page SO e -




V"’f’l';'create mental 1mages ’f.“‘,‘ﬂ o T el T e e

oo the 1ntegrated tissue- of larger forms

,© . 100, is text. "The place the ‘out th re, is not prior to hum

‘..‘

o mtellectual actrvrty but a physrcal one a sensory perceptton no less phystcal than srght or touch-—perhaps

- ;-even more alert because, as Iames Joyce reportedly cornmented “the sense ot~ hearmg [.. 1 is always awake, -
smce you can tclose your ears (Ellmattn 547) Certamly m Alloghgx_t_es_ you cannot close your ear— /e
' ..,_‘l‘g:'lrterature ( I") 1n Al @ lrterature must be thought, now as the senses recetve the physrcal data and

;'f

RR The Ttsh poets treated the wor}d as non—lmgutstrc data; nature undressed whrch sumulated a-
HR sensory response in the poet and the poem was the projection of that mental interface. GB s‘own PomtS' '
',”'fon the Gnd," “POet as PrOJector ) "For WCW and Metathesrs here quoted in. l[S entrrety from Pornts

| ____tl_r,e_GL (38) rllustrate thrs

,: n :Movmg from the margrns )
"o back- o
o the center of the mmd o
- thru- the eye -
_ob]ects
' together e T
- : ~ -+ hurling mward
ass0c1attons set behind the cornea
" patterns in the brainpan | . o
. pictures reflected. back from t:he margms s
- become o R

e ,-‘,"‘_'i'.{ l. words Y
" R D ma web suspended
f BT
rom the margms R N
0 ended there&begun N
heavy in. the center of the rmncl

LN

. 14 . ,.;t,

) The mmd Was the center of a lrne—hencé the ubtqurtous bndge metaphors—connectrng the poem and the .‘7 -

world,. both of whrch were ground held in common with' other mmds (hence ﬂte notable populatton of
‘ proper nouns in thxs poetry whrch draws common ground as the stte ofthis polis); but the ;ndrvrdual poet
: ‘was the: catalyst between them In 0ints on the: Grtd the: poem "Tuesday Nrght (40) msrstently srtuates
the poetﬁﬁrst, by its trtle but in a crty prmoned by bndges at. mght lined w1th ltghts one is spattally
- located wrthm a_matrix. The poem of locus attends to margtns and lines as the address of the poet at the
- -time of wrmng : "Walking Poem" (41) compa;ably srtuates the poet where place the "trees lmmg me

/ “grves form to the poet. The poem is a prOJectron of the poets srtuatron 50, naturally is mformed by hlS
place But when- the world is seen as no longer data but already text, and the poet’s locus is textual from

=

, "i the start, wrrttng i$ :an extensron of that locus If it is a bridge, there is no other srde And the reader -

»

. accompames the wnter in ‘following the text: both are present here & now

From the lyric (an occasional discrete fo post~lyr1c GB moves from pornts onagrid

1ch as Autobiology.

e writer goes on measuring, but the world,

.

nj perception or activity: it is a result of .



C someones bemg rn the world : ’Env1ronment xs not possxble, because one cannot be surrounded by‘_

somethlng he is’ ‘part. of The wnters words call the flctronal ‘place 1nto bemg The hurnan bemgs : o

presence rs the flrst language " 38 _1 Tlns is propnocepuon wrth a difference: whereeverythmg is text

there is- no outstde language Hence in percelwng hlS locus the poet cannot’ wrrte fram that place or
about that place because what gets wntten is stll a Jpart of that place. When the proprroceptrve .

: conscrousness is- textual, the "I".is just another word whose focus is the dtscurswe mau‘lx within Wthh the °

ﬁgure constrtutes 1tself GB composes lnmself as a present part1c1ple determrmng, and deterrruned by, the i
: syntactlc structures he occupies: "Maybe | learned from the start of the wntten language to think of myself
as'an ongoing verb . ] “What I do i$ not wrlte of wrrtten. ltis vmtmg and so am I. [ am Bowering and [

am wntmg ( "7 __) But he 1s not only Bowermg, he is actmg and he is Delsing. Delsmg S poems are, o

. lrke Whrtman 8, blood on the page "He wrote poems in red mk and saved them to show her [Frances] . .

and burned them m the furnace when he couldn t do it.- He 1mag1ned himself curlmg up and wrspmg away

m the flre of the furnace (D 194). Not only does GB become Delsmg, GB becomes the writer and the - - \

| wnung——he 1s Bowenng burmng in the language he lives in. This is not metaphor~besrde the subject C

- like an- autobrography—but metonymy an mterdependence graphrcally deplcted by Escher’s. hands
" drawing each other No subJect/obJect dtfferentlanon between GB's text and . that of the’ world is

~ possible—nor is he an omnipotent creator separate from the creation. * Michel Foucault sees the author” .

made a "fallen” god in contemporary discursive practice smce he says, "the subject (and lts substltutes)""'"

| must be stripped of its creative role and analysed as'a complex and varrable function-of discourse® (138).
GB sees the djsearsive 1dent1ty of the subject as necessrtatmg a departure from realtsm on the part. of the

writer. "The fiction writer begms to depart from reahsm ‘when she replaces the referent wrth the . " . -

srgmf ed he writes: After all reahsrn is 50 because it has an unrmstakable correspondence to reahty, the
mam purpose of the referent is: to be unmrstakable But the sign now: think of all the times when the s
srgn has to be mlstakable ("93,” _) Ceruainly, as a_ complex and variable functlon of dlSCOlll‘Se the

' srgmfler is, necessanly amblguous GB expllcrtly srtuates hrmself asa figure oftén i m hlS work "Old Trme ) AT

‘P hoto of the Present,” "Stab," and "A Poem for High School Anthologies”-are jst a few examples But. .

thus textualrzmg himself he becomes a discursive element, a variable'in a relatron to 1ts context. The
textualrzed writef js a symbol which removes the referent, another base stolen from Barthes e

.Do I net know thaL in the field of the subject there is no referent? The fact -
" (whether biographical or textual) is abolished .in the signifier, because it . -
" immediately coincides with it: writing myself{..] Imyself am my own symbol, Tam .
.. the story: which happens to me: freewheeling in language, I have nothing to - -
compare myself to; and in this movement, the pronoun of the imaginary, -"1". "is . o
im- pertinent; the symbolic becomes- literally immediate: essential. danger for the
" life of the subject: to write on-oneself may seem a pretentrous mea but itis also a
. srmple idea; srmpleasthe 1dea of swcrde[ oland_l}g_h 56] : o

“"Why have a story abaut me, instead of me"" One of the problems for- the writer who writes himself is the

negation of a. self outsrde of the wntrng Realrst wntmg directs you elsewhere the surface obhterates -



I - .
o

‘ 1tself not SO postmodern wrrtmg whrch foregrounds 1ts surface at the expense of the referenL GB 1s"
currously astnde thrs lrne between ﬁgure and referent and the 1dea1 example is 1dgler s Nrght. InE gtg

S ("70") GB calls it hrs “t;hrrd pubhshed book of ﬁctwn (1talrcs mme) in whrch he tned 1o ﬁrtd and shaw o .

' whatever 1t was that had aiways mamed reahsm and the openly—mampulated text in my mmct * Usmg

metaphors both of craftmg and drscovermg GB sttuates the mterface of- these processes in“his own mmd
_The text, howe.ver is an attempt at thls 1rtterface whrch seems doomed to fatl except as rt may. exemplffy
o contrary stances the harmomzatron of whlch 1s left to the. reader Thus m the acnve mtegratron of the .- -

iﬁj{j’fu:reconcrlable the readers mmd marnes reahsm and the openly—mampulated text "The energy

transferred by the text 0 lthe reader m the fashton of projectwe verse. is herghtened by the extremrty of -

polartzauon in the text, which is why GB says "In’ Fiddler’s Nr ht the young people should have been as o

‘ ‘\ persuasrve as those in U S A and the formal ﬁddlmg as 1rr1tatmg " .The greater the drl'ference the greater;/ ‘
" the potenuaI energy i ‘

5 o 4'.,°

A postmodem blotext which foregrounds the words as aborted srgns is a body deconstructmg 1tself ;J

3 Ca (rocky mountam) foot, a(n. 1mag1nary) hand an ear (reach) or a(nother) mouth autobtologrcal writing in .

, fthe flesh. The poet composmg hrmself on. the page line by line,. piece by prece casts htmself m "Last
.- Lyrrcs From The Mystery" (AM 23) ' '

Thru the wmdows come

the. low sun of March second

" - lies warm on my neck .
'Whlle on the page

of soft hand—made paper
.n the afternoon late

- where poems are & shadow -
of a vine, of my hair

Ll

& death someway old news - . o

somehow familiar, remember .~ * '

I said this

I was saying this.
‘The sun castingthe poet onto the page in shadow makes from the poet the poem: the poem is the poets
shadow, made by Apollo’s hand it. lres on hand—made paper where the poet does, where the poet dies,
.where, in saying this, he makes hrmself past, 1mperfect_ Here the poet is measured by the pOem by the
size of the page, by lrght and shadow even.by- grammar as tense confers relatedness Measure is’ the,
: means by whrch the paem is artrculated and the means by which the poet amculates his locus therem rt 1s

‘ also the- fundamental actrvrty of a person in the world concemed to dtscover or maintain perspectrve As‘,{.‘. S

. ’tHenn Mrchaux remarks "I had to adrmt it from birth, I had spent most of my life. onentmg myself [.: ] I
' had——lrke any man alwe—been made to take bearmgs second by second o’ take to retake my beanngs

}(Ma]or Ordeals 4) AT E
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GB S forebearers mark pomts he defines hrmself in relation to whether it be the "father I chose,"

3 thhams the land marker Vancouver GB'’s own father whose face is discovered behind George’s, glasses,. B '~.‘;“._;"
. or GB’s grandfather ‘ "Grandfather"’ lrkely the most—anthologrzed (hence wrdely drssemmated) of. hrs 1
 work, shoWs a- tradrtlonal measurement ‘of oneself drawn from one’s antécedents, thereby’ making those :_:;"v

N antecedents present in the measurmg DG Jones fi nds "One of the characteristic preocoupatrons of .- |
: vcontemporary pOets is. a congern to possess or to Te-possess, the actuality of therr chrldhood or' therr 4," S

father’s or grandfather s world (171) But the poet -often does not aggrandrze the ancestral past, as GB —

X o f does not it is not the- stuff of herorsm but "may well have a grotesquely itoni¢ character and Jones clarms

e ~that GB demonstrates "thrs concern in several of the poems in Points on the Gr_r,d Kroetsch too sees a

. tradmon of. "Vrsrons/revrsrons of a grandfather in Canadian writing,-a’ tradrtron acknowledgmg our need

-, for and resrstance to hrstorv, our ﬁndrng in the local tradrtron" ( says 99) Fmdmg in the local tradrtron X |

s ﬁndmg the past made present arrd the locus nexal toa universe. .

Tom Marshall in Harsh and Lovelx Land, places GB m the grand lme of Pratt, Brmey, ‘and
Purdy" (176), although "he has developed along esoteric and mystrcal lrnes m more recent trmes m a way . Coet
that 1s consrstent wrth his adrmratron for Margaret Avrson. Doug Jones 1s eager to srtuate GB wrthm T‘re
o Canadran Tradition, as is Marshall but Jones does thrs by redeﬁnmg tl}at tradruon m pan—natrOnal . ,
» terms—lrke GB's own "Canadian Tradition. " Jones shows that Canadran wnrers are ina larger tradltron ;__‘ o
~ " which 1s not completely contamed by natronal borders "In varying degrees Bowermg or NewlOVe Nowlan =
. or Purdy share wrth erlrams a common drstrust of conventronal forms rhythms drctton and 1magery. and A'
N a common desrre © explore ang. artrculate those aspects of therr expenence that are 1gnored or denred or r;.: o
g srmply drstbrted by the tradrtronal ‘matrix of language" (168). . Adoptrng the phraseology of erlrams g
| 8 hrmself——or is it Phyllrs Webb s phraseology—Jones Gonclusron in the first pcrson plural 1s that Canadran
L “wntmg is’ n0t the dualrstrc us—agarnst—the—wrldemess of Atwood $ posrtron two, but. "what was a wrlderness
o . 1s now alsoa garden An 1ntegratlon is becommg mamfest which - provrdes the basis for the individual’s |
‘ “‘vaft‘ rmatron of his- actual world his own .authentic realrty, he - need not conform to an external order fo’
L jl.lStlfy his life” or possess an 1dentrty" (Jones 183). And that goes for -thie 1dent1ty of The Canadran '
Tradrtron 00" - . ' | '

»

- The drversrty of GB S work has enabled theonsts lrke Marshall and Jones to pen. hitm wrthm The

- Canadran Tradrtrm;t creatmg c0nformrty where none exrsts Yet, where place is 1mportant, as has been the -

'thematrc Critjcal assessment of Canadian writing,! measure is 1mportant, too. The stagnatron whrch weighs -

Davrd Canaan down is. measured by his spatial fixedness: he never leaves. Rachel Cameron and Gander

. ;;'Stake lrke Davrd are stefile when-immobile; moving opens therr honzons and ends their wntterl stones
And measunng the individual is ‘part of the ™ garrrson legacyfof contarnment against the wrlder,ness‘,' or. .' B

o ‘Marshall insists that all _important Canadran poets past “and present from all parts of the )
- country have been. obsessed with wilderness and space” (173) - ,

-4



The mass of Canadian lrterature whrch measures the mdrvrdual agamst her place is well—known as, s

: :‘Such And the revrs:om,st attempts to redress thls duahty are srmrlarly well—known . am here thfhkmg of :_ L g
_such works as Atwood s The. Jouma]s of Susanna M and KroetschsT_l_rg_j&dg_ There ,5 a.lso an LT

1 "‘ rmpressrve body of Canadran writing which concerns 1tself wrth measurmg “the wnter in her place at the_ :

N time of wrmng—her textual 1dent1ty composed as a metonymrc relatronshrp wrth other f‘rgures in. the text . "; L
; - There are works about this relatronshrp like Hodgms "The Invenuog of the World or Blars A Seaggn in m ;

“Life of Emmanuel but there are other works whrch take their form from this mvestlgatron and those 1

consrder the more mterestrng works Nrchol’s The Martvrologv is the ‘prime example of this; Ondaatjes R

: COmm Throu 4

; '.among others show the prevalence of thrs structural conﬁguratron of author and character or wnter and.
f'rgure Such a’ conﬁguratron makes order problemaUC As Olson Saw, clrscrrmmatmg thrs body along

Ater Marlatts Ana“hrstorrc Scotts Herome and McFaddens Canadrgn Sunset,

'v"classrcal lmes is not possrble and thrs is due to the awkward breaks in the openly—mampulated text wherer-:

3 7_' : "the attempt to 1mpose order on chaos is shown for what lt is: awkward mampulatron -Kroetsch descrrbes ' o

thrs typqcally Canadran mterpenetratron of chaos and order méerms which apply.to the pre—text and_ ,
(orderé'd) texL respectrvely He writes: "Canadlans seek the- lost and everlastmg moment when chaos and

- order were synonymous . They seek that trmeless splrt—second in trme when the one ln the process of

o becommg the other was 1tself the other ( says 86). The wrrter S 1dent1tv as a structural chrasmus xs seen
m Alrbr where the collector erlram erham Dorfendorf (Dorf) keeps a Joumal in whrch he lres about '

;.. .survey but creation:-

himself, perhaps itis Karen Strike, the journalist, who accuses him of inventing hrmself "You do those
. 7 real takes on thrs Dorf guy that you re Lryrng to put together (62) The composition Of 1dentrty is here a N |
matter of textual mampulatron (ordenng) of the chaotic life. Nerther aJone is 1dent1ty, they are each 2 -

mask a face(t). of a personalrty whrch like Maximus and- hrs skm (mter)depends upon- the other to,-. S

compose 1dent|ty One S self isa construct. a composmon projected by the concervmg eye

The drstmctron between the perceptor and the self 1s the dlstmctron betWeen obJectrsm and a’l'_ SRR

'sub}ect/ob]ect duahsm In the l’ormer the perceptor is located in her locatmg, m the latter she is, as Sartre o

. said, "in a state of sutvy." ‘GB's burlesque of the. self in ° Impaucester (SM" 24) is notably smnlar w0 o
-"Last LYIICS From the Mystery Here howevert the sun is nature crafted by the poet | old son ' the o

' contradrctory relatron composed by the poet is the medrum whereby he percerves the world Thrs is not

A'Ah, there‘you were S

. old son, my self sitting . . ‘ v
... in your dark chair, looking s

- from your window [...].

There you were, sun-
. shining on thatshit,; my -
.- head picking up _
. pieces of string, to bu1ld ‘o

- my self, my ass, sitting in his'



o lastroom Lo ‘ St e

The self-mockery of the poet is evrdent* hrs role as creator albert ,-rcoleur prckmg up: preces of stnng i§

- that of a Raven or Coyote fi gure wrmng stnngs ollstrange faeces agamst the sun-——srgns of hrs passage - "

K -ThIS is not the 1deahzed abstract, pure "Self", but rather,. one as contrngent player ‘of a narrattve thread

B ‘Such” a "self”-is. not absolute—rs ‘not’ mdependent of ‘the charat:ter stnng whih consntutes its: locus_
"'=_'-'~_.Wntmg re—forms the wrrter s srtuauon and _hence, his self, makrng him j Jom the commumty of langue at

2 :‘the expense of hrs Sélf as a drscrete parttculaL Keeprng thrs in mrnd one reads dlfferently GB’

: 'l(apparemly New Crmcal) statement in Errata that the "lrterary ‘Text. has no contmuous or reproducttve

N 3 ‘-'relauonshlp wrth any people places or events in the phenomenal world ( 73") Barthes in the brography
i he Wrote df hrmsel& explams ‘Once l produce once l wr;;te it is: the T ext ttself whlch O‘brtunatel y)

"' o dzspossesses me of m 1y, narrattve contmtat § T he Text ‘can, recount nothmg, zt takes m Y bod ly- elsewhere farz’

. ﬁom my rmagmary person Loward a kmd of memoryless speech whzch zs alread ythe speech of the People ﬂ-‘»

a "
L

The text names and in so doing, fixes ﬁgures therern After the composrng it. 1s composmon the IR

- ,measure ofithe poet’s vocation, the ans of hlS passage. Poems fall from his ﬁngertlps as harr from my R

"~ head" in "Mrdnrght Lunch" (IF 14) o '
. & lam composed
~of parncles forever leavmg
' my organism, hair, nails -~ ©- :
-~ Lam fixt by, the cells w1th therrsecret
' g',codewritthere [ ] : R

S = Sltuaung leaves open for attack—what 1s unnamed is unaSSarlable mutable—not ﬁxed—ﬂbroken'-"i;s' » o

: ROIa"d Barthes lmagmes himself (m the third person) ﬁxed wrthm language, described, contamed ina S
form whrch precludes mutabrhty and “He-is troubled by any tmage of hrmself suffers when he is named L

He finds the perfecuon of a human relattonshrp in- thrs vacancy of’ the 1mage to abohsh~—m oneself S

. between. ‘oneself and others——adjecuves a relauonshrp whrch adjecttvrzes is'on the srde of the unage ‘ol

: | '-the side of domination, of death"” (Roland Barthes 43). . GB does not seek to describe hrmself or make hrs"

ftexts reflect his world vrew He burns purrfyrng and destroyrng his 1dentrty in the Heraclrtean ﬁre. t

o . _ Frrefromsmoke -
Y : - the mirrof no longer desired.
-, It is not to seek reflection
“but to burn e

- wemuststriv&' L

. _‘les passage is from "The Water Flame" (SM 12) but 1t 1s to bum that Delsmg stnves too makmg 1t clear = :‘.: c-

'thatbummgrswrmng P A

T was gomg fo write senous ﬁcuon-—there it was out, cold, clean. Let them come
. and tellme I had a tough-row-=to-hoe you’ll get a bit older and think back tenderly -
"= on your romantic youthful ideals. And they came, and I told them all, and I told



. myself sure thats t:rue in a good huge percentage of the cases but wrth me you ll
L see, you ll see, and I bumed whrte to Show them And of course they too sald sure
sure
SR Sol wrote a forty—stanza“ballacl about a captrve of headhunters in’ Malaya
PR and lit a match to it and said if'I can do this T can do the same thinig to myself. for.
s years until there. 1snothrng left.but a burnt-tlean ¢ core, and that is- wrrung[ J. Sol.
wrote a’ science” fiction adventure .and I npped it into twenty—four preces arl ‘
?.dropped it like space snow mto the green rrver [D 179] R SO

Ashes to ashes 1t 1s rlot content but strffe m actron whrch wrll ammate a text so thatthe poem can .

- be an act of language [ ] rather than a search for coment. as Davey noted in Lhe TVOrrtano mtervrew S

In the same program GB hrmself sard that any relatronshrp between the world and what Im wrrtlng 1s_-;j.'

only inci dental “ That rs a srgnrﬁer rs not rnherently a sign, Relatronshrps between words are ﬁcuons

forged as acts of proprroceptron prckmg up preces of strrng to kmt into text, but the srgmf’rers written
down are broken hnes Each prece oF text he c;asts off enters the shared domam of langue 1t 1s no longer.
part of the orgarrrsm. Thus he carves preces of hrmself (Osms or Orpheus) for the reader scollectron As

for hrs own collectron

RS T "'-,A__-;'Ive gotaJob todotoo SR T A
Les e o with my own dead— I R
e LT e (awcome on, you cant do that) el
. Lo ~llHeS e } L ‘«o; . e “ : ¢ :L,‘, ’

:"-cleverly assembhng verse anthologres A
oo incthisdry .

BTN S ;dry TooMm full of books: S :

- ,}‘”" BRI R e "Last Lyrrcs Across .17th Avenue" (A_ 16)

Collectrng lmes in the room full of books the stanza full of words is a measure of the poet. Care wrth
therr presenlauon is needed in order not to shame the language and to dress itin the globes f'mest rarment_ R

Part of the measure of the wnter is, therefore in hrs collectrng presentrng stagrng . b
: b AR ‘ .




= Whrteman S stance 1s that "Bowermg srmply admrres Vancouver for hrs way of dealrng wrth the new land, -
S (84) Struck wrth l‘ancy Whrteman is blrnd to- thrs 1mag1nat1ve text where 1t is not srmply —wnot srmple at'

remams somehow unrllurmnated anct unfocussed One feels that there- must pe more to it than tl'ns_ri- -

o the umplre Btu 1t is not successful and he stnkes out

LR ,mfluence of Steln Blake or Olson (113) Were Brllmgs wrllmg to spend SOme ume readmg Stein hrmself -

ac1d tnp the sentences speed along wrthout commas (conscrousness——thrnkmg—-—has commas"

L ,‘V-rBrllrngs well he is just struck (out).

. Wt

GB’s brotext lends 1tself to measurement by druts larger than the lme—by—hne drstmgurshlng marksj';,
(bl'eaks scars) of the lyric poem The poet ﬁnds callbratron wrthln larger forms more:- ﬁttmg hrs smde ,'" “
: Indeed the lyrrc 1tself becomes assrrrulrated mto ‘the book measunng aspects of the large" cosmology of
i locus Where some leaning toward a booli-based composrtronal aesthetrc is’ evrdent, the measure of the{
] ’poet is the book the fragrnented body as a brotexL Among the trties whrch ﬁt thts crrtenon' re Rock

" _Mogntam Eoot, sebgl, utobrology, George, Vancouve ,Gegev and Currous L

LA
.,.

",.V'Vlsztors

all——admrratron George holds for George ‘but loathmg as well And "dealing with the new land" is snnply"
. not an aturude the poem is m sympathy wrth ' ‘ REEEY ’ e

Whrteman cdnfused takes a stab at "Autoblology » Hopmg 10 get 1t deﬁned he starts wuhj B
"’Conscrousness is how jt-is. composed A ltfe m other words extsts in 1t§__tellmg" (84) But he changes ;_J},‘J g
his mrnd w1thout followmg through hopmg to check ‘his- swmg seeing that in "Autobrology," "the life . "

o parumlar tellmg" (85) If the lrfe exrsts 1n the tellmg there cant be mo’i‘% outside the tellmg——thats thef‘.'f.f}:i
’ f'premlse of the work, accordrng to Whrteman so why he changes hrs strategy is as puzzlmg to me as 1t 3,5 t;ovfr’}i,‘.*'f.

, It counts agamst Robert Brllmgs who is’ evrdently concerned wrth the value to the conSumer of:f
. _.lrterature when he clarms that se,veral of GBs lyncs can be read proﬁtably wrthout reference to thefi_”--ff

& '._.he would not then puzzle ‘at the impression created by "Autobiology," it bemg of one long (and good)’;-'f- L
‘ and’all
_ “'thoughts seem o have equal value" (114) “All thoughts do have equal status in "Autobr ,logy'——the'_‘"i_f;i*

-; “child’s fear of bugs in raspb\’rnes is as vivid as the adult S fear of'a man $ face at his grrls wrndow-that s .
. . the pornt, but 1t counts against Brllmgs Commas m one’s conscrousness stnkes me ag' ludrcmus andir-_ . B

Wrth two down S0, qurckly ‘the hapless vrsrung team is even now preparmg to retum to the ﬁeld
, _' But. Terr‘y Whalen “set 1o thmlnng at the plate, comes out with "More than any other poet in Canada ['can - N '-}.z
B - thmk of Bowerrng spends a gteat deél of energy measuring his relatronshrp to other literary ﬁgures on the,‘f;.‘: '- } .1
: stage He sometlmes pokes at others with a stmk“ (Frddlghead 103) Wrth that so%nd base hit the vrsrting:‘f,“i."i, o

.,‘Y\b BN



'f?ernam Waddrngtons womamsh *airy farry,,,. l.yncrsm’
Cn Mo@tam Foot and "_f_he Gangs of Kosmos, he wrrtes' .
" quotation

- ) decent gmde—book is trtcked out as verse to kill a_ page wrth rmnrmal exertron 1g],\m:Car'thy S foul play

o .story And what 1s smnlar about their stones" Why, the story wntten by. Mr McCarthy about the 1

‘~'Brmgmg these l:astes to bear i pon' gkg"i{.

"‘Mo"’e thaﬂ 80, poems, ‘spread: with butiressing, -

i _ﬁll the former yet "All too many pages. aie Occupred by. a tasteiess colourless odorless almost
'werghtless verbal susbtance [src] the hterary equrvalent of cotton wooI " have my doubts that a verbar o

: _ -*susbtar’.ice 1s alsoa frterary substance and I shudder’ to 1magme a substance tastmg of-—what McCarthy .
‘adrmres rn a poem—-the psychotrc ﬂavour of Nbrth Amencanylrfe But 8 am certam that whatever
’:'substance thrs wrrtrng is its alimentary charactensucs are besrde the pomt, which goes to the prtcher: .
McCarthy hrmself is unsure what substance is before hrrn whrch perhaps explarns the confused metaphors

. wlt_h whrch he’ descrrbes 1t. What was "cotton wool" becomes tumbleweed" and then 1t becomes the yerv
opposrte of bemgn——ut actively murders: "A lrghtwerght prose observation whrch would not drstingursh a-

’leaves h1m at 0 for 2—-he decrdes to try another‘ bat, only to ﬁnd that The Gangs of 5osmos "teffs a slmrlar

"A few genuine poems L ] are packed in the deodonzed poetrcal floss for 1ch Bowermg (not to mentron ;
his Trshy tnbe) 1s becommg well—known.“ Oddly, McCarthy has earlier admitted that GB is. not gurlty of 0
Tcertarn amateurrsh defects amottg whrch he hsts screechrng emotionalisr” and stramed met&phor
S McCarthy certamly zs gurlty of these, and with 4 thrrd batter Lhus retrred the home team comes to bat The

‘pltcher is frrst up

O e




o There comes a Ttme when you mus Act o
=’ theytold me & I went into my 1o}

- {ripping, Teally, across the stage nrr
they said you idiat: you know
/what we meam Lo

Sure do you Irephed I-theplaye
in the first- ‘Act, the first half
'of the doubie header “the "b‘

:::::

BT . 070 was readmg WrII roundmg the base, = -
Cr . .7 playing it-too; prck:mg it up&actrng

e a0 o sEl0 T onall thedr opposing. ifitentions, what thc'y__ N
A S A S 007 mean,‘poor vrsmng team atthe drs—»‘“-"-
,;‘advantage W e

: 4‘, -

| rmportant thing was to be the character from the play all{he ttme The people thatsard oh_‘

it _were 2 .matter_of-‘ the -
role suumg Delsing the play would then be a metaphor for hrs ht’e (othe‘r than 'the_rf'",n' But beca— se he ’
cuts hlS ltfe to the part he make@ his. lrfega ptece wrth the play and when lt thus has | pattem a measure

cut out for you, you ‘Iust have 10 be yourself those people were wrong (D 86)“‘"

a form taken from art 1t is more sattsf‘ym as is, the orchestraUOn Delsmg hked m the arrforee routme; H,e

'rtamty thar me-'.{:'j;’"

- saw lt as .a-form of art, compartng it to how "a stage actor fee‘ls when he knows fo ,
1 ouer peopleon the stage are gomg to say arrd do what he ex\pects them 10 do, and know: rhat everythrng}g‘-

~ he does on—tﬁe stage” will have more drrect:ton and cormcuon behmd 1t because it has a pattem andi-'; B
' therefore is more real- than the conversatron of peopIe m trrrud workmg and playmg and famtlya real hﬁe
(D 387-8). The pnvrlegmg of the ordered, crafted worid as, more real" than chaotlc real Irfe corresponds'_:
“to GB'’s pnvrlegmg of craft over unleamed mstmct poetry Conf rmatron of one s srtuabon ts rec0gmt10n »_
of order, however unordered it may appear frOm another perspecttve It is aiso, necessanly, recogm‘tlon of ‘_;j
" identity- mamfest in the desrgn not pnor to. tt or vrhﬁed by tt but composed by lL The poet is composed byft . |
the composition, as he was m “The Desert Musrc wrth 1ts mststence that "I am a poet" GB’ "The FIymgf . E
" Dream” is a more tentative placingof the poeL "I thought [ was a poet, | had to be a poet or what was. the
use of learmng words & bemg inside my skLTll rather than out there where they all are" (A 14)

.




T “The measure is realrzed in (the) eomposmon Rocky Mountarn Foo shows the. pacmg poet at some

~of the city; his expression is grounded in.the local geography whose ﬁgures (Mt Norquay grass dust) are :

The dlstance between the worlong and playlng and farnrly realllfe " yVhere they all are and the

composmg conscrousness 1s affected by meastire Here m excerpt, the poet addresses hrmself To You & T -

l‘ T Keeping everything .
' at 1ts proper drstanee :

L the story, splrt, of © e :
’ mylife. o e B RS S S

drstanee fiom the discourse of the politicians and orlmen though having no more afﬁmty wnth the populaee

- markers the poet places himself with. His place is a terrestrial matrix mamtamed ata drstanee from socral

attachment. When offermg The Concrete Island for publreatron GB said it was "sorta in ‘the . manner

(letter to Anna Porter 31 Jul 1975) of the Alberta suite, thongh set in Montreal and the lyncs leaved
therem are, if anythrng more 1mpersonal GB eonsrders that, partleularly wrtbQ George, Vancogve and

" Gendve, he found how to move away from the danger of the: lync which is the personahsm thats :

" mvolved the seemgrgnngs from that personal pomt of view" (qtd in Stewart 28 ’,ﬁf

;‘.n'

“GB can be sard to be ﬁndmg hls locus n language and | speelﬁcally in the book, a: umt ttself

. _eomposed of aeereted aets by their. Juxtaposmon refusmg tire closure~ each mdrvrdually offers When m_:;:_ e

'}’ -

o Out_.p t_s, GB descnbes George, Vaneouve as ‘4 collectiori of lyncs taken from dtfferent plaees “all on the

| same subjeet (92) the move to make a spat1a1 collage with a smgle ﬁgure rs cunously, both more personal : )
: ithan Bocky Mountam Foot and-less so—=it ‘bemg a personal re—asseSSment of Vaneouver’s mappmg poet T
'_-' } mapped as a eollage himself.. The maps legend codifies the land in stages elevauons, topographreal" '

'-features latrtude are not absolute but relatlve measures founded upon others, Measunng relations

- between thmgs mstead of absolute quantities makes any map provnsronal drfferent from its terntory and{;‘}.f .

.self—referentral it makes any map charted differance. T‘he vanous categones of data all on the same' LT

: : .subject, make any map a pallmpsest elevation, orographrc and hydrographrc eonf' guratron latitude and '

'longrtude even hurnan settlement, to mention, only a. few are eath charts overlard on'a map Vanous_’ ca.

- topographreal features of George, Vancouver and Rocky Mgunt_a;n Faot are evndent as mapped in prose; |

- f,verse lrsts (as of Menznes diary) and epigraphs. Typographlcal features ex.presseﬁl in 1taltcs roman upper Lo

~.and lower case, mdentauon etc: also present the text as a varied landscape, a trope which Barthes r(\akes to-
| : stagmg "’To stage means to arrange the flats one in front of the other, to dtstnbute the roles to estabhsh’-\ .
B 'levels and at the limit: tomake the footlrghts a kmd of uncertarn bamer ( oland Barthes 105) “This i is a

';"montage of planes such that levels are created but not hrerarchy levels within the limits of the

L stage~—somethmg hke?each inning within the game. . Wrth the "footltghts an uneertam bamer perhaps

even an arbttrary one the potential transgressron of thS barner becomes foregrounded rather than its -

stalusasabamer T o
) . : : ‘ -



Sharon Spencer mkrng her noton of closed structure from Hugh Kenner's "Art in a Closed
- Freld " attrlbutes to several contemporary novels auclosed structure Wthh is composed by deﬁnmg an
farbrtrary and fixed number of elements and by subsequently arrangmg these elements ll‘l[O patterns

: drctated by an arbrtrary and invariable: plan" (9) That ° mvanable plan is in- the composrng ‘not thev S
‘ L composrtron it is exemplified in the composing of Autobiology as descnbed by GB o Davrd Rosenberg -
R gave myself a -year to make 52 secuons partly because a yearps 52 weeks “but, also because it is my

' _autobrology and 52 .has always been an operatrye number in my lrfe " Hence the ordering and  ~

= . ﬁctronalrzmg of events selected from his early lifé was done from a frame of referefice mapped by his

;;f_,_'mrddle—aged llfe——one year—where. the pre—deterrmned structuge drctated the work’s compass. That o

', 3 ,structure |s a measure of his’ Irfe but it is also arbitrary; “the narratrve is in the composrng not what, 1s
) j;,» eomposed Srrmfarfy the reader s composruon constitutes a narrative in the continuity of her engagementr
o with the text. Narratrve ts not, in GB's work, prior to the actuallzatron of the text as mrmeUc or descnptrve'

realism-would dictate it be “As GB hrmself said in the mtervrew with Stewart, ""fhat s why the form of

) ‘-Autobrology 19721 1s 50 rntent on makmg the present happen in the language It's prose but'its. not prose L

that s saymg ’thrs happened |t S prose that s sayrng 'm happerung

The exclusrvely ﬁrst-person pomt of view is a slgmﬁcant element of a: closed structure as the ‘ _'

, closed structure denves its essentral features from the fact that only oné’ perspectrve is’ perrmtted asa pornt
- "‘of view upon the Subject (Spencer 26). The effect of the.closed structure upon the reader is to drstance ‘
-. the reader from the content and focus her attenuon ort the structure of. the work, because Authors who - |

' ":have chosen to, work wrth an exclusrve single perspectrve and to close off their novels from surroundmg

o -contexrs do not wrsh to explore their’ s‘ubjects They wish to enthrall, to capture. and to enc want the reader \

by msrstence by mtensrty and by prolonged €XpOsure, 'sa as to make hrm expenence the reality of the’ -
ostensrbly unreal" (Spencer 47) ‘GB’s: story "Old: Bottles rs a vivid example -of such a closed structure ‘
where the understated narrauorr from a smgle perspectrve brmgs the reader to doubt the-sanity of the
' ,narrator whose quletude in the face of the glass tomb is itself ostensrbly unreal ‘ The ‘only window
through whrch we see is drscovered t0-be’ stamed glass- and "Vensrmllltude is, then beslde the pomt

o (Spencer 30) The closed structure which addresses its own telling s not concemed ‘with realrstrc;_ .

characterrzatron indeed, character is lrkely altogether to drsappear in a composrnon that is preoccupred; .
with ttself asa composinon (Spencer 6). lt is not surpnsmg then that the narratmg; "I" of Autobrology is"

not "fully drawn" but is a ﬁgure who inscribes, hrmself wrthln the text, actmg workmg by wearing the text” - _

-as his skrn—Autoblology does ‘hot describe what happened to l," its 1" happen.ng, where you are:
"Composrtron is not there it is gomg to be there and you are here whethe.r _y,ou are in "Composition as,

'When asked why A has 48 rather :than 52, chapters GB replied: "Even if- the nurnber you f' e

mentioned (say the- no of weeks in a year) had declared itself for Autoblology I wd—not
have consented. Wait'll you see Errata regarding that. 1948.my favourite year. of all time,.
_but that is not really it. 48 is a lovely number, 4 dozen, that stability. It gets divided  into -
by a lot of numbers” (letter to the author, 31 Aug. ]988) :

Lo Y

-



N,

s

P Spencer quotes Gertrude Stem on the pnncrples of cubtsm and relates them: to ltt’erary art, .

.ﬂ.bl 35 .
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present (ves, you have seen tl:tat before and it may be monotonous but it is here, and what was before (R
here before«you too) Itis'a struaure that produces the effect of monotony wrth mevement, a structure:. '

both gomg ‘on and re—calltng ttself in its own composition, as GB finds the urge o finish the book matched

by the pleasure of the text_ Where the teleology of reading becomes then, uncertam the reader becomes a.

composer rearrangmg the nqtes in orders drctated by no hrerarchy .

(-

appropnately, I belteve First is "the composrnom because the way of ltvmg had extended and gach. thmg: L
was as tmportant as any other thing." Secondly, vreltance upon v1sual perceptton as absolute dtmrntshed -

’-'.Explanation" ‘or Autobiology. In’Stein’s works the reiteration of phrases creates an insistence tipon the.

- . (i‘l -

_‘ .rThtrdly, the framing of life, the need that a prcture exrst m tts frame remam in 1ts frame Wasg(,ert even.vf L
L [o the extent that "pictures commenced to Want to leave therr frames (Spencer 56) makmg the foothghts\y- v -‘

'z"of the stage questronable limits mvrung transgressron and re~creation; Thus, a structure composed of“ .

: frames—*—the collective desrgn of whrch ts dtctated pnor to. therr genesrs——rs a clot.eel structure when the .t, SN

design i$ seen to be. arbrtrary and rearrangement is possrble the pnncrples ot‘ composmon are themselves ‘

the - shbject_ The readers own perspectrve 1s seerl to be, shapnlg, composl’rgg composttron rs not over, it

becomes open. ."The open structure is ademand for the reader s acute concentration, and: somettmes itisa .-

~demand, as well for hts actrve partrcrpauon m the re—creauon‘ of the book" (Spencer 57) That re—creatton

is charactenzed by’ a new altgnment of elements m partrcular by the, shattertng of the *frame’ that allows .o

the contents to sr)rll out mto ltfe and that perrnrts the arttfacts of lrfe to ﬂow mto the work The
7 wrthdrawal of the author is not the last wor?f for the work, however ln commenttng upon the delusron'
" that a work of art can be. "ﬁmshed Spencer writes that " every art work is but a fragment, an mcomplete

and forever tentattve statement. partly dependent upon 1ts audience. for its meamng (58) Its actualtzatron

demands a writing reader S presence

.d

In The Spattahzatton of Trme Spencer agrees wrth Amold Hau r and Joseph Frank whoyboth

approach to the. destructron of tinear chronology and to the reconstructton of events into spaual constructs v /
(156).” All of- GB’s books are spatral constructrons Thts has already been remarked of Georgg, Vgncogve

Even those with a, narrattve "line," such as the novels are not chronologtcal (except for Mtrror on thé' .-
Floor and Con_centnc Crrcles) Cunously, the' structure of ___lsLng is like t_hat of Burmr_tg Wate where two,
N mterpenetratmg narratrves that of the writer ‘and that of the subject, are _}UX(&pOSCd But certamly the“

’ drscontmutty of parts in works such as Cundus Geneve Allophanes and Autobroldgy is more strrkmg

Ttme is made spatrai in Autobtolggy as .t measures spatral drfference In "The Next Place" (A 76)

'the next place is trme—converted .into a senes of places, not developmg upon but drfferent from each :

other Wrth time- thus spatrahzed into eprsodes one "can, not, deny now that time is converted into space

" beeause the next place 1S T1'eally, a series of what they drank. & what they danced, & we-lwere waiting,’

5{,(mdependently) conchude’ “that drscbntmurty ‘and Juxtaposmon constrtute the noveltsts most effectrve o
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always for the tlme And when the trme comes they go. Ttme smnlarly expressed as ‘A measure of

1 ,spatral dtfference in the. recbhstructron of events also directs GBS usage of the word "fifst" m Autgbtology
"First" is etther a lte perpetually preﬁgured or itisa ma?rker drfferenttatmg betweerr events IlIustIaung
 the latter the "ﬂrst" time is the (lost) ongm asof f‘ rst sex (where " found: myself for the first’ trme m the
present ) subsequent "presents Jof - Wthh are antrc1pated by the T become self—conscrous in Stem s
sense of | human nature: lig:ame back agam & fo'und the dear path of puttmg 1t in but Iwas already not' the
same & each trme thereafter I was only by memory & the gtft of thé present not the same, a little" (A 19)

_ The other treatrnent of "first”.in Autobiology pertams to the fabncatron of ortgrns' Was the wrrter excrted
- 'at the publtcatron of h1s ﬁrst book? Well it wasn t really the ﬁrstb he- had always b'een wr1tmg and had. -
e “been pubhshed in the" hrgh school annual. Here was another ﬁrst, by George And each place is 2 new -

“place, &’ "first” place: even the second town can be a "ﬁrst, dependmg upon how itis, revrewed Hence

L- fthe artlﬂce of ongmahty is- evrdentyet lost ongrns are nevertheless desrre¢ .

Kroetsch oo, is fascmated with. the "dream of ongms mdeed he consrders it one of the bases of =

Canadtan writing. Genealogy 1s .one partrcular form thiS fascmatron w1th ortgms takes accordmg to.

Kroetsch wntmg of "Canadtan wntmg ttself in the past decade he ﬁnds “ln rovel after novel the quest Lo
C s ;fis 1mpltc1tly er even expltcttly genealogtcal And ‘the nature of the genealogrcal pattems when tested
o by Journey and quesL becomes more and more elaborate more nearly a maze ( 83) In these mazes ‘
‘there is. no stratghtforward vnhﬁcatron of antecedents An ambrguous relauonshnp w1th the past .f :

. results—GB’s "Grandfather" poem is 1romc and Kroetsch. sees thns as symptomauc of the ambrgurty m our
response to genealogy and htstory—"Our genealogtes are the narrauves of a dtscontent wuh htstory that
lied to us, violated us, erased us. even We wrsh to locate our: chslocatron and to do so we must confront
the 1mpossrble sum of our tradruons ( 84) The Iocaung of the tltslocatron whrch GB termed

C deracmauon has ttself become a tradtuon m Canadran wrxtmg expressed m "our genealognes m Wah s

Wattmg for Saskatchewa Brandts ‘uestrons ) Asked‘ M' N other_" Newloves The Pnde or GB’
George, Vancouve ~This is genealogy such as Foucault descnbes when he clarms that: "Genealogy does
not oppose uself to htstory " but, "On the contrary, 1t rejec.ts the meta-hnstoncal deployment of 1deal
srgmﬁcatrons and mdeﬁmte teleologres Tt opposes uselt‘ to the Search for or1gms’" (140) Foucaults
1llustratron of thts lS in: faot, a genealogy branchmg from an mdmdual backwards in trme (four
grandparents Clgh[ great—grandparents etc) showmg a hentage of multrple ongms for any ‘single”
individual. History, ‘on. the other hand decrees a smgle trend or, someumes a cham of events leadmg
directly toa untque first cause. Chauvimsm of all sorts rests upon such a teleology which, in a Darwinian

sense, has no tolerance of losers or margmaltzed peOples They dxscover thetr own stones in genealogy

not hrstory

Kroetsch says that genealogy as. personal document, 1s a narnmg act, but in a. spectal way the

documentary act precludes all generaltzanon Document opens up~ the site? it 1s the archaeologncal act that
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,resrsts the over—archlng generallzatron of hlstory ( y 87) Genealoglcal nammg is specral 1s spaual

because,- whlle |t srtuates oneself m language like - any namrng it. defers fealty to- an - antecedent ln

R '.,:,genealogy the authors name her locus is that of a slgnrﬁer located metonymicaily Wlthln a structure BT
'4_' ""':f;':w1thout an or1g1n One wrrtes oneself into a system w1thout a foundatrOn a groundless chasm but one .
nevertheless wntes placmg oneself. And, "unllke a proper namie, which moves from the. inferiér of a '

dlSCOUl'SC to the real person outslde who produced if, the name of an author remams at the contours of

"'f‘...texts—separaung one from the other, deﬁnlng their Torm; and characterrzmg thexr mode of exrstence

" (Foucault 123) So the names "George Vancouver and George Bowenng names of authors ﬁgunng
if’;(m) the1r own texts, are related through a textual genealogy Crossmg the frames of thelr I‘CSpCCﬂVC te‘tts
graphlng the one onto the other wrthoutregard for "the real person outsrde who prodged it." '

Trylng to escape bemg compoSed by the text and knowrng that he cannot because hei IS rts Ei‘ledlum

8 GB in h1s wntmg struggles o escape hig own (rmposed) lrmrts deﬁnmg hlmself 1n that contest Foucault
P consrders thrs agony in "Preface to 'FranSgressron \Rather than be1ng a process of thought for denymg
- - 'ex1stences or values contestatlon is the act wh1ch carries them all to thelr limits and, from there, t0, the

i'FLlrmt where an ontologrcal decrsron achreves its end; to contest is to proceed untrl one reaches the empty

"’f";core where being’ achieves its timit and where the liniit def nes being” (36). That aruculate empty coré is
_ : also you wﬂ’l recall the model Delsmg used to illustrate the ontologlcal contest in w-hrch the WI‘l[CI’ deﬁnes
.' hrmself as such burnmg untrl there is nothmg left but a burnt—clean core and that is wrltrng S .

‘P e
< asn

Transgressron of the code in Autoblology (39—40) takes the form of cracklng the Captam Marvel

o code w1thout paymg fox the key, defymg ‘an lmposed behav1oural code only to lmplement another—-the

expected prevalence of arucles )

. ;It is -not so much cbmposmg as the imposing & breakrng the code t? break the

, lmposrng The letters are impdstors easily broken.& composing is not there it is.

.~ going. To be there but we are here, on this side of the page begging to betseen.

g ;-breakmg "The code broken is no breakrn% ‘of the law it is the discovering of the
2 law. [ T was still mosarc when l broke the 'puzzle & put it together with the help
L of the &a. ‘ .

§. o oA

The "T" which Cannot‘escape its own code of signification except by breaking it with a circumscribing code

s caught in perpetually codrﬁed congress 1" i alWays a mosaic a composition of the fragmentary articles
~ of a code. In "What is an Author"“ Foucault claims_that "the writing ‘of our day" s "an interplay of

srgns regulated less by the content it srgmﬁes than by the very nature of the srgmﬁer Moreover, it-implies

an action that is. always testmg the. limits of its regularity, transgressing and reversing an order that it~

‘ accepts dnd mampulates ertrng unfolds like a game that ingvitably moves beyond its own rules and
: ﬁnally leaves thern behmd" (116) The accepted order "which is not so strange is the more used & it walks

onits own number of legs & it goes there there i is the writing. . When I got there it was not but when I was

there it began to get there, |t has managed to get there, especlally when we do not manage" (A 93). More
~ - - . - ‘(wﬂ;‘l/"' ‘




: use poetry, _]IJS[ as you should not use people,” because "Most of what we might discover is bypassed when:f L

i

strange is: the parttcular parole not the COdlﬁed langue but the arUculatlon Wthh useﬁhe rules and goes )
3 - beyond them Wntmg htmself out of a network with another nework the wnter 1s a webbed construct m‘-;«’»j-',".
| - his wntmg Hence the 1mage m "The Sprders where the writer looks out in erght dlrectrons Thrs is not
' quite the "dead letters of a purely formal system but certamly 3 web en—mazmg the wr1ter S, "’ '

PR

The address by a Wﬁtef to hfs prescnbed parameters is the Subject of GB’ "There’s HandwrlthJ"

. '_),'on My Manuscnpt where he chromcles the 1mpact of the medtum upon the composmon with ‘examples of . .

4 D thhams prescnpuon—form poems and the drctates of vanous notebooks 1n h1s own composmon

I Ev1dently the text 1tself parucularly 1ts spatlal dlmensmns and the archrtecture “of the wnters methr -
3

drctate the text, and when an author abdtcates control of the text 1t is no longer an authomed product_
m "The Owls Eye ( ogch 113) where "the ptctures / they seem to write," the arusts work goes on_

wnhout htm The text whrch draws (on) 1ts own genesis transgresses c0nvent10nal hrmts and in fact, draws
, 1tself (up) in the gapmg space left by the effacement of the writer who declmes to manage

The role assumed by such a wnter is that of a medrum and the message ts seen to change——the

' "change that comes at the begtnnmg of the 70’s is partly a turnmg away from the poem as. object made to

the poem as Poetic § sess10n recorded GB says The interest in the long poem the sertal poem the novel as -

N poem, gradually makes 1ts.elf clear as an mterest in language out of control of the wnter and i m control of
“itself” (Stewart 28) GB ha.s understandably been impatient with'a type of- Iev1ew wh1ch chides the writer -,
o for not berng m corttrol of his matenals It is the wrtter S srtuauon vis a vis the wntmg which hurnbles the

wnter he dechnes to rule the text” Explammg thts posmon in Errata he wmes

A small number of us on the West Coast- make much of what we call dlctated
... poetry. It'is something we cherish as agamst the explorttve -will, against the order™ - . -
~-of subjective’ description and anecdote. . ‘Of course we recite the examplés Rilke,
. Yeats.and Spicer, But of course we are not- mesmeroids; we are more likely to be
* scholastics of verse practice, ‘In-an essay called "Concerning *Adonis’," Paul Valgry
probably most honestly or accurately put our-case; "The gods in their graciotsness.
give us an occasional first line..for nothing; but it is for us to fashion theecond, -
which must chime with the first and not be unworthy of its supematural elder." In -
: - this way, failing or not, we turn our ears to the poem—it is its turn. to take our .~
. _ ‘attention,” We will insult that first line the sec8nd we turn our hungry regard upon. _
- . some subject_ We are priests, not monarchs. We have no sub]ects, A gnft from
the gods is not a licence to rule ["33 } : v ’

Reeepuve to the text and to 1ts lead the wrrter admrts mdetermmacy mto the cornposmg——tt is never suIe .

and it is never composed before the wntmg GB thus treats the text as 1tself the message and not the;’i»};v ’7 v;.:;
drspensable bearer of an intended message the method replaces the sub]ect, stands in its place Dlscussmg,‘ e

his subJect—rnade—method the "human sentence in-Errata GB re—states his position that "you should not

we treat human sentences as message-bearers, dlspensable when they. reach their target The qu1ck brown

fox jumps over the lazy dog but the dog can follow any scent that drverts h1m m pattems that are never L ' e'

fa ot

Chere ik he is" ("37" )



Essenhally composmg by adrruttmg de—composmon to the text, the wnter facrlrtates the texts

T generanon m a matrlx " "The Breaks" whrch pomon such a- body place 1ntegrat10n under erasure and

| ‘A‘:‘:‘fi.-,ackHOWledge the place of caprrce in’ drsmtegrauon and remtegratron Breaks force the reahgnmertt of

s trssue m pattems that are never there untrl you are' the mosarc cqmposed "Those are the breaks We

o , make our own breaks We leam to take advantage of. the breaks We step on the breaks We apply the

‘ "breaks The breaks even themselves up We: dont ask’ for more than our. share of the breaks ThoSe are
, tho breaks of the garne" (A 22) Broken lmes measure a wrrter’s game even up to the ﬁmsh where the
) assembled preces compOSe ferule ground ' "When you re fi msht Wrth them words throw the sklns on the
B compost, wrll ya‘) t That is composttron autobrologlst" ( "XVIIl J ' ‘

i The body, broken draws attentron to its 1rregular portlomng The unscarred regular body 1s a
. 'f._mamfeStatron of an 1deal form of statuesque beauty, rt drsplaces attentron from itself representmg as 1t

'does an abstractton But the broken body 1s undemably present, parpcular and calrbrated 1f it will only

"hold snll You bastard you bastard I said to my own body, part ¢ of my body I want you to hear about lt
'1s my body and 1t nmes [hlS rs the basrs for cornposmon & autoblology it is-going 0 be there 1f you can
‘hold strll ‘long enough for it" (A 95). - Broken ltnes srgmfy the poets stride, his’ cadence even m the
‘ ‘ prose of Autoblology Wltﬁ, "The End of the Lme" (Q_CP_ IV 352) GB hits a line drive up the center

"I suppose that generally the: lme & 1ts breakage represent or record the. meetmg of self & other wrrter &

‘ umverse maybe body & rmnd " GB goes on to equate the heart—beat of personal consciousness with - the

Co forward urge. of the 11ne ancl the shared pnncrples of languages craft and form with the lme-break hxs

~ own variation on- ‘PrOJectrve Jerse Like Olson GB would, correct ‘tired lines wrth attentron to the
syllables techmcal craftmess as performed i m "TheOperauons where "The body of the WOrk gets. Ured as

. the'body gets tired & that i is. your own brology & itis not drsaster 1t may need an operatron +F00t by foot B
,_.tonsrls appendix, hand & Jawbone" (A 96) W'e take advantage of the breaks" to reeknlt the bones

o) _becomrng thus engaged m c0mposmg the wrrt.ng reader attends to structure in the practtce of wntmg_ﬁ' s

' 1tself

[ . o

R The dlscontmurty of brokenness whether of tmages (as tn HD s T_rr_l_o_gy) form (as in The
tWastel d) or structure: (as, in. Mallarmes "Un Coup de Des ). is standard in modern poetry But m'"»\;_. "
| post—modern poetry ‘the: break drctatton affects is pnmary to the wrrtmg act, 1tself this 1s a break n l:he
o composmg where the wrrter i$ challenged byt the text. Here the wnter is, too a reader forgmg contmurty if
; tonly by the sequence of her engagement wrth the texL Whnle he: refuses to rule, I would never say that GB |

“was lettmg hlS subconscrous compose no I would never say that. But w1th an effort to let the momentary o L .4
» 1mmed1ate conﬂuence of hand and paper shape the /tgt this. method Suggests the composing Stein clarms

creates masterpleces In “14 Plurns (107) GB chsrmsses the subconscrous to explam the contrnual"

composrng that enables conscrousness

D[avnd] M[cFadden] If there $ no subconscnous who created us"
GB Id1d| I did out of (laughter) Lo
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h : wntmg her own life from th4at

. S[haron] T{ hesen] You atheist! , But I know what you mean-’-—the creatron of the
world taking place every moment, every day. - - S
GB: As long as, you sit down and do the wrmng [ ] I used to hate the term
creatron—that s one of the big:- changes I've comé:to. I'vé now allowed it back inas = ey
lang as you’re talking about writing anti-realist writing, because the realists pretend” G

B -"_'that they re’ mimeticizing that which ha$ been created and as soon as you pretend © . - 'L ¢

: that, you suggest that creatron is over wrth and you can now make a portrart of 1t,»..
: ght” R A L

*

Portralts by anh—realrst wnters are not of thrngs they are thmgs in A Short Sad Book GB wrrtes:

that takmg a photograph is not preservmg "t is’ makrng a plcture (18) In Cem__gg_c_ the photographer (' ‘
‘Minjus measures lrght and dark to make art whrch the artrst is-not the gemus but the medrum of you; i
‘.know it was made more by llght than by you,” GB says of photographs and "I keep hoprng that. that is true N e :
| about my books——or something- that feels lrke that Wrrtrng can be so nrce when it 1s a snap" ("27 " B .

But the portrart is not, no more than is wntmg a snap The careless reader mrght pass Gen eVQ off as =

p descrrp,hve portrarture leaves of the poem as portralts of leaves 1n the deck But, turrung, the poem s o
) leaves uncover the1r own faces at the pace of the writing reader who i is readmg tarot or readmg a poem and,} L :

@

(& YQU KNOW ALL ALONG it’s myself
. l m talkmg about, —. .
. ' that drscovenng o
you re so wrse about, ; .
' . o I must walk
L o my own allotment of steps)
The viewer thus actualités thea tableau suc'h that portr'aits bec_ome 'mirrors; o

3

Q_tgou_ is a book composed of portralts——both typographrc and photographrv*rnseparable from:
the composer’s autograph These portralts are not copies of life but arhﬁcral hfe They are imitations of o
 writers, in writing, but.it is the wrrtmg and not the writer that is portrayed When he wrote to the edrtors‘ I
- of Cunous (to Carol and Lmda at Coach House 20 Apr 1973), GB insisted that "The most 1mportant part E -
of the. book was the. drsclalmer "The characters in this book are all creatrons .of the / au{hor s mragmatron P
- Any resemblances to actual / people lrvmg or dead afe comcrdental " Itis slgml'rcant that a conVentron of i’l
vreahsm would be emphasrzed by GB in an. evrdently non—realrst work Here the portralts are not’._'-- 4 :
7 descrrptron but creation. - Of "authors about whom one Wntes Barthes says that therr mﬂuence is nerther : :;_
_external nor anteriof to what one says about them" (Roland Bamgs 107) That is, these, portrarts arg GB’ :;f
o ‘,Av'creatron of. his rnﬂuences and his antecedents. By saymg ‘that this rs creatron in the di‘sclarrner GB, e
drsavows descnpuon he also, and in the same words 1nd1cates that he 's lyrng since: the portrarts dependu}_'f.-f‘f'}.v:": .

. upon rel‘erence-the wnter renouncmg that makes the reader aware that the wnter is fabncatmg

i When an author wrrtes hrs own 1nﬂuences and wntes hrmself yet by readmg the text he is, grven L

o notrons of authonty and ongmalrty dlssolve The writer is a reader mvrted to actualrze a text, 3nd the' | ;




: J ) R 4t -
author has become»a coﬂcept employed to gwe sgabxhty to a group of texts among wkuch genealognes and
dependem:xes are estabhshed But~ 1t 15 no less vahd to- estabhsh genealogical relatlonshlps outsxde of a -_
smgle auLhor S, work ’Fhus any umty attrlbuted to an auLhor S work isa fabrrcauon dlstortmg the work by -
cloakmg heterogenous elements m nommal homogenelty In Allophage Lhe homogenexty is" Justb
Lhat——nommal D T ' R .

. ‘ “ (‘
e ' .



Fourth Inning -
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Terry Whalen comes to bat burstmg in wrth Allophane s*is one of Bowering’s least engaging

- *works one in whrch -the poem s, a lexrcal playﬁ eld” (CP 35), although, as it is not engaglng, Whalen
B .refuses to play Sulkrng he takes his first stn‘ke Whlsperrng behind the plate other of his téammates are . B
"\feager to play_ Arnong them 1s John Orange for whom the recogmtron of space as -a playfield alone'

‘ : suggests that it is entrcmg, as for play not berng engaglng he mumbles that the "energy and playfulness in "

‘ many sections are in themselves enough to recommend the poems

R . -

- .. Whalen’s aloofness is the result of his rrusunderstandmg evrdent when he maccurately paraphrases SRR
. ,the poem He clarms that it "has a drrect drdactrc aim" (CP 35), so it must be more than a playﬁeld then; S
. f»_currously, he: doesnt state that arm ambrguously charactenzrng the poem as "about the nexus between

i E dlscourse and’ power (CP 35). Movmg beyond ambiguity- to contradrctron in the same paragraph, Whalen
. - crtes Ken quns agreerng that: Nelther the reader nor the poet is ever qulte sute of exactly what is takmg
‘place whrch is surely not the condltron of drrect dldactrc discourse. He takes a strike, too

lﬁ—‘

Not allowed a pmch hltter after two strrkes, Whalen goes the next best and grabs another bat.
'Attackrng A[lophanes in anothet arude he there explicates 1ts covert drdactrc aim -and 1ts method:

" "Allophanes unmelts authonty by unmeltmg llterature by unmeltmg quotable lmes from The seized up

o hterature of the past" ( 1ddlel_1ea 106) a kind of Beautrm s in verse, "what it seeks. aboye all is o
. ‘_upend our (assumed) ser\ulrty before authoritarian, literary; and polltrcal structures" (Frddlehead 106), -
‘hence the "deprogrammmg aim of the suite." Wlth such a werghty purpose why, one wonders would GB -

- display "a collage of mtentronal dlsdnentanons (Frddlehead 106); - that is, why would he. "opt for the

' as Whalen clatms he does Perversely Whalen msrsas on 1mposrnga more "readable" narratrve upon this - :

E poem thereby swinging ata pttch of his own creatfon He takes a stnke wrth a foul ball o

Whalens confusron causes a thrrd strrke to be counted agamst hrm when he ctiticizes GB’s

,[.chaos of collage over the more readable and ¢ convmcmg strategy of narratrve hard work" '(Frddlehgad 109),.

penchant for treating his audience as a relatrvely slavrsh lot in ‘-need of ‘mental renovatron at very ..

o "rudrmentary levels" (Fiddiehead 105) whlle in the, same aruele remarkmg that "Bowermg often damages .

| | his amiable contact with hlS readers by expectmg too much of us.” Drscordant vorces break onto the field, '

" reader who takes his time,” one asserts, "then the, collaboratmg reader will find many delrghtful passages‘ '_ .
“in this volume" (Orange 106). His compamon agrees saymg that to "make Alloph@e come alive; the ,
reader has " t0. help it happen, to participate and play wrth tt" (Oughton 20) Emergrng to play wrth o

§

- Alloph ,thenextbatterxs,BruceWhrteman N ,; T T Lol =

o . arguing whether; indeed, GB asks "too much" of the: reader. The rewards can- be consrderable far the '_:




, - 4
erutemart f' nds the form ot‘ Ilogh §in 1ts composmg rather than the composmon he says that

- the form of the poem may be aSSumed o be that perrod of trme dunng whrch the poet, srttrng at hts desk S

i -or otherWrse engaged is grven to hear the outsrde commg m (‘87) Whtteman s reverentral attrtude to the S

' notron of Outside occasrons hrs defense of it from the mere collage or unconscrous rarnblmg" (87 ) he feels}' ERaE

tt necessary to slap GB’s wnsts for Seemg hrmself a.S a pnest defendtng the' mysterres from opportunrstsf*:f: e
N lrke GB Whrteman assumes the role of a Celsus (87) and cautrons agamst those who proph@w at the-
o :slrghtest excuse " shakmg hrs ‘heéad at GB’s hrgh over—archmg pitch.” Unfortunately the prtch strrkes"l-"

. Whiteman as mere collage and he takes his base with the sombre admomshment "Itisa danger 10 be o ;

’ l*f'keptutnnnd"(SS) SR gf RRTRRERE ,_ptj{ﬁi;x;,;<:;,=1;A*vff-'“”f'

In the hush followmg the swmg the next batter is. heard prattlmg as he advances to the plate-f‘

Mrchael Brran Ollver ] Jauntrness is in’ sharp contrast to Whrteman s sombre tone, and he ﬁrst addreSses: “

" the prtch wrth farrulrarrty

’ ,'Yes everythmg about thrs sounds famrlrar but it is all Juggled _]llS[ enough to make - ...
it sound Almost profound, sort of a hipster's Waste Land, - Orly itiisn’t hip. The =~
. central metaphor of this poemi, and of many of Bowerrng s poems, is that everything, - RN
. is a baseball game. Well, as Holden Caulfield said s long-ago, 'Game my ass.’: = -~
. Sorry,.George, but gameés ar¢ srmply not hrp their predetemuned moral’ structures s
- are antrthettcal to tlre hrp lrfe whrch is open free and l‘lowmg ‘ : ,

It stn'kes one that Oliver cannot drsparage Allop_h@e for the farru'lrarrty of us concerns qven_ P

- ts drctron when he hrrnsell’ uses quotatron—~and from a lrterarj,r source of "so long ago" whrch o

: nevertheless has evrdent relevance for. Olrver Secondly poetry ‘or language Of any son, lsl_:;]"'-.f
gOVEmed by rules~predeterm1ned moral—-yes moral—structures Olrver hrmself is denymgj'f EE
A 1‘ the "hrp life," as he deﬁnes 1t, srmply by wrrtmg L ' ‘ ' ‘ s :

i

- Yet he is'trying agam Thls time the swmger msrsts that the roots of Allbp_hane are Sl

" -surreal, and its- message’ s orthodox exrstentralrsm : But even: the umprres face owists in

s '.'-Perplexrty 1magmmg "surreal roots and orthodox exrstentrahsm Eje‘cted Olrver oozes from’ : I DA

,‘the field to pursue the l‘lowmg "hlp life elsewhere as, from the dugout, his teammates are m,.-, R

as much drsagreement as Olrver hrmself

Consrdermg Allophanes as collected 1n West Wrgdow "thmgs go downhrll For;f', 7

' revrewer Jon Prerce when he comes to that poem, he agrees wrth Oughton that "’Allophanes 1s :
“ % the. most modemrst (read drfﬁcult) selecuon (Oughton 20) Orange drsagrees sayrng that

: "other parts of West Window "are. bormg whrle Allgphane (1976) is begrnmng to-look better:'_"_ o
o and better.”" But Prerce persrsts although in "The Poemler ‘he ‘refuses to be, ltke Al‘;._ -

_ _"Chermcal" Rose a: wrld skrer himself: " Allophanes,’ another twrce—recycled piece, - :
“'supposed on the poetrc process is vrrtually mcoherent, wnh the exceptron of a. slnglebv
moderately lucrd“%ectron on. hrstory Another vorce breaks in at the mentron of htstory,



- cornn;enttng that 1t lS a more than moderately luc1d sectlon of the poem "Thrs 1s a]most ay.k_:_
| metaphysrcal poem deeply concemed wrth history and theology (Holland) Certam}y, asserts’ .
o another player "’Allophanes 1s a. metaphysrcal poem, ' one "in, Wthh Bowermg erépld?es thef :
meamng of 11fe and language" (Grrard) Payrng as ruch attention to the unruly players at the_j"‘i ) '
_' - m margms of the ﬁeld as to the batter thé umpirestruggles W1th these 1lleg1t1mate voices burstmgi S
', in out of turn the forrn of the gafrne has taken a decrdedly mformal tum As to the ' meamngf‘v}f SR

. of life and language ‘this'i rs too miuch: the players are. revoltmg From the bullpen the rellef

- ’wsrung team s dugout Robert Kroetsch and Steve McCaffery emerge and cross the field to join .'i
<4 . ‘[he home team whlle the urnplre screams for srlence Stlll the accursed are full ‘of’ passronateaip«’”"

B 'screammg to. fi rstl?

A | pltchel' Delsrng has been Waymxng up unt11 his temper ﬂares and, 1rntated -he shOuts at the |
S nmsy dugotrt "probably if somethmg had come ‘to-me that I knew what it meant, it wouldnt R S
LL"-have been worth puttmg down" (D 309) Delsmg is not the ~only. ~:player to revolt*from Lhe:-: R

Arrud [hlS cacophony Bo’o meoln 1s dlsorlented Cormng to bat in Qurll & Qurr he
shrugs his. shoulders and takes a mlghty swrng Not makmg contact, he nevertheless runs,‘\ - v

_ The poem is not, a formal descent into hell nor is it 2 pllgnmage, yet 1t has.‘”
“elements of both, There is na one here to guide us: ‘The poem does make some "
direct judgments: "Hell is filled” with those who have / lost the good of the " = . "
intellect," and "Does not the eye altering alter-afl?" ‘Dante had-a ‘place for hrmself
in hell, but in this poer one is unsure if; ‘Bowering has intended the same.. He 7 - .
covers himself: "If you don’t {sic']-understand the story. you'd' better tell it:" ThlS DR e

~ poem takes the chance of becomrng a parody: of itself. Perhaps the only comfort#é» T A
possible is that the dead may be Judged by those thmgs that have been wntten m L e
thebooksofhfe o , o R e .

A verrtable cacophony unto hlmself puzzled faces try to follow one non— seqwtur after another .

K but even: the most sympathetlc audlence is lost when he calls a question a "dlrect Judgment 'and extends"
his penchant for the Judgmental 10 the dead bemg Judged in the "books of lrfe ; meoln 1s -a. confused g.'

*---_"player who i 1s easrly put out at ﬁrst by an equally puzzled baseman“* :

'Hbme P

Confusmn is actually riot an mappropnate response l:o tl“.us heﬂlSh pttch-"thls prepronomrnal : .ﬂ?('

' ﬁmferal engraved and retouched and. edgewrped [. ] as were it sentenced to be nuzzled over a full trllhon» . 5‘_‘:‘ :
times for" ever and a night il his - noddle smk or. swlm by that 1deal reader suffermg from an 1dealf~ B

msomma (Joyce Finn gag 120) It 1s darl(ly obscured even to 1ts self—contarned rdeal reader "Hes

' 'GB charactensumlly o'mts the apostrophe from contractlons. Llncolns mtsquote of Alloy .‘ angs . -
is here quoted exaétlv , S - N



';-‘,Shapr'ng what he 1s the reader peers at thiS black mght wmdow—turned mrrror tellrng hrs own story as he,

story

.

FARY

ok V"Not‘seel(rng to und_er :
R ,.; stand tlus WOrld

' -~ "(I'am making)

but to put hrs hands o
tnto it,: to continue T T T

‘ shapmg whathe 1s ST

v

looks "The wmmg ﬁnger moves on f & the sentence contlnues Whrle mconcluswe "If you dontr :

understand ,'-the Story‘ﬁ you ’d. better tell 1t," so vrtal is that story. Such an opaque story draws attenuon to

itself; )to lts_ Xpressron as 0 a starned glass wmdow 1nstead of a transparent wrndow Stoﬁes thék are

transparent pretend not - to brrng artrf' ce 0. bear upon thelr subject stones that are the most eaSrly L

2
understood are propaganda. _ When you understand that, you no longer seek to understand the world 8, hrs

P

hrstory isa thmg A dead language :
~'in which all words .-

A&

: descnbe &refer

o You wrll ne\ter understand nature o | . 3

S because you are nature :

SR

'and as nature what the reader 1s rs open ahve' he cannot be enclosed by an expression totalhng his Value

He’s poets work and "a work whose only meamng resr,des in tts being a self—enclosed expresslon of rts

' }f glory is no longer possrble (Foucault 60) The work rs not made but.its making is 1mperatwe~—"Choo§e
b becomrng / over berng —yet wrth an a“greness of paradox. We are led to choose the ‘open, processual o
form of human life in whrch "we are’ engaged. / ;Language nngs us,” however even there; and we ‘

recognize the mescapable ngrdtues of languageas a sys?em.

6.

_ Networks of Srgmﬁcahceswoven rn threads of comimon metaphor comtimon speakers even the
commonness of tone enable one to abstract from thrs poem a formal model and analyze rt. When Kroetsch

» attempts to do JtlSt that he declares its structure to be that of a maze. More partrcularly, it is a'maze where
"voices threaten to override the voﬁce (Essays 84) thereby drawrng attentron to the composrtron of thc

maze as to parole not langue* the ac;ual play of -an abstract game

-

The basic play of thrs game and as Foucault clalms of all ltterature is. assocratrve In severing -

| lmes and rejoining them to preces frorn other texts a * vord has been hollowed out in whrch a mult1phc1ty of

'This is. from "Allophanes“ as printed in WW- (104); subsequent quotations  from' this poem
will be taken from the first edition of Al without acknowledgement

you may understand hrstory because you made i e




,.,.Man 15 nature devourmg, / man is. culture fuehng lang‘uage Whmh is why language. tlr" , medrum of

e v»‘vv{"the poet. must be both ﬂTe stoek Self*contatned langue and the dynam ""‘determinate parale !

- : " Le . And yet the Tong poem,: by its vefy length, aHows ‘the explorauon of the:

o o »:purposefull suspensron of disbelief / has about therchance of a snowball in helI (Sprcer 226) Belreve 1L

o brtself throughc&wut the poem etemally dyfng_ and being—well, bemggebom S

~’language rs not spoken It speaks" (GB CCPA I 2) Where GB qoutes hrmseif sh0wrngthe thmgness SR
‘v "bof the quote——-rts 1ntegr1ty as a umt—»rts status as, a token rs of the otderfo"‘"ftmgue not parde‘—*-yet he 1s L

P

s”or

» "'Allopha Reason is krIled by contradrctron understandmg 1s capable of vacrllatmg in CQ(:: 'arles wrth
| ‘any irritable reaching for facts Alloph anes is . tmderstood as a graph ~'ofv contradicuo e-agarnst the
' Word~danymg the f'mrtude of the Word whrle desmng rt, as Kroetsch explams ' . L

The problem f the wnter of the contemporary Iong poem is to honour ou‘rs;,.
- disbelief in belief—thatis, to recognize and explore our distrust of system, of grid; ©

*. of monisms, of cosmelogies perhaps certamly ‘of inherited story——anr} at the same_,f-
time wrrte a long work that has.somekind-of (under eraStJre) unity. - ¥ S

) farlure of system and grrd The poem of that farlure isa. long”poem [E@y_ 92}

WS - . = i

5’ «

| The poem of that farlure leads the reader o realrze the 1mposs1b111ty of what dre poern says SUcceSSfully

i

: commumcating its farlnre the poem asserts "Creda quza absurdus sum and 1s nself absurdl'_

The snowbalL appears m Hell # every mornmg at seven That 1mpossrble snowbal[ melts and reneWs

, In GB‘s notes -for. Allogh he wrote that understandrrrg partakes of M (dtsappearance of
Drscourse) ‘Death ﬁgures (en)closure in langue but wrrting 1s parole dtsccwerrng and rnovrng towards
that closure where it will be understood and no longer necessary As old as. the WOTd Foucau t tgls us‘ ‘
| (quotrng Blanchot), is the desperate wrrtmg so as. not to dre and 1t IS qurte ltkely that the approaeh of:{f
death—-its sovereign gesture its prommence wrthm human memory——hollows out in the present and m""".
existence the void toyard whrch and. from whlch ‘we. speak" (53) "Oh dread' what enters / to f'rll thatv'
space?’ That 'vord is the condltton in whrch om‘ Speech is- mamfest it is that absence whose trace starns all

. drscourse Hence this phenomenology of paro[e posrts 1t as the langue marked by death Where you,"". .

‘ f"Open me not o ﬁnd a beanng heart /. but the 1rregular book of my people .this parale comes 1nto berng
7art1culaung its death and the perpetuatron of langue Language (as commonly used to denote both langue‘*f_"

nd parde)‘;B understood, therefore as the negatton of he to whom'ﬁ grves expressnon
. _ PRI

In the ‘notes taken for Alloghane GB scnbbled "language not self but f'rrst expressron of that_" e 5
) which is not self.” Erasmg rdentrty in Ianguage is a consequence both of the posture whereby parale“'- o



- l"r'-'

speaks the deatfr of 1ts speaker and of the formahstlc constramts 1mposed upon rndrVrdualrty by 1ts L

AR rexoressron in a shared medrum C]early Alloghane s displays both means of erasure ln the mulutude of i et

S i quotanons a not of parole——I Say "riot" to- suggest the mcongruous Juxtaposruon of verbatrm James Joyce-v ’

o ,and devrhsh puns ort prrstm@cultural ﬁgures " & where has Maud gone"")—rnterrupts ttself N

: o . Dr Babel contends - f f Sl
N ‘about the word’s form, stnkmg Rt
: its prepared strings . - U G A
..~ cendlessly, a pleasure S
movmg rmgs outward thru - . - -
L -the universe. Al} - LT
sentences are to be served

i fopen—structured works asprre toward the approxrmauon of drl’fusron of ﬂux of codstantly forming,
o "'-dissolvrng and re—formmg among’ the elements of the work" (52) Flux as’ a form 1s tnherently
- f'paradoxrcal It would seem, snnply because rt has “umty"«—however fragmented rts structure——to graph, )
';:%closure and end afﬁrrmng death:. In"'A Fake Novel " Sprcer wrestles wrth formal resolutron agomzmg—

(:'end to 1t, you beheve that the dead are alrve" (152) Open structures (fnctrve rough -

N ”‘!surfaces——unattracnve as they are) do not admrrror the tradruonal beauty, yet mvrte polrshmg as erlrams,'

L Thrs constant drfl”usron is, of course, 1tself a form In her book pace, lrmg and Structure in the -
o Modern Novel SpenCer catalogues works such as Allophane 58, open—structured" and the creators of g .

;:-tha,t; "The dead are riot alrve That 1s what thrs unattracnve prose. wants to Stamp ouL ane yOu see an ..

', sald ﬁmshmg (not ﬁmshed but the present partrcr:ple in* process of understandmg (mvmng actl’ e P

oo '_',fpartrcrpauon by the viewer rather »than the passrve admrrauon as. of one paredthesr&for_another ("Thev
.+ closed’ parenthesls reads the dead bury the dead, / and it is not very mterestlng" (Qlson, Sele%;@ Wnungs - i
E "'161) whreh 1s~self—1nterested) mcompleuon-— the long ellrpsrs that rs Bowerrng S poem of ghostly echoes RS

- ’(Kroetsch Essay 100) ‘Because of the open strueture the reader 1s .an mtegral element of the poern 5.
| order its form 1s closed oﬁy should the reader choose to brmg resolutmn

o

. Drawn out, the poem draws»(wrth)m 1tself amculatrons whrch antedate and will postdate itself.

ok .“'Jorge Lurs Borges wrrtes "that every wnter creates his: own precursors His work modrﬁes our conception -
tof the past, as it will modrfy the- futur‘e " Merely by. quonng (Or mlsquotlng) GB draws the source into hrs-'l -
own work . and makes it present, contemporary whether the lines - lead from prrchol or Hermes. '
' Trrsmegrstus But what Borges is prOposmg isa more radrcal mterdependence where GB re—compos&s his ’
o precursors. And as FOumult pornted ‘out; the name of an author i is. unlrke that of a fles| ﬂeshly berng because ‘
what is an author but the sum of therr works" I may say. I read Sprcer and I do not refer to blemishes,

L body language etc., but to texts GB then, is brmgmg Sprcer mto the present poem re—formulatrng himg

.

1This is by Borges, from ’ Kafk'a and 'l-lis P'recursors in; Other ngursmons (108). The’

dissemination_ of this quote itself. throughout. postmodem wrrung is intriguing; it was chosen.

by Foucault as an epigraph to Language, Counter-Memory, Practice; it- was -also chosen as an *.
: eprgraph by John Barth for his semmal eSSay on the Lrterature of Exhausuon . ’

a8

%
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:and ammatmg hrrn asan author TAllo pggg then emergesbeneath two srgnatones two propnetors the‘ ‘
author (George Bowerrng) whose proper name will authentrcate the book and a. drctator J‘ack SprceI '
f drsembodled vorce whose -proper, narrm re—l‘orrnulates the deceased" (McCaffery 131) - Nomi
-7~re—formulabon by the orphlc invocation of a name ( ' Ei verbum cano ﬁzctum est") proyrdes a tex ‘wrth a"- o

body because a name 1s the same name that hasa property A property right" (Splcer 156)( \

) The name adds space h}&affery agrees adding that "to these names we w1ll add the- snowbalt 1n_.vf‘- .
hell asa blank yet eponymous space placed in Allogh es prior 1o all metaphonc operatron and akm to’ ) N .
'.the* arche—sentence, provrdmg the condrtion not the sense of, Allophanes as a' wrrtmg (131 2) As the

o condrtron of" the poem s writing thrs dictation i is the opemng of the. ﬁeld to chance, penpheral assocratron?" il
: and, above all 0 vacrllatron between self—effacement and presentatron Just how serrously GB takes thrs o
sense: of the ’ condmon of writing is clear wlren he says, "L thmk of myself as the audrence as hstemng to " - .
’ _-'the voices as commg to me{rom wherever they Te being drctated from but not myself as the maker of thev o

- - ‘.sounds that the audrence rs gomg tQ hear” (Eggertson) Hear then "Bowermg the - poem become»

»:» :.”v.:. }notatlon of Whlch nwe iy © read, not what is in the book (that farlmg) but. the book itself. The poet,
men; not as maker but as book—-maker" (Kroetsch, Essays 104) is here present(ed) to the reader. '

3

GB’s concem for the book certarn.ly did extend to the makmg of the bOOkﬂ—thlS b00k in partrcular

_Proofs were- corrected returned and dlsregarded as the book was pnnted wrthout regard’ for the °

"‘.'v:_’__specrﬁcanons GB had: made for revising the spacrng So, GB wrote (o the publlsher of Alloph es with an -
= ‘f“ appeal to count the spaces carefully They mean more 0 thrs poem than to any r ve done (or w1H do)—in

- synapses~—are composrtrons of

~'_lact they re m many ways the content' (GB to- Coach House 3 May 1976) Thrs pnvrlegmg of space-over o
" what occupres 1t charactemes archrtectomc wrrtmg as descnbed by Spencer "In archrteétomc books words -+
- bear the same relatronshrp to the wholé as“do bncks stones steel rods, and concrete blocks to a burldmg e

Thls relatronshrp is more accurately structural than expressrve The meanmg of the book then is no :

longer in the words, but arises [..] “from the tensrons among the elements of. the composltron in thelr

’ vanous Juxtaposed arrangements” (169) But “those arrangemenrs with therr gaps—mterstrces

-

tspace in Wthh the drrectrons are by no means equrvalent, a space encumbered by
objects that distort all our trajectories, and where movement-in-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—O] for example, and above alk, a -
space involving a whole organization of links between its different points~—means- R
- of *transport, references—so that the proximities’ we. expenence are not at all e
reducible to those of czrtography [Butor 22]. :

A

Hence Kroetsch’s obsef‘vation that voices threaten to override the voice; the points defy the cartography.. -

The map is not the territory, but we have a map before us, any poirit of whichmay_ lead to Joyce,

'"»'Spicer, Yeats, Merleau-Ponty, Pope, as well as to other grid coordlriates' of the map .veachp‘athway is

e E RO




crossed by others xsome relatlvely drsunct and others drstorted by mlsquomuon or playmg obscunty _
Wrthrn this matnx there are as Butor supposed there would be, "closed regrons embodred m “the o

margrnal sentence phrase or word," whrch 1s not du’ectly attached to somethrng that precedes or follows
Citin the drsclosure of the lrne groove ‘or tape but is rather the source of a certain rllutmnau-,on mcreasrngly . o
notlceable the closer one gets it rs Irke an. mk spor whrch soaks in, whrch spreads [ See the word made

whrte& meltrng’} and whrch wrll be cbunteracted contarned by the spreadmg of the next spot (5 1) One '
- might say of tlre text that "It is the pattem of- snowballs / thrdwn agamst a maroon wall W Hence mﬁte 7
space of l;hrs text a metaphysrcal space/trme framework denved from Newton and Euclrd rather than . 2
» Emstern 1s drsturbed In Alloghane ' "SpaCe as we experience it is not at al the Euclrdean space wh\g )
L parts re mutually exclusrve Every srte is the focal pornt of a. honzon of other srtes the pomt of origin of :
a serres of possrble routes passmg through other more or less determrned regrons" (Butor 37). "No place
on Earth /s the centre of the world Y/ rt 1s the centre of the world Every site, then rad" ates—r—ls at once
the center and crrcumference (Olson Specral Vrew 45) a focal pomt whose edges accordmg t0 Butor :
the words whrch 1mmed1ately precede and follow it (52) . Any wOrd or group of words embodres rts
own comment both upon rtself and upon the adjacent words or phrases even if they are- srmply listed next ,
to- each other" (Spencer 75) Naturally, then Any quotatron necessarrly mcorporates a perspectwe on the )
ubject of. the book in whrch it is crted (Spencer 143) :and,_perspectrve and shucture_ are, therefore,

‘ mseparable

) There are. three basrc strucmres whrch dragram the use- of quotatron in” Lloph anes. Firs‘t, the ~
palrmpsest where a (prror) text is evrdent. Thus have I seen the best mrned hnes recogmzably mr%uﬂted
whrch "ne’ erdowell exprest Second at tlmes one is: unsure where the vorce 1s comrng from and r;%ay even B |
wonder was that a real poem or drd GB ]US[ make that up Thrs second strucl:urr I would graph as'a " -
drscontmuous functron a line with a hole.in it "The appantron of these faces is ghostly mdeed “Then, the
latter problem leads fo a further—-feared quotatron As there are passages the reader is pretty sure lead
(from) elsewhere, the 1nterrmttencres of the art are such that the entrre text. may be fraught wrth such , e
passageways Wrth no verlﬁcauon of su“ch a structure possrble it rs the ‘graph of mere anarchy loosed upon "
the word—*every word becomes a trace, an ahbr becornes suspected of berng other than ‘what it is
presented as: Then what hes before you thrs wrrtrng, 1s 1tself the product of " wntmg not in order to geg ; »

‘ closer 10 what 1s 10 be S&ld but m order to get away from 1t Wntmg wrth the greatest applrcatron I~ 0~
mvarrably end up wrde of the mark" (Mrchaux Ma]gg Ordeal '31) Although wrde of the- mark itpoints o
to wrth each attempt 10 grasp that mark wrrtmg notates the hmrtatrons of rts reach——formal and tradmonal

‘v : constramts come to the fore and the word can do no. more than re—produce 1ts longmg and 1tself When 1t . N

- 1s thus Present only rn rts repetrtron the word becomes sensed as a betweerress [src] (McCaffery 141)—-a :
f bEtweeness .whose mearung (denotatron reference) is absent but whose structure (grammaucal
o conforrmty) is reproducrble Throughout Allophan :es 1mages for a start, regenerate themselves as

L2}

examples of such "betweeness” ("®.," "&"). _So‘do_words( 'cano, lives & lives & lives"), phonernes( neof

b



. classrcal / Neal Cassady " "knee / oh / class / equal ) and graphemes( O . "I") Morphernes become - f“, )

n graphemes( He " "He 1l say’ thats what they all / say " "He 1 freeze to death he obvrously needs help,

L "Hell " "Herrnes " "Here I am " "Hera s clrtons " "Hear a 2 dead face " "Heaven,“ "headhne m Hell "',,
Here lS the theology ) and i s0 doing mumply the drscrete, closed regrons of the text. A Word lrke

L tHell" lS seen to present” a spatral Juxtaposttron of the- morphemes "He" "émd "HeIl", in fact, all wordsv S

‘A ‘-appear to. be montages of suich. untts and mvrte decomposmg by the 1dent1ﬁcauon of the closed regrons '

: inscribed: : "help” is a morpheme decomposed by its proxrmrty to' "Hell" and "He Ewdently, then, - o
Quotatron lS only: one aspect of Allophanes s which signalizes. both the spatralrzatron of the text and the -~
o 'rupture of that space There a.re elements both larger and smaller than the quoted phrase whrch share thIs'

fprOperty e L o U

In Alloph@ 8, tntertextuahty is composed by’ re—anscnbrng pnor alphabets pnor scrrpt——not only R

£ jquotauons It draws ltS own hrstory as well as’ drang upon lts hrstory tn gsent re—formulauon "A- o

" vdead language /i tn whrch all words / deseﬁbe, &*efer ‘Such a language is not that of Alloph s Even—f‘ -
. the arufat:ts of dead languages lrke the aleph or the iconic Astarte are vrvrﬁed as contextualrzed anew -

" the: effect of a Weavmg (the etymologrcal source of the ‘word text) that promotes an undecrdabtlrty

GB’s notes f0r Allogh say that a poém presents a ﬁeld d0es not represent it" although the text bears ) Do
wrtness o 1ts antecedents theu' mscnpuon is- made new You are not rereadmg " GB tells us in E t_a,
"pay attentron——see” You are just readmg ( "3 ")r And, however aged the matenal srtuated ina drfferent"‘_. ool

.context it is- regenerated The' arufacts of dead languages grve the texture of rnontage to the1r present' ,:‘:

context and A llog_ljane 1s montage whlch is consrantly changing the. reader S perspectrve Itis drft' cult to o o

k :_iread literature, I thtnk w1thout seemg in 1t echoes of A__llglh__ So the dynarrusm of their context alone, et

" ensures’ the revrtalrzauon of Astarte the aleph and the roman numerals Far from dead letters they;

nevertheless refer to "dead” languages and to their abortive signifi cation thereln "A dead letter is there, MR

~ because / l[haS no longe’%eal addresses (Sprcer 162). - A dead letter is not gcnng anywhere —*"‘, o

| ~ ' Thrs is not gomg - |

anywhere not going, - -
o ) o anywhere not,

, K - . going, I dont seem tobe

SRR ‘ gorng Anywhere

Not going: anywhere (but domg so in the present partrcrple) by 1ts repeated 1nscr1ptton alone thrs phraseff“ L
becomes. a. ' closed regron of the text--tsolated as an ion and mtoned repeatedly it re~produéusdthej'
‘structure of ntual With such ﬁgures the. text- presents a mettculous re=-sragmg of images [ whrch] creates f

- 'between an abstract; formalist pattern and a shifting representational meaning,” 4n undeerdabrhty that is

o ,V '.the condition of "the hterary order where the focus is not on exphcatrng the productronal operanon ol" the
o developlng text, but on the. spaho—te%poral play of the surface (McCaffery 139—40) Thrs is not progress ‘

but process gomg-——anywhere perhaps or not—mtransmvely s TR L



Spauo—temporal play |s pnmary in Allogh s where ternporal progression is by accreuon rather
than development and. 1s shown spatrallyt In tl're numbermg of chapters, fominstance, we move: from X

“to "XI," then "XIL" The mtroducnon of a new ﬁgure ("XIV") drstmgutshes one sub—group of chaptersv

from another much like. the margmal justrf'tcatron of ahgnment among passages Two stanzas indented

- q ly speak to each other as lrke ) lrke—lrkmg to find. common ground I—n thrs spanal feature the ’

' passage of Ume 1s cahbrated as rt IS by: slnfung olir’ gaze wrthm a clearly 1magmable space thdt we can

o actually follow the march of time, study its anomalies" (Butor 22) This is the pnnctple tllustrated by

l‘.»"Duchamp’s "Nude Descending a Staircase"—a progression 1mplred in a sequence presented spaually, it is,

- also oné ‘oment 1denuﬁed in terms which compare. it to another~—the tnterdependence and srmultanerty

‘.‘,,_:A;of spaual presen’tahon_ T‘he numbermg of chapters m Allophanes is made a spaual presematmn of

: _' temporal ‘movement. by the selecuon of roman numetals instead of arabrc ones hence the phenomenon of e

! accreuon ‘But one cannot (at least I can t) mrss the double duty roman numerals do as, letters—-—both letters | .?;. -

’;and numerals srmultaneously S PRI

v Any text is a two~d1mensronal matnx tnsofar as: the book as we know it today, is [ J. the::“
- arrangement ol’ the thread of speech m three—dn’nensronal space accordlng to a double rnodule length of
liné and depLh of page an arrangement whrch has the advantage of allowmg the reader: a’ great freedorn of
_ movement in relahon to the ‘untolling’ of the text; a great mobrlrty which most nearly approxrmat&s a,
simultaneous presentauon of all parts of a work (Butor 42) GB sees his work as facrlttatmg such mobrlrty' )

on the part of the reader du¢ to its spattal drmensron In a letter (19 Jan 1976) o Vlctona Walker he{v;f"_ e

writes: "I just tool along makrng the universe’s work, and people see somethrng there and somethmg else

there All my poems are holographs you can walk around “In this tnmal prox,tmtty of reader and text. the." o
"text is tmmedtately seen_ as compact or ventilated, amorphous regular or 1rregular (Butor 52) in tts'

'phanopeeic dtmensmn and presents the ' srmultaneous exposure to our eyes of what our ears can grasp". .

"‘:only sequenually" (Butor 40) This prrmary expenence of a’ text as’ presence most nearly precludes L

fmterpretatron and mtellectuahzatmn of that text, lnsofar as My conscrousness cannot grasna what I see, my,’.,l

Co.oeye drstmgurshes but my mmd sees all as a whole is slow in mdrvrdualrzmg one after the other i in elements .,

of the ﬂeld of vision, in recogmzlng the obJects It is an effort to have to apprehend them raptdly_and‘ |

~ successively wrth their attnbutes their function, théir 'slgniﬁcation To.identify them"' "('Michaux‘ M_‘a_ig_,-

Ordeals 56). All appearances inhere srmultaneOusly and are present(s) to the reader varying with the L
capacity for receptton in “the altering eye. But the reader sees a numeral onte time and a letter |

_ anotheru—the same ﬂgure interpreted as bemg angther symbol—*whrch shows the active creation by the ,
reader of the text. Blind readers tryrng to. understand the snowball aré in a crrcle of hell a hell ﬁlled w1th‘: "
~‘those who have Lost their parole vide, / unable to serve thetr sentences in the dark.” Where one. has no. )
:eyes—that is not polts but hell. ' ' - ‘ L



,' "Language the word as EYE" (Kroetsch M 29) Irr Allophanes W face'a subjéct;the mscrrbed "I
composmg wrth anmher I’s words and makmg art others language—-the "lrregular book of rny

o refusmg o sub_]ect, the I nsks the vrsron of the art work ttself and hence u:s self-reffacement. He "; v

o a people *another eye Does not the eye altenng alter all"" It would appear 1o, but in abdrmung control

- must "fatl at surcrde / barely" for there to be any art work at all any perspecuve at alL

e

There is no perspectwe : B T SN
. : : - when-the eye is transparent. L R T T T
. When the author- dres < A
i : Ichsappear

‘ In pnvrlegrng space or’ler all else m thrs poem, GB emphasrzes that rt rs not what the words say but
, thelr presence that srgmﬁes That presence 1s not at all drsembodred-—*quotatrons bnng therr own spanal
o 1dentrty into. the poem 'Hence, Allogh gs is the site where books are made m a palrmpsest books whose

A text ﬁgures m Allophanes (and who c:a:n clarm to enumerate every one of these") point- to therr o
: ' antecedents and ) on in an endless genealogy Thrs genealogy fans at a.n exponerrtral growth rate as R
', each focal pOmt radrates toward seVeral antecedents —-the text creat“es 1ts oWn precursors and ulug;ételyf y

'the Word the Logos ttself And here "There is a drlemma erther all these books are already contarned

‘ "'w1thm the Word and they must be bumed 0L, they are contradtctory and agam they must be bumed“ r

- emM Bertrand Russell formulated such a paradox dealrng wrth a class of classes askmg whether such a

L :(Foucault 67) "—'-burn the books 7 burn the books are the horns of thls drlemma "And ‘thus the’.
E ‘paradox if we make a book whrch tells. of all the others WOuld 1t or WOuld it not be 2 book 1tSeflf [Foucault

- class rs rtself one of rts own members—wm fact, crrcumscnbmg 1tself If so it confuses language and

: meralanguage or asin tlus case books and a book—about—books Foucault clarms that

. Lrterature begms when thrs parade is subsututed for the drlemrna. when the book oo T
*is.no longer - the” space where - speech adopts a“form (forms of style, forms of - ‘=~ = * .7
'rhetorlc forms of language) but the site where books are. all- recaptured and - e a0
consumed: a site that is nowhere sirice it gathers all. the. books of the past in this -

. impossiblé *volume’ whose. mirmuring wrll be shelved among S0 may others———after
all the others before all the others [671 , : S

L

. , The content of Allogh anes creates just such a formal paradox captunng (pnor) texts whlch are 1
’ :f' made new. But the structure of—-not merely the text—-—the book is. uself a paradox Any bool: accordmg '
.to Butor, is a drptych" merely because we are presented w1th two distinct pages at a srngle glance o 3 .
o Allp_gh_a_ng becomes a three—drmensronal tnptych due to a profound cuscontmurty ; "Through a'fold m S
‘the: ‘paper, the cover S undersrde becomes a surface The tnangular excrsron in. thrs way serves to framea = i
‘ .'part of the cover’s unexposed srde As a result of thls cut- and fold the cover’s recto—verso dtstrnctron .
| ) "collapses anda profound drscontrnurty is produced upon ‘the: cover’s plane" (McCafféry 133) whereby the -
| _ book itself is made a catastrophtc site,. foldmg upon rtself and dtsturbmg the umtary p[ane of a drptych



The fold is the srmplest of the catasrrophes—- a. drscontmurty or 1“ ‘

-’the questron ol' the productivrty of it awn srgmﬁcatory ground hence, where space explrcates rtself (.15 :
hell s snowball rs born into wntmg asa wrmng, a drctated and a wntten moment that asserts 1ts 1dent1ty as s

lhty m a system o

- '(McCafTery 136)——and rs evrdent m numerous drmensrons of Allogh st One such fold exrsts m .
:‘;_ ; _"Allogg s in the form of. the recerved drctatron "The snowball appearsan Hell / every mornmg at seven, 2 '
o 'Hell—O At times the condrtlon of change at times the change itself, the Sentence L. I wrll rarse constantly” FRI

s own rupture, srgnalxzmg the opemng of the mOmeht mto the multrplrcrty of whrch Allophaggs wrll be . .

7 the trace" (McCaffery 1*32') Thrs’rupture so rdentrl' ed, is what McCaffery desrgnates the matnxf-
‘-?,::!sentence it would be for Butor a closed regron S _ L

It enters the textual econorny as a perverse‘ 'fold’ in the wntmg ‘and Similarly * I

' ‘participates’ "without” membershrp Rendermg all quotation$ ifx Allopl_ranes- \
. ‘contaminated, this sentence further. prevents the writing from’ being -a first order -
-~ -operation. _The writing cannot.even gain an innocence but must inscribe itself and
. % its implications mter—terttually with a constant réferral to another Voice beneath the .
.. -, surface of the writing; held absent but constantly recalled msrde of the wntmg s_ -
’ "f-shlftmg scenes [McCalTery 135] : . i ! : R

o

Re—stagmg rts seens as the ls altar all appearances mhere in the fragments—phanopreces—"the -

l A':jfragments (Heraclrtus) of Bowermg s Alloph all/appearances/sound/vmce [.2]. The poem wrth no" ey

- mote chance than.’ The poet:as skillful alchemist who changes sound irito silence” (Kroetsch, Essays 100) RO

?Transmutmg aural experience’ 0 a wrrtten srlent one the poem shows rather than tells of 1ts,‘7f\

';re—constructron of blown. fragments Yet it tra:nsmutes agarm here there are phonetlc chams of rhyme asl

- usual in a poem but 1magrnal chams too as in the metamorphoses of the snowball mto a perfect ‘smooth

P black orb" and "the word made wlrnte and meltmg There is. also the physrcal recurrence of black dots on
the page, of "o" and "O." McCaffery suggests that we can "thmk of thrs letter as the snowball S anasemic

state [.]. In acknowledgmg thrs anasemrc element m Allgph s we open up the poem toa bewrldermg

‘ 'play within its own rmcro&struaures Wherever an O occurs ‘(in god and ’dog for instance) then the -~ o
2 vcatastrophrc moment takes effect” (137) ' "Morphemes l‘all in ﬂames from the tree m this perfor(m)aUVe“.i-_",?,3‘i}_:_
B text whose elements——morphemes a:nd phonemes—-—perform alchermcal ntes opening fissures and re—fusmg:'_ﬂ.,_." .
. "the l'me etude of mian. "™ ~ (Fin,. agam 1s hrs name) "Thmgs ﬁt together We knew that—rt is the‘
o pnncrple of magrc Two mconsequentral thmgs can combme together to become a consequence Thrs rsf"_.,
: -xtrue of poems too A poem is never to be Judged by 1tself al‘one A poem 1s never by 1tself alone (Sprcer';_ | ‘
g 61). The poer. is never by. 1tsell’——though drstmgurshed as such-—alone "(Put the contranes / back mto.f”‘;v 4
mortal life. ) Recogmzmg common ground yet wrthout losmg is umqueness each poem each lme _each . '
-morpheme is mtegral is’ (a)part "Recognmons ere coyotes howlmg in the mght_ The way the blood ; o

" then, moves dtfferently (Kroetsch, Essays 65). The simultaneity of familiar and unfamllrar mdeed therr.' -

' causal cormectxon approxrmates the form of Allogh where ”lrterature / must be thought. now _' -

What off.
- was Thoth



but ne erdowell S ) ‘ ) 7
exprest_ [ S ) S T T T e

- lt 1s a creatlon at once famrlrar and de*famrlranzmg—even theatemng . "Hrs thought threatens hrm itis /
* the perrlous detenoratlon of dynarrute the explosron of. whrch mruates the thmker into a world W1thout

* icons where msprratron is associative rather than generatrve and sp1r1t 1s what you make of it. - "The winds
scatter fragment.s of the exploded gods / Fall leaves: blowmg about one’s feet. / Cross yourself "

: ( Whlle the feet are constant, you never step into the same quote twice; even idols are re—composed
: When srtuated at a umque contextual address - They de—compose too, from what they were fo what they .
" arer Cultural 1cons de—compose (in) Joyce’ s wntmg as well as GB’s Joyce did not like Rome and left it -
qurckly wrrtmg to hlS brother that. they could "let the ruins rot" (Joyce qtd in Ellmann 225) : "Goodby.e? .
‘ Rome GB wrrtes afﬁrmrng the Joycean tradrtron of (mter)l’eavmg tcons . e
» | He does what is done in many places | R Ll
what he does other - .-

- he does’ after the" mode
of what has always been done oo

Explodrng gods thrilled Joyce he Sard' "’The Holy Roman Catholrc Apostolrc Church was built on

‘a pun It ought to be good enough for me And 1o the. obJectton of trrvralrty he replred ’Yes Some of

~ the means [ use are trrvral——and some are quadnvral’" (Joyce qtd in Ellmann-546). "As Samuel Beckett
© - writes in N gmhy, ’In the begrnnmg was the pun’" (Ellmann 546n). In this tradltlon GB writes?' -"Whe're‘ & ‘.
_ else may we ﬁnd our begrnnmgs but in: the language"" The Word is the pun upon which our liries are
founded The poem, then, can be the srte of the divine where hreratrc sounds emerge from the prrests

o } commouon or the Muse smgs heavenly but wrth thls apprehensron of the Outsrde wrthm its confines 1t

" (evrdently fragmented) parts’ which demonstrate thrs Alloph s is a fragmented structure; Not asa

' ‘ becomes an extra—ratronal amazmg ‘space ltseIf Far more than the sum of its parts, it rs nonetheless the

‘ gesture of contempt for the scaftered nature of realrty Not becaUSe the preces would not ﬁt in trrne But

fbecause ths woul d be the only way 10. cause ar allrance between the dead and che lmng To magrc t’he

fwhole thmg toward what they called God" (Sprcer 176)

, _' structurally repeated in Rllke s angel As margms the ermg and the dead -are absolutely polanzed ﬁxed
. each m therr natural realm the means of transmrssron from: One to the other are supernatural Alchemy lS

but ane of a multithde of composmonal——and decomposrttonal—models (among them baseball radroactrve
" decay. and concentnc waves) alluded to m the poem, Wthh by therr conjunctron create a qurbbhng form a

" disturbance from within which defies paraphrase a perpetually qurvermg, electric, ﬂeld Acceptmg that
jthrs argumentatrve drsturbance cannot be‘ "Pure” poeu'y srmply because 'Pure poetry has no presence /
" but only lts awn bemg we nonetheless see. that Allophane does present a vrbrant form the resonances of |

4

I



’ 55

P

whrch (en)Jom us in the endless murmurmg we call hterature (Foucault 60) | "One is. not born alone ‘one

‘borrows the earth /a clay formed anewA language ﬁlled agam /in an oast heated from an ancient

e ﬂame " anordlal clay afresh made ﬂesh is the Word Host of the Logos whlch can yet be no mofe than

‘f‘lowghost‘ beoormng ﬂeshly rather than berng the~ (last) Word These ﬂeshly 1mpure poems breed

4

"Poems should echo and reecho agamst eaeh other They should create’ resonanCes They cannor live
o ‘_alone any more Lhan we can" (Splcer 61) - -

L

Y La Perpetually contextual these works of language rel‘lect therr ongrn in mortal fear of closure

L somewhat before the invention of writing, a change had 10 occur to open the space
«+  in which writing could flow and establish itself, a change [.] that forms one of the »
- . most decisive ontolegical events- -of. language its mirrored refléction upon death and e
_ the constryction, from this reflection; of a virtual space where speech discovers the
" endless resourcefulriess of its own image and -where, it can represent itself as
" .-’already existing behind itself, already active “beyond' itself, to infinity: .- The
. ‘po]sSIbrhty of a work of language finds its orrgrnal l'old in thls duphcauon [Foucault

| The possrbrhty of a work of language of the mscrrptron of langue of an everyman of l—lumphrey .
" Chlmpden Earwrcker depends upon an author who depends upon a work, and so on bacl( ‘to where this
- ur—rhythm is recogmzed where 1t grrps down and beglns to awaken o

J 2 lives & hves& lives
o o reflected in‘the mirrors.
, a‘[ong the waljl'.r

o - In showmg th%ipconcluswe nature of words their 1nl‘m1te capacity for re—wrrtmg re—vrsron ‘and” »
approprrauon ‘in chverse even perVerse c0ntexts Allogh es is a. provnslonal ﬁmtude a complf;tely e
. mcomplete text_ "What 1s produced is not a traceable theme but the graphrc appearance of the muluple | -
“and the 1mposs1blhty of the single instance’ (McCaffery 140-1), as if . "language ‘can no longer ‘avoid

multiplying itsetf” (Foucault 65). But when multiple cites anarchlcally dls—place umty of theme or even

| v-vmeamng the words are shells—skms ' : e g A “@ S
D .~ When yowve ﬁni’sht with them words' o _
‘ throw the skins on the compost, will ya?~ . L

4 _,"l'hat is composition,
: autobiologist_
' And they are: ferule as such them words mdeed they are prohﬁc The reader l‘mds r.he‘ poem. ferﬁle yet
- grounded in a matrix, " You'll join in burying my poem / at.some crossroads addres_smg it o read therein’

a narrative—"Aw narratnve /isa tellmg blow

U Blllld though

.+ with snow;,

- .. blow language -
- nummular



- at the-"'fla:m,er_ S

‘ Yeats appealed to sages standmg in God s holy ﬁre GB S sages are standmg m God s holy
ShlL" therature 1s both punf‘ ed and fecund both prollﬁc and devourmg an old sow that eats her farrow

e Headed tOWard deat’h language turns back upon 1tself it encounters somethmg lrke R
a mirror; and to stop this death which would stop it, it possesses but a srngle power:, . . oL
that of giving birth to its own. image in a play of mirrors that has ho limits. From - .0 . -
 the depths of the mirror where. it sets out to arrive anew at the point whereit =~ . .
-~ started (at death) but so as finally to-escape’ death, another language .can. be . SR
-* " heard—the tmage of actual language but asa. rmmscule mtenor and vnrtual model O ST
“:‘[Foucault 54] _ . - S B IR T N

“Such an 1mage 1s ev1dent1y 1llusory yet the surety of 1ts reﬂectron in perpetuity isa guarantee of form at the
expense of reference a guarantee of structural verrty "Myths commumcate / wrth each other & men /

l ) o seldom flnd ouL"' Thls is the song of the bard who had already sung of Ulysses before the Odys.s'ey and
: "':.before Ulysses hlmself (srnce Ulysses hears the song) (Foucault 54—5) (They ve already pnnted / the

~date’ of your death,” when and where the book 1s ﬁxed prmted——the F nal etchmg of the: character m stone
B closes the llfe and thrs moment is preﬁgured in each w0rd wntten and when 1t comes you‘Il say you have
i .thlngs to do, -as lndeed you do not bemg ﬁmshed becomlng "Allogh anes 1s welghty wnth 1ts 1nsrstence

that we. carmot wme the word, only process 1t through a labyrmth of re—wntmgs (McCaffery 141) So the

P 'f“’(_’“d

“author is dead and the work 1s but a trace of the mterface between a wntmg reader and therr textual

5 _f The work is henceforth
the author dead” - ' o
: - "fthe book besrde you e
Y face of the world :

"to Wthh it- was always leadlng- L " K .

B "’I know rtsbeauuful what does it mean”’" (SplCer qtd im. Blaser "Outsrde" 312) "I know Ikn0w / rts
' all ,b%auuful /Tell me what we sald on it R S



dtalogue wrth rejornders hke "Okay"; . ”SC&ICh me'")

Pl o

Canadran Jlterature ‘we have been” told 1s concefned less w1th beauty than wrth fear that is 1ts o

theme Maybe beauty is the frrst prod of fear but it 1s the fear that' lmgers Beauty may even be a

- '_'jdelusron to. mask the fear as the early wnters 1n Canada dressed the mhosprtable landscape to ftt therr.;. - -

vsonnets The pre—exrstent form 1mported to’ measure the present is_our tradrtron in Canada and itis’ a_l_ o

‘theme seen repeatedly 1n the estrmatron of GB’s wrmng

Visiiars»_ e e

The crrtrcal receptrbn of Bumgng Wate has been to par: hrase concerned wrth GB s vrolauon of :

the "facts"——lots of fact& The Amencan revrewer 1n Publrshe
o "Bowermg shps from precrous musmgs on hrs own travels ‘o levrty (attnbutrng o Amertcan Indrans i

lowpnks—drstractmg and suspect 10 the. reader The for 1tself 1s consrdered a vrolahon of the facts byj

'A finds much of the novel suspect e

sloshy %‘escnpnons of vatious sexual e

Janet Grltrow who prescnbes "Voyage narratrve is- nerther realrstlc or novehstrc lt is documentary and

“ompelllngly lmear Agarnst thrs serlous strarght,for‘Wardness Bowermg works mterruphng mnerary wrth

a _:‘*his mterpolattons and fictional mferences Agreemg wrth thttbw that non—lmearrty is dlsturbmg the:i e

& revrewer from Canadran Yachtm fmds that "_llﬂlkf_lgﬂéw_ Iis rather confuslng smce 1t Jumps baek and-
A' forth i lﬂ Ume In faCt, the reviewer rs so confused he puzzles that GB couldnt even get the date or . bl

- 'crrcumstances of h1s [Vancouver s] death nght. Antha Van Herk is one of many who concur with thrs o

- observatlon She wrrtes Indeed the novel drstorts the facts of Vancouvers life so much that when thev'

: ," book appeared there was a mmor uproar w1th hrstonans and brographers fallrng over themselves to prove_ L _‘" E
’how wrong Bowenng was Needless to say Bowermg laughed" (82). GB laughed as did Michael = "<

~ Ondaatje at the cntical receptron of The Co ected Works of Billy the Kid because as Tom Marshall v

o writes: "The true story of. the hrstoncal William . Bonney 1s not all that 1mportant here in splte of what'

»

' -certam perhaps stunned. revrewers have wntten (145)

»

Another theme among the revrews of hls work GB’s self—tndulgence comes under heavy frre

w1th regard 0 both Burning Water and A Short Sad Book: of the latter, Peter Crowzell considers that "The . - "

) _novel S weakest moments are the result of Bowermg 3 self-mdulgence “and 4re most evrdent when he )
,_prattles on about the actual act of writing thrs book ! And the former Mmg Wate in many ways is a
';.self~1ndulgent book Asrde from pandermg to his own histoncal theortes Bowermg seems contmually

,’ drawn in by hrs own work" (Faustmann) But the cntrcal estlmauon of Burmng Wategrs consu;ucuve too:

"Burning ‘Water rrught have been a better book if Bowermg had been able 10 keep his excitement over ‘ )

»' Vancouver’s story between the lmes mstead of- leapmg m and out of the narrattve bodtly like. an over

wrought kangaroo (Barclay) Giltrow: too prcks up- the themte of self-mdulgence m commentmg upon’ " '

: the mterpolauons GB makes wrthm the text "Conveymg some very ordmary detatls of the wnter S lrfe



,the mterpolated narrauye embarrasses the text, lmgerrng lrke an unnecessa
" *"ﬁconsequently embarrasses 1tself grarnmatrcally when "he’ i$ mdlscrete—-— trow objects to the" ‘

K "pronommal confusron created by the "he whrch she clarms is ambrguous in n:s denotanon But there is S
o arnbrgurty here "He denotes both GB and Vancouver ‘Without-a storyteller George George is Just R

o 'another dead sailor and wrthout a story he is tellrng Georg would not be a storyteller whrch he is. He 1s-'?_ }

'nv‘l,,'.not mtrudmg. he 15()composmg NI [t A ‘_V’. SR

Burmgg Wate lrke A Short Sad Book, eonfronts tradrtron and makes tradrnonahsts show thelr'" |

o own: llmrtauons as when the aforementroned Pat Barclay admns to her confusron’__when faced wrth an

a anomaly and calls Burmn Water "the literary equrvalent of a chocolate—covered grasshopper.” “Strained -

- metaphor as a r?sponse to’ an unfamlltar subject charactenzes the reactrOn of Tom Marshall too, who says: e
L /A Short Sag g is: rhore witty.. monologue than novel and has the effect of Chmese l‘ood [t is notﬁ; R

.‘”substantral enough to rernarn in the memory" (176) But the most peeuhar metaphor B enCOuntered was;ff"

St ;Grttrows its” semantrc absurdlty 1ron1cally appropnate in sprte of her "Fmally, Vancouvers behavlour

-partrcularly the case wrth Burmng Water ‘she' suspects "that at least part of the emphaUCally negaUVe
.. Tesponse o Burmng Water: recelved m the Englrsh Canadran press has 1ts root m Bowenng s assocratron' .

| A towards hlm outrages the botamst beyond forebearanee and GB s version of the Journey comes wa vlolent;;_;_ s
R conclusron " One lmagmes the vrolent conclusron not of the Journey but of GB’s verswn,“lnvolvrng some L
assault by GB upon hrs typewrrter in stnkmg the final words of the text Expectatrons as confronted ,

ext:use The terttw S

; X affronted and revealed characterrze the receptron of most of GB’s wrrtrng Eva—Marte Krbller says thrs 1s'? BEICRNTN

. with the. Trsh and Black Mountam poets" (54-5) The recepuon of the book in the francophone press has_ et

.

been qurte posrtwe she argues because 1t 1s taken on 1ts hterary ments without tlns assocratwe ballast.

d AN - : . [P

";Home e L : S

The dOCurnents GB draws upon for matenal in compostng mmg Wate 1nclude the dlanes of -_._,j;,j,

Menzres the maps of Vancouver "T‘he Tempest," "The ere of the Ancrent Marmer even his own"{i

‘ _‘;'"Smokmg Mirror". and personal hrstory ("btlrmng water aguas Calientes, is a place he had written: to

‘Margaret Randall about in 1964, suggestmg she meet: lnrn there rather’ than in Mexrco Crty) Eva—Marre.,g{-"f L
8 T'Kroller callé thrs matenal heterogenerty a "mixed language,” which term she takes from John Berger s Q ‘ A
_ (and GB admrts to° slyly quoting” | from G in Burning Wateg) T‘hrs mrxed language“ “alternates between
' 'ﬁcuon and docum’entary and mvolves vrsual codes other than letters namely prctonal matenal such as thef

: recurrent Chrnese character in: Burnmg Wgter Whrch 1s'"the sarlmg+boat 1ogo- l’rom the - notebook )
: Bowermg drafted the novel m (Kroller 58) -That: logo (metaphorrcally) suggests Vancouver S. sl:np whlle -
{metonymrcally) drawlng GB’s wntmg rnto the novel ltself Thrs "documentary then maps both GB’ ;

~ account ot the novel and Vancouvers voyage and borh are equally made ﬁctron by the form in whrch they, -
. are re—counted all matenals are’ equally rea} as are-all fi cuons GB says of the nevel that the detarls are* o

- ‘lmmaculately researched but [ d’on t adhere o the ofﬁcral ﬁcUOn m the accounts of the ume (letter to



S :;General Publtshmg 11 Sept“ 1979). “His s un
ER - -wrttmg) H;self“ a fctxon~makmg produern_ tot tt
fo ‘:;fj-m Mappmg as Merapho % "Maps are representatmnsyes but as such they do not definie and fix nso much,‘f}_l

e The formal "intrusrons of the narrator Stmtlarly show the pretense of "control," with its attendant

| and GB ascrtbe therr genealogy from Barthes <

- oﬁ‘ “ al ﬁcuon rs in the very act of ehartmg (mappmg.‘_.
, eferent, but Ianguage as Arrtha Van Herk. maites clear 3

_rll tell you that ‘maps are 1mpllcauons Janguage o

| "'v as they symbohze Even the most screntrﬁc cartographer__

themselves (76) A,language Wh‘Ch f‘oregrounds “5fo1 hetemgenetty is, nevertheless commentmg uPOrl
, _tts sanecL Both. Bnrmn _

, 'ate and A Short Sad Book use ! mrxed 1anguage" to deprct, reahstrcally [hel k
vanety of writmg that composes 1dent1ty and, the tnadequacy of any smgle perspective to contain reality. SR

g '-_‘detachment, tobeadelusron S SRR ‘ L

T e - nght now - s

" are you wishinig T had more control .

;,over my material? ~ : R

o wo oo - 7 (If you are not into it yet, ‘
ST keep uying. Love&Hrstory o

oo 0o are like each other. D Rt
‘ "Smgle World West (ljougg 105) S

' In re—-presen{mg hrstory time is also made nonvlmear A re\new ol‘ A Short Sad Boolg in. the

. book s text shows the future made present-0r the book part of the revrew § hlstory—-and Ume spattaltzed |
: _asa ﬁctton of One s passage through space Of ume m gm;ng W_ate I, GB wrote to his edrtor that :

- ‘the real contmuous ume rs”the one mvolvmg the story of the novelrst who i is wntmg
- the novel; the other story. i.e. the 18th century one, does riot go 1-2=3-4~5-, and .
-~ ‘neither does:it avail itself of the: ﬂashback technique of dny ¢ of that realist stuff thay .~~~ .-
.~ . “nakes the reader shuffle till he: gets back t 1-2-3- 4-5; [ think those ‘wars have a0 -
~:been won by lots of writers Jong ago.” My attitude toward "History" is much like =
. that of Mr.. Robert Kroetsch, who summed it up in three words-at a conference“ .
S -,somewhere on the prame a year ago [toJuhe Beddoes, 23 Ocr: 1979] R

Kroetﬁch as quoted n GB’ "A Great Ngrthward Darkness said "Fuck the past. ' Whi"‘ch isvboth‘.;“fj
"fuckmg with" the past and actrvely engagmg it in the present, a ltteral mterpenetratlon whlch is hot by

any means dtsregardmg ett:ber the past or the '*ofﬁcral fi ctron " of hrstory As Roland Bartl:res says it rsl
when History is demed that it is most unmistakably at worlc'r (Writing Degrge Zero 2) and both Kroetsch"‘i:»x

IR

Barthes cntrque of hrstdry m Wnnng Degree Zero suggests that 1t legrumrzes. cerlam dtscurstve'f '

. .:ﬂ‘models effectrvely sdencmg what it margmallzes This 1s a thematrc concem in Canadran lrterature as‘ff i
o 'f many ol:‘ the. poets of the past decade have attempted accordmg to DG Jones ’ ‘ '

- 3: an mventory of the world but scarcely uttered the world of the excluded or 1gnored
. It would ¢omprehend whatever is crude; whatever is lonely, whatever has failed .. .
© [~ It is the wilderness of experience that does not conform to the cultural maps oo L
of the, history books [..J, it is the wilderness of language in which the official voices . -~ " ..,
. of the culture fail to articulate the-meaning or the actual sensatron of llvmg and_r_ LT
o tend to becdme grbbensh [166]. _ SR I

o(n' .




N ' 5 .

. comment upon thrs when she clarms that the only way a country can be truly mapped rs wrth rts storres o

. belies such umty

, only hrstory is writing: hrstory and that hrstory is present, where time is, here & now:

mdwrdual not because rt tells a (smg}e) natronal story

§_ad Boo that “Hrstory rs us an us from whrch she rermnds hrm of he exchrsmn, replymg
us too n "’Perhaps he smrled But hrstory is wntten by wmners [ } & I wrll wn “.thrs book"’ (3 )

Co—opttng the tools of expressron is only one means by whrch the domrnant iai

tradmonal positivism of hrstory is another way in whrch it enforces ahenatlo " GB consrders th

wrth the hrstonans or let us say the way they chose to work is thrs they dtd not stucly What P ple‘waref‘ ut-

what they did”". ( 34" _) In "The Body" (A 102) there is a COmparable drssausfactlon wrth hrstorrcal,‘ ;

j.problem

- method: There are parts the eye can not see because they are m the past they tell us has done Just that,_._,
what 2 vrew of the stream." A Short Sad @ prcks up thrs therne agarn remmdmg us that "Incr,dents aref’
~net hrstory Wrrung hrstory is history (94) Often throughout the novel we ‘are told that "In Canada the:~"

'Who did what to whom happened in time.
History is all about wnung hrstory
All about. v ,
History is all about_
One is in time. - P O A
R History is all about. ‘ R A
: - Just havea}ook [98*—9]v Sl T S

AH about is wnung we are ina book Hrstory IS, wrrtmg and It is SO rf 1t rs wrrtten, we read lin *Chapte
XVII " where "1 made that up & now 1ts there How are you gorng to unmake 1t (62) Y )
}P" by wrmng another by comppsmg your own Hrstory is you too Van Herk mahes‘ ]

(77): the writing’ that i8, uself historical documentauon of a parucular nature because composed by an'; i

‘e
B

The Saskatchewan rarlway sta,tron descrrbed in A Short Sag Mg 1s partrcular as 1s all expenencej

o For those who lrved here it was not by any means Canada It was Saskatchewan" (56). To locate it no;.'

- more precrsely than "Canada" or Canadran writing" would drstort by glosmng over the very detarl ‘that
makes it "real,” as abstract notions of "beauty” have depended upon covering up individual blemishes and'-,;"': 5
1chosyncracres GB suggests that "People who posrt 1deas such as The Canachan Trad'tron .or The Northern . 5
Expenence should travel less and spend trme in- more places" ("L" E), but that such monoliths. as. The_,
Canadran ]‘radmon are posrted,,at all suggests to my mrnd fear: of the very particularity and drspanty that._". e

a



T e s

P Readmg m Sherbrooke Quebec in 1979 GB encountered the 1mpenalrst "Canadran Tradltton
: He sayS l read Allgphanﬁ, a very complex poem fult. of tots of allusrons o European phtlosophy and
P poets hke Edgar Allan Poe 1 got mto a brg ﬁght with the Enghsh department because they tried to tell me

that wmat was ' not rny tradmon They had some. -"concocted - sense of ~ - Central
s ‘Canada——ontano/Quebec——tradiuon (GB qtd m EggertSon) a tradmon that was not his. GB certamly _; »

| has a notron t.hat my tradmon  exists, but he. also drstmgurshes that ffom. an ipso- ﬁzc:o "Canadran :

B Tradmon "’*As he wrote of Burmng Wate I, 10 hrs editor Julre Beddoes (23= Oct. 1979): "I kniow that it 1s
i A
: not m the Canadtan Tradrtton as I have heard it called these yeats but I thmk 1t is.in mmef and another I.

A ‘_',thrnk Perhaps that other 1s the tIadrtron outhned o’ the”Canathan Tradruon*-a commumty of great
writers deﬁned as great, and as a commumty by the mdwrdual wrtter who measures hrs genealogy by |
A them. Whrle not in the Canadran Tradmon this is not to say that Burmng Wate risdota tradmonal novel;
'( "~“GB~clearly belleves that 1t 1s, "i.’nere is plenty of plot and even charactemauon in 1t, and lord knows a
V, b: suffocatmg amount’ of theme but nothmg that has been recogmzed so f,ar as a Canadran theme (letter to - - |
) .:Matt Cohen 16 Apr 1980) But what constltutes a Canadtan theme is not, as it once was thought to be, '
_ "Carleton. McNaughton walkmg rubber boots out of the swamp with a beaver by the tall m each hand
’, ':(SSB 47) A "Canadian theme 1s a]so the rejmon of theme and its prescnptton df homog-enerty

. " Eva-Marie Kroller, Bnan Edwards and Regmald Berry all (mdependent&y) drscuss how in former
) colomes postmoderrust wrrtmg srgmfres revolt agarnst the prevalent order—~that berng reahsm whereby the A
‘ ‘1mpenahsts perpetuate themselves (rern)statmg the form of the present crrcumstances In former colomes L
“"the break wrth reahsm 1mphes a reactton nbt only agamst lrterary modes preferred by the
mother~country but also agamst tts concepts of tlme and place as Well as personal and collectlve 1dentrty
o (Kroller 53). Imposmg abstract concepts measures reahty by the degree 10 Wht(:h it mlrrors these 1deals
‘ thus does the- ofﬁcral hrstory deterrmne lrterary modes as 1t does time. and place and even yes ldentlty | .
| i Bnan Edward& uses the example of GB’s lndrans who "are one site of the post—-colonral dllemma How SISO
E ~ does. other resrst reductron to "the safne [7}'7" That is, how do' they marntam therr\dtsunctron from the L
‘ prevalent order wherem they would be assimilated as c010n1al v1cums and remarn outsrde the symbolrc N n ‘
} 'order of the colomzers wrthout bemg silenced?” Or “how does. what is margrnalrzed (set in parentheses) ‘
keep those parentheses from closmg—reflecung each other sealmg death The Indtans 1n Bummg Wate
and C_g_p_rgc_ g do it by remarnmg unnamed -outside the terms of ﬁxaudn wrthm the symbolrc order Names
B reflect the tradrtrons of genealogy patermty and allow a subject to. take therr place in- languag&-the
7 mstttutron of language—as language Barthes charactenzes thrs srtuauon wheg he says "the wntmg to
: whrch i entrust myself already exists entirely as an imstitution; it reveals my past and my chorce it grves me
- a history, it blazons forth my situation, it commits me without my havmg to- declare the fact ( __rl_tmg 5
: Degree Zero 27) Srmrlarly m "Duet for a Chalr and a Table Jack, Sprcer remrnds us that thrngs even as - B
. mconsequent1al as a charr and a table once named *’Assume 1dent1t1es / take their places (74) Nottce

‘that . "take is'in the acnve voice, because "Words make thmgs name / themselves (74) thrs xﬂ a share&
A . . A

-,‘ o
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language wrth common terms thereby*mvmng ana:logres and homogenerty Kroetsch consrders the "lask -
of the Canacuan writer is to un-name” (Essays 17) by thrs un-naming: deconstructmg the- ready-made

u'l:v"ana’logles of descnpuve words. On this subject Barthes says, “When[ resrst analogy it is actually the .

§ ‘rmagmary [am resrstmg which s to, say the coalescence of” the srgn the svmrhtude of the signifier and
srgnrﬁed the @meomorphrsmof 1mages Lhe erfor the captrvatmg bart" (Roland Barthes 44). . Analogy
13 metaphor descrrpuon the drsﬁgurement of the present SubjCC[ in privileging an absentideal reflected in ‘

the subject’s new address Such a Mrrror is not innocent ‘but clothes who enters it in. terms of the. -

traditions, srmply because wrrtmg as we see in Alloghane , remarns full of the reeollecuon of prevrous S

usage, for languase rs never innocent” (Ba;rthes Wrrtmg Degree Zero 16) But GB would lrke to wrrte a,
book, let us say a novel an h1stonca1 novel m whlch once 1n a whrle a page 1s an actual mrrror I the '

vreader has been deluded mto thrnkmg that the book rmrrors real}ty ’holds the mm‘or up to hrstory the I

appearance of her owrr readmg face mlght serve to shock her out of that error” ("62 _) The sort of
- Mirror GB 1s talkmg about would shock the reader ‘out of bllthely 1dent1fymg wrth" a stock ch‘aracte,r or-’ "

pre—fabrrcated (1d)en-tity and make her see the partrcularrty and othemess of her own rdentrty But, at the- e .
same trme a page—mrrror would show the reader where they are in the text—and that they are m a.'?,f . "

“text——f”orcmg her to take her place as acuve in the book s creation. : As GB says what would you do if you .

turned ¢o 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 followmg page” ("62." _) Here, the reader S eye is

seen 10 Create the text and to be, nself text peekmg out at the reader

Foucault belreves t:hat ln fear of death and the vord language -masks nothmgness wrth a mirror s

| reﬂecung its sameness in perpetulty. ,thereby the l‘lgldl[)' of representauon in language is fixed and the_ et

o speakmg ggbject avords closure in turmng hlmself into a. language~bemg a name, thereby symbohzmg
hrmself in 1mmortallty "Perhaps*the ﬁgure of a mrr'rot 10 mﬁmty erected agamst theﬁolack wall of death_u
is fundamental for any language from the moment it determmes 10 leave a trace of its passage (59). -

George Vancouver, deterrmned to leave - traces of his 1mper1al passage 1mposes culturally-specrﬁc names on

prominent geographiical features-—names of his Enghsh associates. According to Kroller, Vancouver . *

"believes that” the’ charting of new terrttory whether it be geographrcal or imaginative, implies the

mirroring of ore’s own personal ‘and national phllosophy" (56) Certamly that is. 1ts effect m the novel o
Van Herk, too, insists that,’ "Even though man attempts {0, map objecuvely he exrsts wrtlnn the map he
makes” (77). Along w1th the mapper s personal and natlonal phrlosophy, the concepttons the pomt of . o

view, even the blindnessés of the maker are always present_ But what Olson wiote, and Splcer of '

language that the map 1s not. the terntory descrlbes Meanes attrtude to Vancouver $ enterpnse, Kroller s

makes note of " Menzies’ understandmg that chartmg strategres do not equal the thing, that ‘the language is" o

burning’ {GB in Qut P%[Sl and must be tended ltke a ﬂame (58) Language whrle enabhng the
perpetuity, of the subyect does so by purgmg it- of its 1rreduc1ble mdmdual 1dent1ty Barthes '

drfferentratmg the "hvmg language of Nature ftom wrrtten langUage clescnbes thrs tta:nsmutatton of the e



: wnter whrch punﬁes h1m of Nature

In front of the vrrgm sheet of paper. at the roment of choosmg the words whrchv f‘f}fi', ' |

- must frankly signify his- place in. History, and testify that he assumes its data, he =~ = *
~,,obserwes a tiagic disparity betweert what he does and what he sees. Before his eyes, = .- -

_--the"world of society. now. exists as a veritable Nature, -and this Nature speaks, .= = 7. =

. " elabofating hvmg 1anguages from which' the writer is excluded: {..] Thus i$borna - - e

“ ¢ wagic element in writing, since the. conscious writer must hericeforth fight against -~ =07 )

ancestral and. all—powerful signs which, from the depths of a past’ foreign to him, - -
' "»‘1mpose therature on- hnm lrke some nt‘ual not hke a reconcrhauon [ﬂntxng Qgg g

o :"All wnttng then punﬁes l[Sle of orgamc elements mcludtng Lhe umqueness of death and of bll'[h These

" ;_"_';_elements are, however reproduced structurally agam and agarn by the wnttng, thelr multlple occurrences -

“"’showmg thexr morgamc eomposmorL So we ﬁnd not one: death gut several not one birth but a multltude

- »that speaks mstead and anxrously, and w1th a

of orrgms as Canadran wrmng L4 comies co%nulsu/ely wa genealogy that-, refuses ongm to a genealogy. T

 Babel" (Kroetsch Essays 89) R

S

erous: rettcence the mghtmare and the welcome dream of - o

The language 1tself becomes the focus 1ts own reﬂexrve focus as 1t is m Shon Sad wh1ch ST

R _descnbes rtself as "It is about & I hate rt when the wnter says thls is about & it 1s now about that too, it is o

though about our words 3(108) By our words about our worcls—the wnter s place in thrs text is 1tself

textual he 15a name signed by the book tself. He is not in control of his matenals He has no authorlty SR

o !"over this text but is composed as he goes along by the very text he writes. That text writes itself, too—thrs-

is "at heart an autob!i’c‘)graphlcal novel I sald" (84)... The book is not the wnter’s autoblography but lts own, "

[the tale of a hfe led in step w1th the wnter who wntes in "Chapter XLIL" "Lam'in my forues & S0 is thrs”f A

= book We. breathe together" (143) Not surpnsmgly, then the wnter confesses that "he felt almost as if L

| ‘he ‘would f'md hrmself at the end of the sentence at last (122). What he finds while- m the process of T

serving the sentence is that he is ordered about by his wrrtmg "The novel knows all about 1t but I dont lf

| sald“ (83) GB’s deferral of authonty is, undoubtedly one of his many. poses Thats what makes it

: genume——a genume stance he adopts vis & vis the tei’tﬁJ But, lf you will recall Valery S sense of chctauon as'-,.

a gift the writer must not shame, the responsnbthty of the wnter ta the ngen (language) lS overwhelmmg - -

This 1s no castal "free assocrauon or the mvoluntary product of the subconscrous but a challenge to‘the -

wnter When Kroetsch notes that the Canadran writer is tempted to let hrmself out of the agony of Afr .

"commrtment by pretendmg that he isn’t senous (Essays s 12), we can. see how thts r0ute would have its

_ appeal.” GB chooses 1o acknowledge the “agony of commrtment." but in ways that allow the audtence o

pretend that he 1sn t senous and so let themselves out of the agony of commltment.

. There is, as in Bummg Wate I,.a suffocatmg amount of theme in 1A Short Sad Book Perhaps.:;: B

‘,‘_"'even a Canadtan theme" Whlch like Kroetsch § tdenuﬁcauon of our traditional un-naming, ‘erases: itself. - S

. _‘ As m ﬁm;,gg Wate , paragons of Canadran culture are shown in decrdedly un~paragomsh poses* beavers _ }
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©are exposed and vncums violated i m novel postttons But. perhaps more srgmﬁcantly, these iconis are shown

N where one chapter contams names of books one, names of lakes; another of streets yet anoﬁier of mgars .
.- - The place of structure in the writing’of the text lS made: clear when. the writer says:- "I smoke acigar & I -
' 'JItned to wnte I spoke 2 mgar T smoke a dgar every trmel write a chapter” (12,8) That smoke and’

| spoke" almost become mterchangeable m the book’s’ lexrcon and certamly in tts composmon blurs those

- £y

=

. 3
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At

‘as he goes along The srrmlartty wnth GB’s earlter WOrk where Delsmg ﬁgured is clear but the stonesw ~

about Delsmg were stories about a wrtter in ‘A Sh
- :wrttmg‘ And that wrtnng is bemg done by someone who is both dtstracted from wrttmg and reluctant to‘

: '&SSCI‘[ the ‘ruth of what he wrttes Wthh 1s a: stance SpenCer constders to be charactensnc of

- open~structured novels. - "If the novel with-a. closed structure ts often an asseruon “of “Belief, the .

f:;'open-structured novel may well constttute an mtellectual exploratton undertaken by a noveltst who actually,‘ -

s not certam what he believes about the nature of realtty fact versus’ ﬁcuon imagination versus '

ﬁnds (htm) out. .
An expose gets the real story undemeath the ﬁeuons But when a wrtter exposes l'tctron as ﬁcnon

.' it is the ulnmate term of a formal dialectics whtch clothes an unreal fact in the garb fi rst of truth themrof a
lie denounced as such® (Wntmg Degree Zez 33) And of this dralecncs of "the stagmg of an”

- _observauon feeling versus thought, creatron versus reportage, and so on (52). The text is then palmodtc

" in form Instead of the reader bemg glyen the strarght goods by a wrtter here the writer denies hts'__.,

" ablltty to deltver thereby deltvermg demal pomtmg to h1s mask or, as. KrOetsch puts 1t, lowermg the veijl. l‘isrg ;,.,..':ﬁ

, _Robert Kroetsch t‘mds this. aspect of the narrattve tg be charac‘tensue of Canadtan ltterature where’ vetlmg;_f :‘-»; S

- .'rather than unvetlmg is a cornmon featu.re of our fict:ron Thts is a.cold courttry—you cover up to stay
‘ altve Ammals whose clothes were’ stolen by 1ur- traders dted of exposure® (SSB 62) exposure Wthh is

not there tts here here where the W}‘l[el' lS keeptng thmgs from the reader and hopmg that the reader .

appearance—as—dtsappearance " he says m The Pleasure of the Text (10) that it is a pose mvrtm.g whtle :

defemng, exposure. GB told his editor (Julie Beddoes, 7 Nov. 1979): "As you can see, I 'go not for me?» SND
: f-’Ome consumable story, but the pleasure of the text, if [ may be allowed to pocket a coih & call ita word '

the lrar § paradox results and the fact is flctron t00, Hence Barthes clam‘t ‘that the- "teleology common to_;,
wt!'te novel and to narrated Htstory is the altenatron of the facts ‘the pretente is the very act- by which socrety{'
’_"afﬁrms tts possessron of its past and its possxbtltty It creates a content credtble yet ﬂaunted as an tllusron Lo

[

'to be construcnons of wntmg Wthh can be deconstructed too, by wrmng’ here themes become st:ructures :_‘fj‘

_ - COUCSPOndmg % thls structural and rmmettc deflectron of a’uthonty, a deflectron of formal"g" o
authonty is evtdent in the self-el‘facmg pose adopted by the author wnthm the text. Vrolatmg the pohte. o
- dtstance usually kept between author and text, the, author 1s a characfer a f‘ ctive’ ennty makmg htrnself up S

, Sa Book’_and BMSJX&LC_ I’ the' story is about a



ln the same letter GB demonstrates the mdecrsron and vacrllauon Spencer descrrbes but it makes

for a more authentrc rrarratrve tbat the hrstorlcal facts He writes: "does Menztes krll Vancouver" Does ey
Vancouver kill hrmsell"c;l dont decrde there. Actually. I want itto appearTj] that I krlled Vancouver Or »f“' s

rather the wrrter of the book drd that narrator agam, he drd it You see that 18 lrterally true and [ wanted
1t ot be narratwely true too to show that ev*en after the realrst age we could make the narratrve agree wrth
the narratron By makmg the narratrve agree wrt—h the narratron a realrsm based on structure——the
srmrlrtude of stance ws a ws the mappmg act-—rather than referenual content emerges Thrs is. a
reafﬁrmatron of tradrtron the tradrtronal assgratron of lrterature and life, where lrfe 1‘5 séen to be affected
by the wrrtrng act 1tself Hence as Butor proclalms "Formal mvenuon in: the novel far from betng

opposed fo reahsm a,s shortsrghted cnues often assume 1s the sine qua nan ofa greater reahsm" (28) Thrs <

greater reahsm is- brought about by a’ few specres %f formal mvenuomat least. - “One is a conflauon of
rdentit‘res m the free mdrrect drscourse wrth whrch tlle narratron leads us from one characters mmd to
another Burmng Wate r's monolOgues are Structured lrke Nathalre Sarraultes sau.—s— conversauon where
"the very myStery as o who is speakrng seems tQ. press Lhe reader mto 4 more than usually 1ntense

1denuﬁcauon with the narrator and consequenr_ly wrth the substance of the boolr (Spencer 80) The ’A

Teader, too, 1s 1clenuﬁed with the g seerng the landscape from within’ the text. Another related technrque

of formal mventron concerhs this pronomlnal confusron Butor belneves that: R
A further study of pronorrunal functrons ‘would show their clos’e connectron wrth A
temporal structures. - To take a single example a method such as the "interior .
- monologue’-is the linking of a narrative in the first person with the. rmagmary -
~abolition of all distance between the tinie of the’ adventure and that of the narrative,

o . . the character telling us ‘his story 4t the very moment when it s occurrmgr A notion

. like that of ’sub—dialogue’- [Sarraults ’sous—conversation’] “allows us’to break the -
bonds in. which the ¢lassical interior monologue remains tmpnsoned ancl o justlfy,
ﬂashbacks and reColleCtrons ina much more- plausrble manner {2347 . - -

e

“Thus does pronommal mutabrhty affeCt the spaualrzatron of trme m the novel leadlng to a "greater

’ \
. realrsm " Both these technrques mvolve treatmg the novel as a spatral construct whrch occupies a space -

addressed by and. addressmg a reader Such treatment 8. characterrzed by, as- Spencer sees it, two corollary
moves “frrst, the destructron of the 'frame of the rr0vel so ‘that 1ts contents are free to spill outside; and, |

o second the mterminghng of the elements of the art work with elements drawn from outsnde “This second .

step completes the fusron and makes of the nOVel a fact, a thtng a mode of expenence an mdrsputable part
of reality” (69). Certarnly GB’s creauorr of an aUthor wrthm the text destroys the "frame and opens the
novel to Te-vision from outsrcle As the wnter rs m the text. the stance of the. reader is called into questtorr
and the frrst questron is: why JUSI watch the fun" When the reader too can be drawn mto the text no

°

pretense of detachment is possrble on the part of erther reader or wnter : f e

) Sanal disruption and the resultmg textual mutabrlrty makes any chronology mcrdental to the
present spatral arrangement. In A Short Sad Book "Chapter XVl" shows how spaual drsruptron actually

" makes an "eternal present.” When "a huge mqursruve,repule head" appears in the wnter s window the




B formally equalrzes the patterns upon 1t as language hornogemzes what rt expresses 4:/:3 f.’ P

“,A). R

- outsrde WOUId seem 10 bc encroachrng upOn Lhe (enclosed) wrmng, wntmg delmed spaually by Lhef«:,‘
.room—— ‘my- wntmg room:", As for the wmdow welL you know what wmdows are m wrrtmg Here one A o

. ;iCertamly is m the wntmg and 4[ looks ltlre a wmdow on the world, but u is, opaque iti 1s the Wntmg 1tself .
"".jthls WmeW is somethmg yOu look at and You may see your reﬂectron m lL When wrrtmg is- a stamod ; T

: uf;glass wmdow it 1s not clear 1t may co[our the enclosure,,that is clear but it lS not. The opaque wmdow‘»

Apother aspeCt of lrngursttc homogenerty 1s evrdent in the hypotactrc syntax ol‘ §hort Sad ?'

Génerally a novel lS read as ife tt had solelY a honzontal axis the. reader runs along—*a lmear naffa“"ei

servmg sentences But. "wheh we encounter a certam number of words’ wl’uch have the same fuuctton L

N 'wrthm the sentence a‘series of drrect ObJeCtS for example each one 1s attached in the’ same fashron they, T

o 'have basrcally the same p051t10n m the sequence of lmks and I percewe a kind of mterruptron in the lme S

movement. thls enumerauons s arranged then perpendrcularly to the rest of the text” (Butor 44—5) :

: : b Similar’ o Saussure § syntagmauc and paradrgmanc axes Butor is here descrrbtng the graphrc situation of _‘ =3
U the (mphed) paradngmatrc axrs wrthrn the text_ Such 2, s‘truatron obtams in A Short. Sad Book: "She E ood

" .in front of a tree & she stood in- front of a tree & she ‘stood in front of a'tree & she stood in front of a tree; R .
& she stood oh you poor typesetter in front of a tree & she said"™ (38) The non*-lmear structure of thrs_. ;
writing in partrcular is not lum&d to 1ts syntax “but makes ume 1tself spatral in the arbrtrary order of its : .

| 7"chronology But Mtchel Butor clarms thlS isa tradmonal feature of. novels, and GB himself was. earller ,

) -quoted as’ menuomng that the temporal structure of realrsm has never been " 1-2 3-4-5," elther . Butor*“{";

remmds us that no classrc novel rs capable of forlowmg events tn a srmple marmer (moreover was 11 nOt,, RN

‘ our humarust pOCUCS whrch advrsed us to’ begm tbe narrauou or drama in medzas res) we must therefore

study the structure ‘of suceessron (18) or how events are glven mdependent of our normattve re—worlﬂng B

. "text

‘Conurrurty is mherent structurally abOth in wnung and readrng a readrng whlch re—consu'ucts (wrrtes) the i '.: .

There is clearly.a Peme“’ed dlsrupuon on the mtmeuc 1f not the dlegettc'textual level The
wnung is constantly dxsrupted by extemal mateftal gettmg mto 1t, l"or mstance My favounte place in
Alberta (oh this new pen is getting brolren in. nicely) i is Drumheller (rny wtl‘e will hate that one because she e
- hates this novel she says I'm getung too. l'ar remotrecl from my readers wrth all tl'ns obseure self*absorptm.n . .

. What do- you think dear fnend) although I have been there only once Drurnheller 15 where ‘the

-dmosaurs come from and you "can go there & see them any time- you me Auy ume your m my' e
friend, you ‘teading this after [ am writing it can go' later to Drumheller to- see the past. - Any time you
.-"'want. it is there (And where did that reptile come from" Were hls ancestors Scottrsh?) The wrrter s

ancestor- Emmett wans to know - where his * constant smgmg Iﬂdlan COmpamon com es from I am ot

from sard hrs compamon [am here, at your side" (67).



| have told where I was gomg by the tIacks at. least unul it started snowmg agam" (45) And

.oor mdeed may not have one The stucture of sell’—conscrousness is suc,h a double "I " but any act has ar a
. do;ub[e an opponumty cost, as does the actof' wnnng All the ’ome I am wntlng thrs Canadran booltl am T
o not wntxng somethmg else & rtrs the mvrsrble book I am not wntmg There is oneof those for every book e

that 15 wntten (127) There 15 an absent double For every mscnptron of 1dennty, we are old in”
A’ll?’gghan g that “Man &. the unthought are r:onternporary "/ The unthought is not ‘born of him: or i hrm 7
but besrde hlm We must be careful then when we read, as we- do naA Short _S_ad Book, that "the. n0vel
" is not winng the novel two people are all the time" (148) GB elucldates this somewhat in drscussmg

Besrde an "I" is andther I who as tl:us one ls may articulate then' place m language drl’ferently

- gm;ng Wate He says that, i the ‘novel;- "there S. an under.stood T "wht)s another George m other

;,words GB m that text wntmg the whole thmg abbut’ e’ on ’hrm ( Syntax Equals the Body Structure

‘41) The two people are the wnter and reader of- course but they are also the wrrtmg g and the_

©
RS

wntten "he

Idennty whether personal or: natronal 1s also the crux of A Short Sad Book The suhjects

e ' :confusron—— am [ 1" (52)——appears to result from the potennal for language o relfy’ a construc—t
o ,’mdependent of its referent Van Herk ‘says of language that it rs more creanon than representauon lrke ‘

maps Wthh are surrogates of space A map rs not the temtory but a temtory rtself” (76):. Hence tor "
map- is to make a place real in some represenranve way (75) [anguage is, of course non—demonstranve T

by nature Thats its raison. d’etre ‘But’ drScourse creates bbJQCtS words, whose funcuon m reference ls

g ;‘thelr own dlsplacement Where they reftlse to be drsplaced they create an rdennty e}ustlng parallel wrth

-and equal o, their referent’ s ln A Short Sad B;og_ the wmer rnuses lf [ had ‘been someone else I coul,d

someone else when e am wntten mapped a construct of lmes tracked across a snow~whrte page The ~

E map 15 necessarrly other whlle yet mscnbmg 1dentft)f It both creates and kills, m the: Same acnon To

HCRS dlscover a Canadran 1denuty. or even a personal one hrstones genealogles and stones %cument lts

: *tmce whrle therr posrtlvrsnc elements are not the 1dermty bnt 1ts construcrs The wnter of A Short Sad_

Book says "lt is true, we have o find out what we are not ﬁrsL / We are not ﬁrst" (32) Frrst, we l‘md.—f "

L what we are not——the lines’ tell us that, as do the lmes deﬁmng Saskatchewan whereby the provmce is R ;

o .mapped as 1ts own trace "deﬁned as sornethmg in the mrddle of four other thmgs it fs not” (67) Itis not ERAN

Alberta Ontano the North~West Temtones or the. Unrted States The next chapter re-defines the f'our.f' S

, ,vrctrm posrtrons of Survrval in novel fashion, chmaxmg when the novel wlthdrew 1tself pamfully fl‘Oﬂ'rllS‘ (
- skin & dssumed posmon ﬁve . the nlysncal posrnon Atwood posrted as not condUClve to the’ wnnng of:
books.‘ In’ posrtxon ﬁve deﬁmtron is not a posrtlvrsm but relatedness and mtegranon an absence of -
‘ lself—consaousness But wlthout the Self~conscrousness created by language "The quesnon arises whether, ‘

¥,

the author possesses. a perspecnve of l'ns own, fronl whrch he can vrew srmullaneously not only the subjectx IS

but all of the perspecnves he himself has focused upon it The answet aceordmg 10 Spencer is a clear B "
. "'no’™ (76). That- is, " because the mapper is not extemal to the map but located wnthm lL at any \



el

: f_ﬁ'f.partxcular address lee Vancouver in the landScape a writep cannot step back out of h;s wntmg s contexL.-»
Hence Van Herk pmpomts ggrmgg Wate as: “the u}umate contempo;ary explonanon of the mappmg"—
'. 'metaphox "‘because "what ggp_lgg ﬂate does is re*-map the, mapper thus cartymg the metaphor © its R o

"’"ulumate conclusxon —a conclusxon whexe the text glVeS language to artxculate the wnter (] selt‘ presentmg

- .Lhe trace of the wmer who remams h;mself the absent double
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The book wherem texts he srde b‘y srcle mdtvtdually wrapped, models GB’s work as a whole

g ) Such books mclude Craft Shc@, A Way w;th Worcrs m & Other _B_aseball S, garttcular Acggems, grgta,

- The Mask in_ Place The-Caich’ West ngow, el 4y erc] E&ca____.tche M_W_LHQQQ. __<;>.l§LU_V_

' Footwear, St ov;'f' ‘Mrrror

L m volumes ltke West Wmdow lS to my rrund comparable to that between say, each stanza of "Between o

o ‘the Sheets,"" mcluded therem Where such a process of delumtmg sngmﬁc&nt boundanes would stop is a - -

S problem GB forces the reader to address in his collectrons

' '-‘_V_is't‘tors" Sl

RObert Blllmgs is at the plate now smngmg an ad hommem at a collecuon of Pitchers acollectmn .

| of Talonbooks series of selected poems whnch mcluded GB’s arttcu_lgg Acctden ‘He' wrrtes‘ "Much of
A _ the. development of Bowermg brssett, Nnchol Davey, Wah and Marlatt took place durmg the halcyon days: T

. of easy publnshmg wide funding and the Jefferson Arrplane And it shows (112). Brlhngs deplotes these.
e upstart wnters for their- uncorrected "loosemng of form WhiCh he ﬁnds ifi the composmon of Pgrt_rgula e

- Accidents and other of these volumes “Maybe all t.hls 1s the result of an abscnce even after a quarter of a‘

71 Poems for Peopl and A Place © D1e although the discretion of each unit

century of a- w1dely accepted and acceptable crmcrsm of the loosemng of form which Williams, Olson et .

. als 1mt1ated Too much of it still sounds as if poets are being gWen ofﬁcral license to get away wu.h as_ -

much as théy can’ (112) Reacung 1s what batters do, but embittered reactionaries are easrly put out by: S
«novel idea$ such as A Short Sad Book excerpted in Partrcular Accrdents _pitches: ”Whate\/er else poetry rs n o
not freedom. No it is not" (PA 147) Put out by the pttcher Brlhngs retraces the well~wom path and’ Karl o

~Jirgens steps forth to meet Crafg §ltce ' '- SN f‘\ .

Jlrgens is eloquent in hns arttculatron of thc many posmons from whlch one mlght address thev:‘"»""
- pitch, but htts 1t m the jowssance upon whtch he bases his readtng ‘ o

S | couId enter mto post*structural analysrs and say that Bowermg shrfts the centre of .
~ his essays; deconstructlng them by showing their prewonstructrons by revealmg his .~ -
.. "thought roots; by having Himself interviewed by an invented "Canadian Tradition" ~
-only to demystify its self-referentiality. through the narrator’s pose of faux mzif I
.. could say that Bowering blurs. genres. here, is self-reflexive, uses inter- and
intra-textual references, appropriates _and dts—»appropnates methodologres .
© -+ redefines the roles of author, artwork, audience. [ coiild also say this is-a significant
book for theorists, perhaps an essential book for scholafs.” But that would be taking_
half the fun out of it; that would be eaung Lhe sausage wrthout moppmg up the‘
Jouissance. ' , S

F1u1d as this pltch is, takmg shape as it does from the contatner which collects 1t. collectrng batters . ,tj

| ‘ 0 address its multiplicity is called for. The ﬁrst such syntheUc player stands composed at the plate
- composed of.Don Precosky Alvan Bregman and Bnan Flack : o

't



_" reader much §) Don Precoskges chagnrt Revrewmg 71,’Poems.for Pe fe (MA__QDQ._)R Fier he is.

o nothmg sequenttal about the six parts.” Also. seeing The Mask in Plac as somewhat randomly ordered A

Synthesmng order frorn a eoll’ectron so as to see a smgle prtch is a f' Ctton-—makmg GB leaves o the

) v ‘_ mdrgnant that the "book ls mrsleadmgly called *six poem sequences on the back oover There rs, h0wever

Bregman nonetheless recogmzes the case GB is making for a subverston of theme leadmg o emphasrzmg
the book itself as object.” -But when Bregman claims that, "Most: 1mportant are his theroretrcal [sw}
' €ssays; the assertion-of an order based on pnvrlegmg theme shows that Bregman doesn’t know what to do 'f_“
- with the pitch passrng lum Another component of tlus batter is srrmlarly drsomented this tlme by A Place 7‘; ;
t_th Brian. Flack; is- “[ost 1n the Maze where he fmds GB founders accordmg to Flack GB the |
.explorer faces a great problem mherent in the process of mntmual tratl—breakmg that must Be- carefully 7
addressed and. rquares tota;l authonal vrgrlance Once set astray from the mtended and narrowly def‘ ned .

i goal, there is every pOSSlbllltY that the adventurer wrll fall into a pattern of atrnless crrelmg, perhaps even o

. ﬂ.crossmg and recrossmg already travelled paths v A example grven ts the story Arbre de D‘émton a

L mult:r—narratrve exercrse m reader confusron whtch begms and ends nowhere " In thts perpetually
RN reﬂexWe crrcular structure Flack yet ﬁnds "The. Clam Drgger“ to be a "tnte moral tale that. reafﬁrms
: Thomas Wolfe S sourmg drcturrr you, can’t go home again.” ‘Flack never thought he would return 10 the

R ;dugou‘t when the game plan was to make it home frorn whence he began . S o ;

L GB is. not an. advocate of orgamc form That does not mean hts work 1S fomtless as Btllmgs was rernrnded

o
. ;‘At :

e NOt even a team thhm a team can connect thrs scattered shot, but they dtdn t make much of an
E 'r"“effon‘ disoriried as they were whert faced with open Stt’ueutres So another composrte *batter steps L
. : forward to rev1ew the pttch s foml the pll,ch s collectrve, fonnauon ’ o T EAR

o

T Terry Whalen eonsrders that the essays in GB’s A Wav wrth Words show that he 1s Pondenng the R
: fssue of mind in relatton o parttculars and, if he *S IOO rnuch ln 10ve w1th detatls at the expenSe of cont:ep’t
and orgamc form he: at least knows. where hrs poetry st start (Frddlghead 110) Whrle seetng the
" m[emlamdness of genre in GRS wmlng, Wh: haleﬂ Yet“cﬂmles the lack of organic, fonn, why is not lear:

‘ Attentton lthshed upon detz-ul may suggeSt a form whtch tolerates heterogenetty a form Bruce Whrteman
att.nbutes (o !he Catc Whlteman comments upon ‘!hg Catc 's vanety s 'hrch lﬁ such that "orﬂy the most
4 eclectrc reader wdl not frnd hunself wn;h attracttons and tndrfférences hke 2 very serlous chtld m a
sweetshop of the tmagmatron (83—4) Drstasteful as the suntle is, Whtteman s foul strtke is atmed at the o
. pitch and drrected toward the field whreh he sees not so much as composed but collated—-—a net dropped o L
' '_: ) recollect S[ray works—*be they oopfecttons or. 1no.. Yet forrnal heterogenetty does not have any attracuons
for Ellen Qutgley who f nds it in Agothgr Mouth "For the moSt part, tne consrstency of the book is qutte
‘ uneven” (122) she wntes elhpttcaliy "For the most paft tndtcates that there are exceptrons as does the
A . word qutte But sayrng that consistency is uneven although there are exceptrons makes no sense at all |

L3N

. even were we told-——as we are.not-——how Qurgley measured consrstency oo }_ S



o these elements 1o, reﬂect pnncrples of structure in the work asa whole Thts is: sen31ble as the work" ls ,
L -; ltseu‘ a collectton of heterogenous matenal character%d as a umt srmply by the attnbut:on-of a label to l

'{.}, . Books whrch present themselves as collecuons—-—whether of verse, prdse or both- . ﬁgure
"prommemly in GBs work There are many of them yet they have elements in. common‘ andl beheve.__.;

S As Foucauit wrttes lf some have found it convenient to bypass the mdrvrduahty of the wnter or hls stat_'; e

(RSN 25 an author to" concentrate ‘on a work they have fatled to: apprecrate fhe equally problemauc nature of thy B
o ":j“»' word work and the” umty lt desrgnates (1'19) 'l'hls rs rermruscent of the fourth mmng where Alli jarfes:

3 vaas the srte where all Books were captured and re—presented and you may recall I posrted three structures
to. model thrs re—preSentauorr. 'Ihose three models wrlf help us here to get a handle on these
- i’books-made—of—books ‘ ' ‘ ‘ S R

P

To recap bnefly then the three models wﬁmch represent the structures of collected works are; ﬁrst.

.‘ ,the pahmpsest where a lexrcal cluster 1s present both as contextually nmque and. as drawmg another text
held in parallel with the 1mmed1ate one “second, the dtscontmuous f‘unctton ‘where a'gap or synapse
‘ 'mterrupts the: two—drmensronal text without ostensrbly makmg present anOther dtmensron ﬁnally the thtrd

e model was absence mtroduced (as with the drseonunuous functton) and run wrld—anarchy where

e ,dlsturhance is more prevalent than order and becomes the chaouc order of snowballs thrown agamst a

L The structure of a pahmpsest 1s created often enough wrthm 2 smgle fext by rudrments of
| cohesron—congruence of frgures repenuon of 1mages rhythm ‘GB’ s collected books lrke Enata or Craft

L Slices cohere by reference to (or re-producuon of) a prevnous text or textual event hence from the smgle

teXt as autonomous gnd of srgmﬂcauon the text becomes another plane in the ﬁeld deﬁned hy common

figures, images and thythm.  Indeed, with the PﬂﬂSlbfe excepuon of Concentnc Cll'ClCS ‘0 GB text is .

autonomous but all are re—collected throughout the work B

. o In terms of content, GB’s texts are correspondrngly dual (and someumes mulnple) modelled by
o ,parallel rather than srngle usually nsrng to clnmax lines. The cast of characters in A Wav wrth Words

L B oresents some found in Cunous and Delaveg Mercy Margaret Atwood, hpNtchol Davtd McFadden

f. Johr Newlove Allen Grnsberg, GWendolyn MacEwen and Frank Davey 10 name a few -~ Many._ of these

if gure sandwrched in Craft Slices, as well, Recurnng figures, like thyme, remind ‘the mindful reader of

; :conte)(ts other than the 1mmed1ately present one and create a textual concurrence: a palnmpsest drawmg ‘
bopks together; "Keyserhng and "Kesselnng conﬂate A Place to_Die and Qgg_ge srmrlarly the

4 l

: lI have perhaps created elements where none were mtended by the author and smnlarly, I
~admit. to privileging- certain  aspects ‘of ‘the books under drscussron to the detnment of others RS
: All cntrcrsrn engages texts m thS fashion. B s R



,whrch is: the frecurrence of Menzres (GB has clarmed in conversatron that "Mm_]lIS

""_‘i makmg the work mterrelated thereby bmldmg rts own world by aCCreuon rather than by analogy to anf',

| I wnte ﬁctron like an essayist, and’ cnncrsrrr like a fiction wnter and I thmk he rs right (letter to Eh

transenptron ot’ the Scots pronunaatlon of the Scot’s name) Thls is not tmusual bt it has, f,hf'reffect of

already—exrstmg w0rld outsrde of the wntmg LR ; ,«-j el

ln drscussmg GB’s novel Shgrt Sagl @k I made clear the simultanerty of prc)se and verse~the
blumng of genree—that is charactenshe of hrs work elsmg, referred to by GB.as a novel » has been
leen’s_Quar erl and essay by Raven I dont thmk 1t

, pnnted m parts Tabelled short story by
untenable to argtre that Short Sad _B_gg 1s an essay no less than each of the portrarts of Cunous Wrth
' The Mask in Place, I have the subutle to tell me itis essays, “but’ the rehance on personal anecdote m say -

“The Three~Srded Room remmds me of Shgrt Sad @k whose subtttle decla £ 1ts status to be that of
a'novel. - Form m GB $ work is consrstently 1drosyncrauc and often the tensron of tndecrdabrhty between
two mutually—exclusrve labels makes of the text a srte cohabrted by two genres where the reader sees one
* text one time, another another time. GB gave up a hrt to prrchol in 1982 when he wrote prichol says‘

' Mandel 31 Oct. 1982) Nrchol hnmself m hrs blurb on the cover of E__ta, deﬁnes GB’s 1drosyncrat1c"{ e
l‘orrn "In Errata Bowerrng ‘has taken the essay form and pushed it over mto poetry mto the prose poem ;,_ SR
and along the way . reclaimed the lync voice - for the mtellectual lrfe And- GB, too, consrders ngtd
formalmes of genre mrsapphed to hrs work. In Lhe mtervrew wrth Enc Eggertson GB says that- in hrsf
ﬁctron "1 still-invite. all those things that we haVe tradrtronally ascribed to poetry——-the care with the :
vocahzauon the rhythmrc mterest, the rhymmg mterest, and soforth And the prose 1s less referenual 1ts )
- more self—reflexrve as they say, than the prose L was gomg to wnte tWenty years ago The c»ondmons mtlt;f"?’ .
e whrch I wnte it are very srmrlar to the condmons wrth whrch 1 used to wrtte poetry And when asked tOf.:‘ o
descrrbe those condmohs GB remarks when you s1t down arrd wnte your attenuon 15 not toward the[
| thmg that" you re wndng aborlt, you e not wntmg somethmg that will proyrde a wmdow through whrch the;: S
reader can. see the world but the. attentlon is 0, the page that the words are gomg down on If rt ts af.‘f,
wmdow 1ts a window. that ‘you look at for 1ts own sake hke a cut-glass Wmdow l mean wrrtmg ts_vl:;_ R
o wntmg that is, rt doesnt try to pretend it’s, not there " Such wntmg adrmts its artrﬁce e’ven flaunts tt. |
GB will conf’ess ite 1like to make the craft vrsthle and the referent mvrstble ("32 _) regardless of the i
fomral genertc categoty of the work R C ' R

» What presents 1tse’rf as craft thereby emphasrzes 1tself as constructed and stmttu,re is, as I havev‘ ';}‘
noted another element whereby collected texts as pahmpsests re~present the. work That is,’ the partsf : ‘
mtermmgle simply by accreuan and spattal proxmuty, making each "collected" text & struetural paradxgm o
- ~of the accreted whole. “To illustrate this textual indiscretion consider the lines:. "Why given round heads # =
if not for rmmortalrtyv" two lines of several collected to form "Round Head 2 poem selected in Touch-_ -f'f

PR



: (96) In "Chamer 21 Come.” fwm A-@Mi

: ',the l‘ nal paragraph"reads' Why grven round heads rl‘
< not £ for etermty I Sald 'Easte my /. tongue in yeur ear she said” (48) When shored up in Iﬁ&&t‘:_ .

(55) the parag;aph reads* "Why ngen round heads if not fd etermty / I sard Taste my tongue in your

-, ear ‘she said.” Collected between the covers of Thg and there lsolated asa lyrrc unto 1tself we read: "Why: CI

Slven round heads lf not for etemlty T sa:d ' Taste my»tdngue / in your ear she’ sard " i n°t the 1dea' |

AP behmd the text whrch is constant but the hm& and thﬁ content changes with the context. Thls ‘5 evrdent in "

: " the "Reconsrderatrons senes re—wnungs of: well~known GB lyrics ("Moon Shadow 8 "ln51de the Tullp '

: "Dnvmg ro Kelowna and "The Grass )rn burlesque The careful reader wrll fi nd these lyncs recalled v

‘elsewhere i GB’s~work as well—e"The Grass mforms “Cereals for.Roughage in Ih gtc "lnsrde the e
Tulip” and "Tongue on Pollen" in S_g}olung Mrrrgr are related- by relterauon Thus contmurty through the‘, l";fff. i l .
'rdentlty of structural components rather than theme is mapped in GB’s work each re—occurrence of: the : |

o lines re—collebts the other texts 1n which the lmes ﬁgure There are numerous such examples of textu.al A ;
‘ mterdependency, mdeed as I 5uggested prevrously, C_igncenmc Crrcle s may be the lone "dlscrete GB text. S

\

‘ You‘ll reca[l that, in the second mnmg GB hit upon srgns as mlstakable ¢ think_ of all the bmes SR
Whenihe sxgn has to be rrustakable ). Meamng where words are unmistakably mlstakable is certainly not L Ty

,referenbal but structural A _word functrons synchromcally wrthm the: rmmedrate texmal Plane and .‘; X ‘

' , ‘drachronrcally insofar as rt re—sltuates absent texts in- the present one Reference is* lrke~—to use a. srmlle DR

‘;appropnatelye—the ball m the air between catches m pla‘y dlrec ed but out of control’s hands Wdrds ’

7 lead out of the text by leaps as unexpected objects W1thout guarantee of réference as collateral “ Has not: BT

- wrttmg been for centurles the acknowledgement of a debt the guarantee" af an exchange the stgn of a
representatwn?’ But today wrzt‘mg graduaf[y drtﬂs towam‘ the cesston of our bourgeas debfs teward L

perversion, the exzremtty of meaning, the rext.. (B&l_aM@ 18) Pervers‘lon depends upon rules, L
, bamers the crossmg Qf whrch foregrounds both. the hrmt and 1ts transgressron Another versron. anqther _ Lo

take recalls its model m its perversron and a nus—take grves the reader aCCess to ongmal avenues but S

»v\wrthrn reason—there are rules "Thrs wrll be senous lrterature (GB AM 84) you must be carel‘ul

,‘”__;young Delsmg 1s Concerned ‘that the game be played senously by everyone wrth no lax obser\?abcn Gf -f,: N

o " rules” D 492). The game of poetry 1s metonyrmcally related (bﬁlﬁne 1denbty of théir syntacuc funcuon) to : |
baseball in "Poem & Other Baseballs the title glven the ume of. co[lected poems whlch featured

3 ,M and as Allop_hane adrnonrshes, "Nelther baseballj nor pqetry ya rs for fun ( XX )
“ ;

..~ There lS certamly temperal as well as spatial dlstance separatmg eath occurrence of qubted hnes»
| _ but temporal address qulckly becomes past wnhout cahbratlon as 1o more recenl. Or drstant past. ‘This lbi“
» 'i - so for several rfasons Few readers wrlI follow a wrrter s: work chronologtcally but read a partmular text
- 'because it is niot one they have read before (re is physrcally dxsunct) hence readers make of any wrrter s

lGB has repeatedly asserted that lS prose by mdlcatmg the Variant lrn,e-breaks l am not
challenging this but srmply demonstratmg the Slgmﬁcant alterat.ron of meamng 1n the textual
dlsplay . , : PRI




the manuscnpt of A Way wrth Words ‘was offered for publrcatron niné years before it wa‘: prmted"'by

!.another publrsher) and 'herla Watsont and The Double Hook was: srmflarly delayed An_ text is 2 ’ti‘_r‘ne

capsule even if the delay 1s merely a. few months ‘But” even more extreme the act of tself is

N temporally double—what is wrrtten 1s past the moment 1t is rerl‘ ed spanally even to the extent that, as?":'

e bee'n, elsewhere in the text Takmgﬁh‘ebﬁ?st of these two the One enutled "Nmety-Seven" (whrch 1s the

"~ not fit together as in a puzzle but mamtam an nctlabfe mterdependence

Thes reader is presented with thrs temporal palrmpsest and mvrted to treat: these passages as expressrons of -

. ;;drscontmuous function, a structure made temporally present when the wrrter 1ncludes (dated 1964) "ln

_.fragments for yourself" ("XXIV _) and congtarn the jotussance as in lhe Catg_h»

N and also determme what perverts the structure

.“many victimized by bushwhackersr Mlschlevously peeklng out frorn the tapestry Delsmg authonzes" thé“;-

»v’Mrchaux claims:’ A gap appears between- what he is: wntmg and what is.in ‘his nnnd [ ] a gap in trme

(Majo rdgals 76) Any wntmg 1spast, an archaeologrcal deposrt the readmg of whrch is always presently _
"fashronmgapalrmpsest« - C : ' o s ey

GB frequently draws attenuon to thrs past—made—present of whrch Crgft §lrce ls a prrme exammer S
But also in Eﬁ_ there are two passages dated "Aug 1964 Mexrco the book was pubhshed in 1988 e

former oprmons slmply because that date has beén announced where i rmght not have: been—vhas not :

*mnety—srxth there berng an. tllustratron m lzeu of the ﬁ y—second) t has been 1nscr1bed m company wrth

EWdenUy recent paSS@geS Spaﬂall)’ COHUnuous yet anaChromstrc thrs passage srgnals the structure of a." e

g twenty five years [ wrll agree wrth that language Presumably he. does,- 1t berng nowv_the prOJected

twenty—frve years Presumably howe\ter he has chosen o make the reader mfer wherE he could have'

leeCﬂY referred to hls present agreement 'T‘he reader is forced mto Wntmg ﬁllmg the gap left by the text, S
fOFCEd [0 Pfeseﬂt thelr 0wn pnncrples of order upon whrch readmg 1s“based S e

WA

The reader must be careful cuneus and playFul rn her synthesrs when drrected to "shore up the_'l;'g,,' S
wrth ."a net dropt mto a.g

‘ Lmks 1n the textual net are, if anytlnng at’ umes too numerous Delsrng is. 2 recurrrng ﬁgure'm;
most of GB's Work. - Delsrng S funcuon is that of a srgnature rather than a srmple ﬁgure Recallrng
Hitcheock’s srgnatory presence in hrs films, Delsrng is one- of a mass of sarlors or: one storeclerk among P

'Bowenng text without provrdmg stability. Delsmg*estabhshes the mystxque of rhe wntmg. the preces do'

; “t  The: paradox of an 1rreconcrlable mterdependence ‘18- created by GBs work when 1t is, 'v B
51multaneously two mutually exclusrve thmg& The reader sees one thmg one ume and another another B



R

the work rtself 1s lnconcluSrve refusing to lead the reader As Kroetsch mststs—-—quoted by GB——quoted by

mee*"”l‘he mmute you ask answerable questrons you re beat as a novelrst. There 'S hope in that” ("30 "
E) GB ﬁnds, Answergble quesnons are addressed by GB m structurrng hrs storres Ina letter to Allen
Werss (7 Mar 1933) GB wrttes.l/"the storres I wrrte are miade” up 10 solve a problem rather ‘than bemg
based on ’lrfe " 'and the sort of problem Vsolved 1s craft—related "My stories are concerned wrth
problems m narratron " he wrrtes m hrs 1983 cv Soluble problems suggest closed form and msoluble ones
the open form of‘ mystery, as drfferentrated m A Place to Dte That GB compares wrrtmg lyrrcs to -

; "f - Smppmg off sausages ina letter to Margaret Randall (21 Feb 1276) atso suggests a closed form but Ltkee

a pattern of snowballs thrown on a wall one can be self—contamed and yet m a collectron form a mystery

¥

whrch mvrtes the reader to conrtect the dots. The careful reader does not ask what the dots aré but what : ,' P

can be done wrth them GB tells us that crrtrcal readers mcludmg the author avarl themselves of httle 1f
they seek the m’eamngs of the author S narratemes Rather they should prece out the ways by whrch he

praduces meanmgs ( 73 E) that i is, mvestrgate order\
. ) ‘

5

RS

Spencer arUCulates a theory of moblle str;uctures wherem parts are lnterchangeable as

mvestrgatmg order
R Drscontmurty pr0v1des a mode ol’ attack on the- tradmonal concept of the book as af
© - medium whose physical properties impose upon its ‘contents"a certain type of otder.

e " This desire literally t& take the book apart and o0 reorgamze its spatial dynamics is

. the extreme example to. date of the. spa-ualrzatron of time. The destruction of the
- sequential progress of the -book from one numbered page to the next represents the
-+ abanidonment of conventronal chronqlbgy The new order, if, indeed, another is

- substituted for the one that has been cast aside, is based upon the combination of . ff'ts\ -

varlous perspecuves on the subJect, arranged spatrally [202 3]

e
i

4 . T ."' . r,.r"vr" a

Contmurty is confounded by such stmctures but reaSSerted m the readers wrrterly mteractron wrth the

B text,. as GB mamtarns~ "When people talk. aboutrdrscontmurty drSJuncHon dtsmpuon. and so forth they

"are really remarkmg a break wrth habrtual readmg since, if the reader ] attentron "is grven to the progress

of the sentences rather than the events befaflmg the referent, there can be no questton of dlscontmurty

Sentence follows sentence There 1s no meanwhile, no: later the same year, no'in- another quarter of the.

crty The next sentence 1s the next sentence to read contmurty, conjuncctron narrabve" ( 1L" _) The :

next sentence to read may land the. reader back where they have Tead m the re~presentatlon ofa

prevrously—publrshed text wrth at times; ome novel appendage (or not) raft §lrces is evrdently such a
spatial, and temporal palrmpsest——quotmg from hrmself GB puts the. reader in mind of another

_ publication, another time synchromzed with - the one present The potentral for this quotatron to be a

recurring compositional method extends the work_mto the future as it captures the past as well. Fmrtude

either spatial of temporal, is not here; here the work is open, Open, that is, in terms of its content which is

‘open to revision; but open in terms of structure, t00. Consider the construction of the text in alphabetical
ordér which is, according to Butor, the "only wdy to create a truly \amorphous' "enumeration, to. suspend all

L



T T
T

conclusmns whnch rrught be drawn from Lhe relauons of proxmnty among Lhe vanous eiements on the

, fi uncnon and the mySterlous pattem of snowballs f gurmg differemly under rewslon of perspecoval”

. {_fcn:ena. Perha.ps then any teu 13 a potenual collectxon of wntings by a reader--wntmg bﬁy‘ond”tlhe: C pén'; ‘
‘ ' ] book Bimcdnnecmg (wnh) the pltch can’t be done fx;om 1he batter’s box-«the reader must, leave the box

L to assxst in Lhe pxtch and 1s put oux. I who order Lhe game am orde{ed out m thls anarcmc play n

ge (47) Remarkably, ths amorphous cOnstrucnon ﬁgures m my text as a pahmpsest. a dlscontmuous
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Deﬁnmg rdennty 1s no srmptle matter m thrs mmng the terms which 1anguage offers .er us S

' composmon more partrcuiarly the ter.ms GB the w'rr.er uses. for ns composmon, come into- play | Every

;f"fenuty is collecuon of roles but the - questron rs whether the collectron rtself is lhe 1dent~xty or wheLher

o 'some substance makes Lhe roles mcrdentak to. 1t. The composmon of rdenuty is a pnmary conce:n in -

ed Mercl & Other Poems and Kerrrsdale Elegres but 1s not‘éonﬂned to Lhese texts.”

-Visitorsfj o

= Gl e RonaId;Hatch Scores a- base hit clarmlng Lhat, in Kernsdaje Elegre S, GB puts emphasrs "on the way

,language itself, wrth its mﬁnite numbe‘{ of tonal shifts, consututes the mdrvrdual The tonal shifts, from

an awkward ﬁrst*person plural 0 a self—conscrous secdnd—person address and elegrac thrrd*person T :‘

- ‘ compose the mulu~faceted T and thrs cleariy zs a basrc erategy of the poem

The 'new autobrographrcal Kernsdale Elegres comes under the Edmonton Journal bat of Charles

B "VMandel whose only dlrect quotauon from the book is a rnrsquore Mandel clarms that "Once a’gam as m
past books, Bowermg falls back .on 1mages -of baseball to de5cr1be lrfe God grves us extra mmngs

'"‘ .

' (src) The texr reads:. "oh God give us extra mmngs hardly clescnpuon but,, raLher an’ appeal for what rs .~

| .‘,non Completely mrsreadmg and then mrsquoung Mandel is easrly tagged by the. prtcher

Accordmg 10 A Vasrus Delayed Mercy consrsts of smgle page poems addressed to o{her wrrters .

The writers, both lrvmg and deacl include an unuSual mrx " How a.ny wmer can be both lrvmg and dead
E mystrﬁes me, but Lhat many are srmg}taneously capable of rhrs shows them mdeed LO mclude an unusual

mrx a smkmg mix, for one thmg

Vasrus rs understandably wary of this prtch whose words are nO[ to be taken at: face value for
. example- ’Boy reany -means’ poem Vasrus consrders that Lhrs device qulckly wears rhm The

B codrfymg begs the quesnom why not ]uS[ say i? Obscurantrsm holds the mterest only of acadernrcs.J ‘ |

Obscurannsm seems o smke Vasrus as: a common term not peculrar to the academrcs among whom
~ Vasius does not count her/hrmself they bemg mterested where she/hc wants words uSed at, face vaiue
But the batter flails wrldly in mrsunderstandmg this "codrfymg =it is not a game to mask a randomly
chosen word but sh% 5 'the arbitrary nature of all signrﬁeatron GB shows how convennons not mherem :
. quaimes of words, "d termme reference and how these conventrons are estabhshed caprrcrously Face o
| value is 1tself a drsgurse Thrs is not a qurrk of a smgle srgmﬁer it GB's poem as Vasrus complarns but a-

o The team S heavy hrtter the Globe & Mar revrewer cracks Dglayed Mercy across the ﬁeld
;'usual George Bowermg tries to have it both ways the referentral poet pomung at. pamcular objects and



L ) wrrtes mterrupted in “her readmg as the book doesn’t conclude" wrth Irrrtable Reaching." ‘Having struckr_

“‘J&’ L
- r:~ N Co (R o : BN L }

',:”-4 . . - . = _g.

i mental states ancl the mhabrtam of a self—sufﬁcrent unrverse of words Always a tnckster ﬁgure among
‘Canadran poets he rs at ease in both modes at hOme one ntugh[ say ‘ - S j,“ Lo

L

AR . Lo B . ..
s . . oy «

L Wrth two out Mary di. Mrchele is. up to bat. faced wrth Dela ed Merc "If the book c0ncludes‘ e
'l Wlth a section Call€d Imtable Reachmg it may be because the fi ctrve dream is constantly mrerrupted, she7.<~"~>"

o wrde of the text’s: borders she next deﬁnes their composrtlon agam Wlde of the mark: "The poems e c‘
- clever and. playful, but not orgaruc; The apparent randomness of assocratron of i images and the use of 7 n On'.‘ L
‘ sequuurs does not release me unconscrous because the poems are so self—referenﬂal " Nobody clarmed\{,},
. _[hey ‘were 0rganic,. and as for releasrng the unconscrous ‘GB doesnt thrnk it e,xrsts s0 isn't tfylng o
elease it di Mrchele repeatedly guages the pitch by Ob‘”OUSIY rnapproprrate measures, and ‘even admrts:] o

S ) 0 bemg unfamrlrar wrth the prtch's eontext as she doeSnt recOgnrze all of the names headmg the 'Delaye ¢ o

E .’ Mercy poems——although she presurnes they e wnters

o
ERER

Identrﬁcatron isa problem that has shown the measure of thrs team, counung three out s0 qurckly ) T
h Therr efTorts at deﬁnrtron serve only to. deﬁnte themselves and- that may be. as’ far as we get when the homef_f L
team cornes to baL ‘But here we are sure at least of where we are in. the seventh mnrng stretch and the -

; demand that places upon us—v-that Baseball places upon us:, "Take me out / to the ball / game ( 1") We B

B '.-sltuate ourselves by many measures In "The Scars” (A 100) GB wonders How hard is it to be increasing

"'Hofrﬁev

o prrchol referred to the structure of cornposmg*the order in: whrch poems are wntten or rhe Syntax S

- the d'SUUSUIShmg marks as:we near the ending of this.” - I's, yours and ‘mine, are drs(tm)gurs(h)ed ih
" parallel lmes and how rigid is it, being delineated in parallel creases, I ask you as we near the. endrng of S

[.hlSerO LY
ln "Syntax Equals the Bod y Structure (prrchol in conversatron wrth GB and Daphne Marlat,r) -

” cadence CVen Characterrstu: dlcnon—*as "armourmg of the body" (25) because nl is- I:he structure nselff.‘"“

e "whrch upermrts some contents and excludes others The wrrnng t‘hen is the trace cut by rts Own ﬁgm—e’: " L

| itself, agamst——what" Perhaps cut agamst the self as’ GB maps in "A Mask Over the Eyes (DM 19) sl
- "Bmld a wall around the Self & dont go/ m Stay outsrde in, the cold mght arr / 01“ any story s begmmng " Lo
Ouiside, where you are and the self is not, a ﬁgure is cut where the ground (um)forms the flgure But, of B
course, the body shapes its armour, too——prrchol goes on to explain the correlatron between the body and o

 the writing which Marlatt and GB are also aware of; he says, "I’ ve always seen a connectron between the ,' .
breathing I do and what comes out of me, the words I do $0° syntax/body structure seQuence/body\,f

“structure, but also the body of the poem. I don’t know if that makes it clear or muddy, what Dve just-said. f o
' _'Muddy eh" George; explrcate that [25}!" And he does, in "The Body," where "The body i 1s not now: nor: B

o has-ever been muddy, that is clear. [am in the mrddle of a stream & my body is the stream & what is the»l-j o



o .'boat" (A lOI) The body is. the stream &nd "I" am in, the mnddle of it—a llgure in the wrltmg whrch FRRE
" f'_ streams from the body etched upon it but separate from at-—a constructron makmg muddy what is: clear _?;:'f o
HIW . B . .

e opaque what lS transparenL dm (m) the nammg in the wall burlt

S - Autobrolggy isa nonereahst wntlng of the ﬁrst person whlch demonstrates as yeu can see 1n "The

‘ Bbdy separatron between the speaker and the textual body ThlS separauon has the st:ructure of
‘self-consciousness, an awareness of oneself as if external to the stream and hence needtng a boat The "
reader of the ﬁrst—person narrative is even more distarit from the stream the wrttten bddy than 1f it were . B
written in the- thrrd person as GB descnbes in "Syntax Equals the. Body Structure lf it's wrttten in the - -
third” person, you and the composer are lookmg perhaps at the same angle at the thmg, with a llttle
parallax whereas if its wntten in the first perSOn{ J the reader is made into a second _person who is being -

E spolgen to and therefore dtstanced" (38) Pomt of Vlew m "A Short Story defines the pomt—of—vrew
‘in. the same terrns mdrcatmg this to be a well—consrdered stance perststent in GB’s writing. With the. -

- drstance he ﬁnds affected by the f'trst—person pomt of view comes drsavowal of responsrblllty and a - -
.challenge to margms ‘As GB goes on to say in the dlSCLlSSlOll if "I m. wntrng in the first person, that ’

' means I-getto say whatever I want," to which’ prtchol responds "So for: ‘George, '’ means the license to
kill 139]!" Sharon Spencer summarrzes the cosmologrcal consequences of this vorce in followmg the ’

'fdevelopment of Michel Leiris’ ___LQQL where: the. narrator announces that he wrll drop the 1mpersonal

: | Ithrrdeperson pronoun and hencefOrth use- on‘y the ﬁrst-person ' Spencer notes that..* eventually t:hrs
narrator is nothmg but an 1mmense sensrttvrty les loose upon | events and perfectly capable of wrenchlng

'}reahty into the shapes of its desmng 'l move._on,” he. boasts and it ig not I who change my posmon m
space, but’ space itself that i is changed by my movements“’ (34) Even the "I" Whose cunous eyes chart the

] | landscape make of it therr own wrrung as does Menzres in "George Vancouver" (Qgt_c_ 35) makmg

,"""‘,nocharter R B S
. but'the eyeschal’ter the drary LT e T
. of Menzies botamst, 1llhstrator‘ S e T e
- . pragtical
_ ©o o .. curious,
The cunous eyes charung the land are not armoured by the dtcgates of fancy but are resansrble for
ﬁctronahzmg the land, edttmg it and catalogutng it accordmg to structures whrch determme 1ts conte’nt As

Saussure remarlted Qf srgns "itis the V1ewpomt that creates the object (141) 4 } Coe

In Kemsdale Elegte and several ot; the sequences in Delayed Mercy the vou;e ts predortunantly m
the ﬁrst person‘ but sensitive to the precarlous world v1ew th 1t créates. Certamly, space 1tself is changed :
) - by the’ eye’s altermg, but one eye sees another T Seerng drf rently and the world becomes uncertat y ,In‘j ’_'_ L

"Ordmary Blue " (DM 52) the cat is afraid- to look up, restrarn\@ hls cunousrty aﬁatd / somethmg tght :

lThe vanabons upon this and their role’ m the consututron of a ﬂrst-'person smgular 1de tif
.in KE have already been descnbed S TR P



, T be lodkmg back But the marn on the facmg page “lookt up f‘tlled wnh the mtelhgence mat'l-hrs "I"»J?flf
v.ji."t“athers the boy s (poems) pomt of vrew deterrmrung the drrecuon of the Iookmg and rts f‘ndrn' ,
-~ body’s armour limits its’ composmon “But whrle the-eye. makes the* seene poss1bie it’ aiso makes 'poss‘ble !

‘ " ther scenes, other seeris. One eye s ObjCCL is auother " looklng back because Y()ﬁl W‘U recali "a man
o .at once subJect and obJect, is at once and always gomg m two drrectlons [ }Mat every DOth of aL‘ﬂOﬂ or
decision a man is binafy™ (Olson w 32) Arpad Kesselnng demonstrates thts bmary tdentlty‘_'

B when, being addressed as “You, he responds wrth I"" (Q 97) But any creature eapable of ’: .' :

’;"self—awareness is binary as addressed. in the unphcrt language- of COHSCiOUSﬂeSS _The self—conscrousness_."@ s
. which enables a measure of seff—def‘ muon creates dlstance between the artrculated "T" and the arueulatmg -
"bemg an ahenauon of the - boy frorn the Law of the Father in whrch terms the' boy" "must f‘md

- expression: The mtertextual eéhoes remforce r.he estrangement of the speaker w;tbm hrs own words——they‘ k oy
| aré always prror to and other than hrm yet are the: substance of his wnung/hfe This esuangement from\_,:'ff_“”;"' s
‘language wrthm language i prrmanly a - recogann of its approprlaUOn by the Father and ns’ o

mappropnateness for self—expressron L

" are, 1 remembered estranged from that wzth whtch We are
‘ most familiar. o
: . The farther it is. from the ground 1 reﬁected the less qwckl y
* . nature works its changes: That bird is hot a week older in tts -
- feathers a year and a halflater{..}. ‘
— Fenders in New. Condruon (DM 54)

hY

For the writer the corpse of the brrd rerﬁed as an 1con has beeome a symbol abstract from dynamrci S 4
“nature,” the referent’s dead, the word ungrounded In Genev ‘the House of God as depreted destroyedf.
by the llghtnmg of God’s holy f' re occasrons the companson between God and the pdet, killing what he"*'_‘_f o ‘
makes /- in order to make." Order is cruc1a1 for "making,” but often nself krlls as regulatmn cntlcallyf{‘f»_-i-‘
. _ inhibits e‘xpression' In "Délayed Mercy "the I rs restncted by "Lhe house ﬁrmly attacht to-my back"“j . {
_(54), the structure whrch encloses and deﬁnes hrm also i 1rnpnsons tf'um. Correspondrngly, the- objects of hrs -
‘eye’s focus he contentedly labels wlnle at the far reach& of his yard hrs pace Iurks the undef‘mable The-" e
. wverseof the sequence retums predrctably and safer aware of its margms but where that pace i lengthened}:
" by the wide prose ott the’ page "my. unusually wade perrpheral vrsion becomes aware of movernem: too L
qurck to name too qurck to be ﬁxed by a- word o SRS e I
4 * " e e '\ | Iexttedthe T T AT
o hause, patrolled the back yard,[..]." o ‘{}'i, e e
: At the edge ofmyunusuall’y wide - © E T e T
, pertpheral vrsion I caught movement; it was-either a cat ora RPN
. symptom aof age, or some pronoun. | scanned the back alle y,

" then re-entered the house..
' — Fenders in New Condmon" (DM 54)

L

‘ ’Jacques Lacan outlines this mherently alrenaung structure of language but thrs lS a c:oncern
expressed in the wrttmg of Jack Sprcer Luce Irrgaray and others S



S Safe and sure my ls a pronoun we can tmst (DM 27) But my" names an ObjeC[ tn relatr n'to theﬁ Lo

namer*—propnocepttvely appropnatmg 1ts 1dentrty As soon as Iname R am named“ : erl ure g
’ }"_'Text 30) Barthes says The wnter artrculates hrs locus and armours hrmself agamst rt sunultaneously
"“/"'%_—btuldmg a wall deﬁned by the self e R TR

. that means both challengmg and tmrtatmg the vrewmg'

:man patrolayardasrftheyowned Lo R Lo .@ > -

L

o Ltke [fhg Sensrbe Kemsdale Elegte blends the mtertextualrty whrch charactertzes A[jm § -
o and Curtous wrth the poet s personal . refashronmg of a mythrc untversal story grounded in his parttctrlar

" locus: “But making it the eye s-charter, makrng tt my story” rs rnakmg lt "mine": space ttself is changed by
o the Subjects pronommal re—namrng the pronoun altermg possesston In "Delayed Mercy" the f‘tgure of

the poem wrestles with the narrator for possetssron The blaek & wlute kzlier cat walks my way but

N

A who seeks sto control the srtuatron wrth

- .pronouns* he sees the cat is "intent on / patrallmg my, not his, W@Ué—&— The speaker S rreed to assert hlS
ownershrp shows that ownershtp to be in. doubt, as does the ambtgutty m the pronouns where both cat and

The attempt o tell "my stc)ry s every ll’lCh the (tm)posinon that the offtcral (hr)storres are The

N challenged by hlS own text. Hence the 1rony m Kernsdale Eleg;es——the wnters appropnatlon of a cultural

‘ Lmonument he demythologrzes maps his own self~effacement. In thus quarrellmg wuh its pretext the text _

. ) _becomes. in Fouc:ault 3 estimauon

eyt
o

the ltnk betWeen wrrtmg and death mamfested in the total effacement of the e

-mdrvrdual charactéristics of the. writer; the quibbling and confrontations that a '~ = . .

writer generates between himself and his text. cancel out the signs of his patticular . 0
individuality. If*we wish. to 'know the writer in otr “day, it will be through the .o
'.smgulanty of his absence and in his lmk to. death whtch has transformed him mto af P et

vrctrm of hls own wrrtmg [117]

T’he very actmty of wrltmg, regardless of tb,e content. mgmftes death in; the attamment of composmon and

. rdentrty the ﬁxmg of a llvrng text in a formaI system whtch creates a srgmﬂer mdependent of ltfe the dead

brrd ungroundéd And the wrrter in completmg me course of wrrtrng ceases to bea- wnter He leaves the

- trace of hrs paSSage bummg as;in "Elegy Stx" (89) "When they saw hrm rarse hrs arms at the tape / he

 writer, thus' caught w1th his hand in the codrﬁcatron of culture can ‘only draw the reader S attenuon to thts ;
'artrﬁcralrty, mextncably lmked with thlS rs the sacrrf' ice of the authors authorrty hlS self—tdentlty as 3

't,:v R

‘e
-

was no racer but erased / in his place the blmkmg corner of a censtellatron. That is why ag: GB wrltes m .

: ' :"Kttes in the Water ! "all dedth wrtung lS self—referenttal (DM 45), So the ter6 srgntﬁes the death b0th :
e '_‘,'of the referent and the ‘author, but. come to piece together immortal srgns the reader becomcs a o
. ) clatrvoyant wntmg and re—ammates the tnscﬁbe¢subject Where the pronoun is. l clearly that refers
both to the author and reader, and where "the boy says’ "L" |t/he refers to the. text. as well. Becau_se. of

thrsmtegratron R T L H T P



8-

. -‘,_'when ’the poem endsldle We always
o _‘say ’thepoem mquotauen marks, - _‘
"+ sométimes invisible; itis 2 way .
- ofmsclatrmngparenmmd ’Theboy o
' would do'as well.. Whéa''the boy is over
1 die. - "So [.will. write: theboy S
oL T foraslongaslcan. - :
IR L Kldscome&go
B ’ ,Icallthemali ‘the boy.” o
o= Not an Equmox" (DM 25) R

e Dead ﬁgures and the v01d of death that eétabllshes dlstance from the reader allows the desrre and longmg

o f’whnch actuallzes the reaclmg and too the. wrltmg

3 We need the mystery we need -
_the grief that makes us long for our dead. l‘nends
we need that void for ofir poems. .
We d be dead without them.

T h "Elegy One (19)

m "Syntax EQDals the BOdY Structure prlchol menuoned thie connection between breathmg.. S
and wrttmg that recalls Olson’s equatron of the heart, by way of the breath to the line. In "Its Anothera;"" -

Mitacle” GB- remmds us that - "All thts breathmg & blood flow. & sornetrmes / speeche all this becomesa s

fi e‘ﬁon / when you are ina, poem (_M 46) It is the body wlncxiletermmes the parameters of the poem"f o
o becommg ttself ﬁcttonal m t.hat mscnptlon Named by 1ts namlng, the mscnptlon locates the body ‘ *

B ‘Separate ﬁom lef us szzy the trees & all that ma y be ltvmg
- hardly significant lives in them, I stood at the back door, [ .. ]
Separate from the boy 1 am reading and the boy I am writing, I
* “would be nothing but a hairless pronoun cat drinking coffee,
. decided, empt y of mtelltgence like a cup statnea‘ by old brown
Cacid. . L
*—"Sequestered Pop & a Smpe (DM 55)

_ . All of GB s texts present burnmg mo(nu)rnents but none %0 mtensely as emsgl_ale Elegte although Rllke
18 no fan of GB’s nor |s GB of Rllke the genealogy 1s clear but no sooner has GB made l.hlS evndent than a g ﬂ I
quotanon from H.D. appears or Mallarmé or Ellot, or' La Fdrgue or Keats or GB’s own wntmgs . '



. Ifollow'one‘scent, o
sure .of my appeute I ' S
g ’out am drstracted byacrossmg Spoor. , o oo
S Mynamre g o
’ Iamatrespasser R T :
: o o prormsed to ‘
: ,steer cle'ar S ’
stay in my own terrltory
‘ but love -
makes intruders, .
“ Iam notlhere ,
S . butthe burglar N
e e "of yOur past !
' B ’ "Elegy Four" (52)

'I

"“:""Intruding ‘upon "past Ctexts
- appropriation of the ° ‘constant formula of langue deﬁmng l[Sle in- parole "p forges space dnd Ume

: deﬁnes *tself in’ Stc’le“ Words This "‘I.;" any "I depends upon':.:.

“stealing the text as Smaro Kamboureh descnbes Kemsdale Eleg;es But thrs threvery 1S the source. of

1denuty As we are all SubjeCtS ‘defined 1n our self~conscrous narrauves of darly a,ctrvrty this is hardly -
surpnsmg——the "I" s deﬁned by 1ts rnovements in this ml‘rmte text, by s, relatronshrp to l[S contexL

Srttmg down Ican travel .
R ‘ nearly as [ast as my mind, *
. .. but beneath me is the. hrghway
“made of a-constant formula. It sucks fast
1o the $urface of the-earth,not =~~~ Do
~-x;tOSlowmedown me&us, T T

-all you. pronouns I dont know faces
behrnd the glare of eastward glass. ST EROTE I R
'Motel Consrderauon (D_M__ 36) PRI

" The constant formula whrch forms the very ground rhat supports the subject 1s an armour but it is also a::v" R

. necessary vehrcle whose parameters enable the author to antrcrpate and play of them "The authOr lsi‘:‘,_ L

i ‘lookrng a lrttle way. down the road his’ sentf:nCes are becommg, and glrdrng wlth a lrmd of hrp gnos:s. Not:ff‘_:_'i*

to get. somewhere let us say, b“t t0 be gettlng there" ("29." B). ‘To be, in getting there TEis creating -

" ltself lS creatmg pronouns m whrch rt ﬁnds expressron and whrch someumes appropnate the very rdenuty' R
- they present, as 1n "Facral Massage" (_M 37) where "Now I rs thrs other Li rs /a pront)un ndrng & wntmgf we

I?/ & mostly writing.” This other eyemg you the named nammg is a structure GB artrculates in. "Syntax A

' Equals the Body Structure where he says th.at "'Any tlme you write, there S an understood.’I.’ So 1f

B you re talking in the first person presumably elther those two Is collapse or there are two drstmct "l 'S, one

lronlcally beholdmg the other one (41)

o ln lgergsdaj Elegre the subject mamtams substanhal ironic drstance from his- context Drscontent
_ - wlth the subject matter and structural mrmrcry of i 1ts pre—text measure the subjec%drsaﬂ'ecuon GB wrote
. A .t_o the»lMandels of” Kemsdale Elegres as."a hopeless long poem made of long lmes about the beyond and



staggered and broken. the once pfose—lookmg lmes bul‘ the. Wﬂh&ms”hke Val'lahle fdm USﬂd in- 'lhﬁ poem

.. :.~ the before and the meaning of lrfe (27 Jul 1982) these long lmes by therr very. length and_d srty o
_'(smgle—spaced in exam booklets) mslst upon thetr ponderous werghhness. Th“e pubhshed versron has e

'efl'ocuvely shows a sub]ect searchmg for deﬁmtton, for margms searchrng inan alle“n world where?l-r-,., - e

_ Kerrlsdale is a la'ndscape as separate from the eye as the space between the stats or the text of the Dgr no’

. Elgg e§ 1tself Measurlng hrs pace hesrtantly yet w1th the. grand scope of a self*conscrous Prufrock it: rs<

ldentlty ltsell' that the poen’ 5 Subject seeks and Whlch is the poem's subject, Gertrude Stem wrote what,ﬂ;s,“ .
‘can a master-prece be. about: mostly rt ts about tdentrty and all it does and m bemg so tt muSt not- have any . o 3
”(151) Posmg for his own self—evaluatlon his own eye the subJect m.easures htmself agamst the f}

C 4

| : masterpreces of the past, changmg them by hrs re—vrslon

o Featttred prommently on the cover for the readers eye is the bOUk’S mask the wnter posed f‘..; :
K rrrs: ale -_Elevies- like Q_tp_r_p_u_s, has a photographrc margm Both texts are examples ot‘ what KIDC[SCh;"‘ .
, .‘calls' "Canadian books of. poetry wnth obsessrvelY (madlyv) their photos. and rllustratlons that do and do- b ‘

S ,f.not fit The phenomenology of erasure replace lahguage with i 1mage Or, documentauon the preSence of

‘absence ( 3aYs 103) There certamly is: documentatron in the cover photograph of Kemgdale Elegtes,.f_}j’-,
; but with 1ts tom edges whlte paper encroachmg upon GB s dark featuresgnd even hrs name partlally;,-i‘_"“

| obscured by the - -white; the photograph 1tself overpowers its content What is seen is decay arrd the i 7.0

, : document as an artifact Wthh has replaced its own subject, the spatral record of-—eertamly temporal but_{‘ B
' spatlal too——absence Thmlung that a god could have seampered across the. lawn dunng a moments.{_;,":;‘
‘ "mattenuon the narrator dwells upon mrssed t.hmgs that likely never could have happened at’ all Thei
awareness of absence and the decay of what once- was present leaves only pretense "We hang on p
- Elegy Slx " "scotch-tapmg our blossoms to/ our already browmng stems” (80) The absence of blossoms ‘»
- like the absence of Manlyn Monroe is'a bereavement made legendary out of all proportron to the (lost) '
presence. - She made silty movres but, dead becomes a greater star-—so too the heroes who have = ,l"

: become the ' gruesome gone - were not ever of the Herculean vanety It 1s not the absence of gTEatﬂess e o

o whrch occasions the poem*rt is tiot srmply mock-herorc—but the self—effacrng pretense rtself Certarnly,'~~'-" )
a8 the mrssed joys become the more tawdry the poem mocks its’ grandrloquent tone but the sub}ect rs’{'-“ ‘;‘,.‘.",_5

R T _:’composed by those very measures of 1mperfectron as m "Elegy Five (72)

" how dark in: my heart is the place where we all

' could not make the.play, ~ -

g fell to earth crooked

swung a bat 00 late : ~
threw far over the ﬁelder s head

acts executed short of 1deal ‘But measurmg oneself agamst. what drd not happen makes onesell‘ a construct." :

as. related o ‘absent (possrble) worlds Burldmg one s 1dennty upon scenanos of perfectlon Wthh may or

o :may not have been like the fall of Hephaestus from Olympus or Satan from Heaven, makes crafty forgers s
B perhaps even artists of the lapsed ones ‘ ' -



e ,srgns of the pnor spatral arrangernent whrch compoSed the su’oje : As structures of,srgnlﬁcadon then

never was as in- Kerr‘is ale’

: ’:both pronouns and photographs depend for reference upon prror cnmexats, m theu present context
: l'srgmfymg the absence of therr antecedent. ‘In: therr present conteXL .ey are placeholders documentmg _—y

“ff",;_'absence Just as the cover photograph of Kerrrsdale Elggre has 1tsell‘ replaced L[S referent, pronouns IR

iy

B :denve an 1dent1ty frorn their particular context mdependem of reference They also: re-situate thelr pnor LT

R ?mscrrptro:rs in. the text wrth each subsequent one in"a regress culmmatmg in the mmalrzauon of the RS

vanable (for pronouns are. vanables) wrthm me text *l"hey are counters whrch replace a4 subject, but. the i

e .replacement is- such that the pnor exrstence of the sub;ect is. mctdental to the. srgn Nostalgra for what_ T

’r.e ‘res cor‘fcsponds to the pronomrnal ambrgulty where the mconsrstent pomt_i

B of vrew shows the reader attemptmg to reconstruct a sub}ect, the multrple perspectrves from whrch the"'-?‘ S

‘ vsubject eyes ltself The pronouns themselves hke the cover photograph construct the tdennty ofa

. ',speakmg sub_rect as a contextual placeholder-—a subject as vanable as the sentences rn whrch,'f,‘ o

I"/"you"/ she" /" he"/"we /" they appears So there are two drstmct functrons of pronouns lrke L

. 'photographs 0 reconstrtute an abSent ﬁgure and -as ﬁgures themselves as word—ob]ects or
~ contextually-defined placeholders . T S S

In "Irritable Reachmg part of whlch was publrshed separately as E_,a__m the referent of each 0

"gach” is a word-objéct broken more precrsely mto a desrgn of letters Havmg a pretext lrke that of

Delayed Mercy" and Curigus which requires that each part of the poem rdenufy a parucular arust, &,

Reach re-constituies that identity graphrcally within’ the text of the poePn 1tself Vrsually the name of each’

,'artlst is apparent in the left margm of each acrosnwtherr name desrgnates the length of the poern and thevi"." .

“first letter of each line—here an | armoured body whose structure determmes its content But that game AR

has ngrd rules whose arbrtranness itself makes the game self—mockrng. The catalogue structure of

| V"Imtable Reachmg " like. "Delayed Mercy," " shows an arbrtranly ordered sue to ‘the. reader whrch

consequently, mvrtes re-vision where not even temporal lmeanty rs prescnbed ln the srxth mnmgl g;rag el

t ~811ces was shown to have a srmrlarly arbitrary, yet rrgrd structure Craf’t Slrce_s_ 1s an arrangmg of GBs‘l ;' o

hrstory as an -'_'I‘_ as a textual eye on the llterary world—not hls story but hlS wrrtmg s——the hrstory of his o

s observations S

o

As the text ] structure deﬂnes its content, and the body del'mes the self 1dent1ty 1s 1tself forged by o

the terms of 1ts expressron—by the pMCular mask or slnn which f’orrnulates 1t. But, then
: Does a mask
feel the touch ofa mask
: does the- face
eneath the mask feel the- mask" .
“Elegy Two" (32)

That is, is the _selfcove‘red‘- by the mask co‘nscious of ‘i,ts llmitatio,ns. and-rf s, -how are the margins déﬁned’.’_;; S



- . ,mtmrcked and worn by the wnter And when the stage set by the eye ﬂgured by the ”I deteerrmnes the B
.drrecuon of the l and the b then how and why is one to- drsnngursh between ﬁctrons" In "Elegy Exght :“
. ] "I know / the fiction of my past and expect to walk /- stralght mto my fancred future (112) as the
. ) armourmg of the body chrects its course. The wrrtrng is both the stream and 1ts course the composmg -

‘- I:’resented as f' gures rnade masks for the wrrter The questron of the exlstence of the past, then as :

s

In Craft Shces the (understoed) wrmng I stages anorher "I " anether wrmng whose mask 1s bom{_)ﬂf

= present from: which sources are extrapolated as ln Genéve where wrth each turrr of the wnst / I cenfront-:j,
' the present, whtle "I leam to create the past / I lwe in." He eyes the ancestors (hlge Rxlke and’,:
'Vancouver) there in that ast I hve in —~a view of the strearn where whats past is not passed butf._'

_‘-' mdependent of its present re—membenng is clos‘ely related to the questron of the 1ndepenclent exrstence of r
- the wrlter or his sonrces.  In Kem ale. ﬂggres be even creates hts readers, aﬁn "EIegy Seven where the

| ; . speaker looks for "a lrstener who has not announced herself" (93) whrle adr:lressmg hrs own vorce as ltself‘ - i, E

a berng who has outgrown poems on thlS street of Ieaves the votce learrung a new language draws a new K v
Ca s '

‘ audlence reﬂe"xrvely 1dent1ﬁed vnth 1ts own speaker L . SRV _ % i

You speak a language you are only now learmng

hopmg she wnll hear you s

: . lrnowmg she is yourself
out there e

o 'Elegy Seven" (93)

: Gertrude Stein wrote that When you are wntmg before there is. an auchence anythmg wntten lS as
‘,tmportant as any other thmg . ( Master—Pleces" 153) but, "After‘%te audrence begms naturally they]f- _
create somethmg that is they create you, and so not everythmg is so lmportant, somet;hmg rs rnore“-f i
.1mp0rtant than another thi ng" (l54) The audrence creates "you,’ the subject of att’entlon by focussnrg E ,":
upon "you" in a role The poet of K ‘ms le El ; 1es_ 1s berng created ul the roles he wntes the terms ofA .

,hts expressron——the pronouns Measured by hrs own text,. the poet 3 1dentrty is not’ afﬁrrned there but, R
rather, consumed. In section- "VIL," from Delayed Mercy the pronouns form a constellatton shifting i

vwlth the sub_tects graMaueal 1denttty——a kind of parallax~show1ng the absence of any absolutef__::#: 5
perspective external 1o the' context; showmg too, the abtlrty of vanables o subvert referentra,l equattons LT

. "When you are. both lymg°dead / havrng lost at length, she Il be there / she’ll be you (70) Or “When, o
o you are. both lymg dead / havmg lost at life, it’ll be there; / 1t Il be you (71) As vanableslmtxahzed by a’

vrewer 8 perspectrve these pronouns have a syntagnlattc 1dent1ty hke the re—placement in a causal cham,_:\
refemng back to an. antecedent. But they also have a paradrgmatrc component which depends upon a“',‘v, o
. reader’s replacement of the placeholder the suspensron of drsbehef by the text’s addressee (you) s0 that o
o "'l H be you" (69) "we’ll be yOu (75) "you‘li bethere, why you’ll be home (76) o B R



o - Wthh perceptrve eyes see is a CLll'Ve ball 1s (_‘épne ,' -

A when she sweepingly pronounceg. that the "few occasions when Caprice begins:to seem human are "when S

a successron of vrgnettes and eccentrlc characters that d0n

lobe ang Ma the Toronto Star and fOr geo‘graphlcal balance tlte Wmmpeg Free Ptess. T‘he prtch;

e e

Visitor‘s

' The ﬁrst batter 1s Morley Walker whose address to the pltch is ¢ttrtc;usly contradlctory ’-A_He o

- | vaccuses GB both of padchng and abbrev:attng the text. lt seerns that Walker ﬁnds "Lots of whlte:'f: ace to o

. give the- trnpressnon of bulk ﬂyet Wrttes that Bowermg drops the. apOStrophe in - contracuqy\

| 3 ‘wouldnt and couldnt to Saveey(’)u from readtng all those extra characters Swttch hlttmg 1s a clev:er wav to',‘ h
keep the ﬁeld on 1ts toés but this batter is ﬂaﬂm&m two opposrte drrecttons \ljﬂot hrs back to the’ "
 pitch, which is probably why he mrstudges tts path s0 luchcrously in attnbutmg the lack of apostrophes tof_"l’ o

‘ “sparmg the reader Thus ﬂarhng wr]d}y 7lalker makes a sweepmg Staterttent but doesnt connecL
.'"Because Mr. Bowermg wants to be judged asa Canachan novellst with a historical c0ﬂscrence he- makes‘;_',. ‘{.f_:f‘ o
) hrs herome bllmgual Replay that swmg yourself See 1f there S. any connecnon to be found Sl:nlee twg ‘ L g

R It s unchantable 0 mogk sitch a weak player and perhaps not worth the effort, Seemg s that egfoﬁj‘j ": -
' etceeds Walkers own, fi nding as he- does that . “The: most charttable thmg you can ‘say abont George-; ) -
, Bo?«fenng s new Western [src] n0vel ___a_px_ is that iU's an easy read Gwen a perfect prtch Mr Waiker"t '

W

- stands there——he doesn t even see it go. by Stnke three The batter is out _
Maggre Helmg steps uP to the plate Eyemg pr;cg HeIWrg Wrttes. "Caprlce seems to have:.. B
stepped. onto the page !‘tralght froma fantasy of Bowermg ‘ Well if a character steps onto . page whose .

~ fantasy is that, and what is frctron 1f not the fantasy of an author” That is certamly a swrpe Helwrg tc)ok

but at what? Certamly her next swmg is drrected but like Walker s it hlts agamst her own first premlse- P

. ‘»_she is not directly present. but qfﬁ‘”the mmd of her lover.” | It seems that Capnce is human when she isa l

e "

fantasy whrch we Just saw, lsa terrible thmg to be Stnke two

e

Thls non~lmear swmg may be approprrate constdermg the context Capnce as a form is nOted by'.‘ v

o Helwrg in sprte of hetself claiming as she does that "Capnce d her mission are often only the pretext for -
}jn ally .have. much to do wrth her." But that", n

" _Helwig offers thts as a strike agamst the novel mdlcates that she has not consadered the relevance of the - S }
title to the work. Strtke three. ' : ' S

A heavy hltter is what thS team needs and here The Globg and Mg ! presents a revrewer )

'Charles Mandel, "Horsmg At_round " Glob | all (23 May 1987)

A
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‘ Charles Mandel. Strikingly, Mandel no sooner steps to the bitch than he loses his balance. A faulty

parallel construction causes him to take a strike over "Caprice’s xmpulswé »dec1s1on to search out and
avenge the death [..]" of her brother There is no "searching out" of any death to.be’ done here—we
know quite well where it occurred and no mchcauon 4s given in the beok Lhat it is a mlgratory deaLh

Evidently off balance, Mandel trips again. He mentions Caprice’s "boyfriend Frank Smith,"” but as anyon¢ | 'y o

ws, her boyfriend is Roy Smith. And as anyone who-has read the liner notes

knows, they were misprintgd and say her boyfriend’s name is Frank Smith.” Are we getting‘ a review
paraphrased from misprinted liner notes? Is that possible in a respectable organ like Lhe Globe? Oops.‘ :
And the batter trips again, taking his third strike in making a claim HRALs contradlcted in—had he
bothered to read—the novel. "Caprice [sic] gives Bowering the latitude to range over a variety of subjects.”
For example, he lamentsrthe loss of the frontier.” No, GB writes that the frontier’s loss is Q&eJoegmnmg of

its creation as myr.h as story. ‘He even empha51zes this by placing it at-{he end of a chapter:

In the little shrinking strands of the west that are still left, stones 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
Lhe 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 [...].

Some of us wouldn’t mind seeing the last of it [110].

Three up, three down—lots of swipes with no hits: not gven 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 pdssibly to the
lack of ttaining 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 -feporter’s deSk at the
Bugle" ("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 disillu_sioned he was upon discovering the procedure at
the Calgary 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." It

would appear so; as long as reviewing is poorly done and gives itself a bad name, serious writers will tend

to avoid®uch "menial” jobs. Which is certainly unfortunate, though by no means the universal situationof —— .

reviewing; interpretive readers come to view Caprice, too. And she is no easily-penetrated site. In fact,

she is a rather challenging field.
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On the face of it, Caprice wo.ujld seem to be a historicai novel, sequential to Burning Water and set
> ingthe wild west. In fact, one of the characfrs is a journalist who writes, he says, "history” (97): the term
b gives 1o his "story of the wild west. " Fact$ about life in the big éountryn. for people wflo are u'red of their

own stories” (96). "'Faét;" "story” and "history" are shown to bear an integral relationship to each other in

this narrative, made increasingly problematic as the "facts” are shown to be less representative of the world

L

than the story, and history the most artificial creation of all.

A

Facts are the domain of the eyes where "seeing it with your own eyes" is the ultimate verification. -

But eyes are fallible and their capacity varies among view‘ers whose competence may be related to their

. backgrblind. "If you had Indian eyes you would see the hawk’s head bent to look belbw him with eyes

even better than yours. But if you had ordinary eastern eyes yeu might be satisfied or even transported by
the lovely morning light" (34). Besides the Indian eyes and the ordinary eastern eyes through which, as [

have said, the viewer’s background is related the textual ground itself is spotted with eyes, like the

"ordinary English eyes” (1) which are blind as the eyes of an eastern greenhorn, less perceptive than even
"ordinary human eyes" (203). Thete aré 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 single-site, that scene is
shown to be indeiermina[e; the ground itself changes and squem any presumption to points of reference

or "facts" in the historical narrative.

. Eyes are selective, they don’t get the "complete” 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 kf’i’é ‘would have noticed that there were other people on .
the wooden sidewalk and in the dust of the street watching her” (11). Whereas Luigi does not appear to
be conscious of editing the world, Caprice is aware of it. She sees that the earth itself' is "a place to read,”
but knowingly chooses to divert her eyes in order to read ahother story. "It was not:eaéy for a former poet
to ;esist the opportunity 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
the raw data-of uncbmprehended fact.s.‘ "You try to clear your mind and look at the country, 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 are” (226). Here interprethtj,on 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 ihe facts declares that "I am a writer” (106). By 'whicb he means that
his "principle responsibility is to the story and its reader, not to the Tepetitive details of the couniry [ am
writing about” (106). Indeed, in "his d}spatches 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 nof
_ history,” Roy Smith says to’Caprice. “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 is a spook story" (247)
he declares. A story it is, certainly, but that iy 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 bartender
truthfully tells Kesselring there are "Lots of stories in this country [..]. Hardly any of them true." To .
which the writer, concurring with‘ the first indiap claims: "The farther you get from the site, the more truth
there is in the stories.” "Is that a fact?" (97), responds the bartender. 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, the motivation and emotion that is the background of the fact. Like building a context for an'
isolated artifact she builds a world, and that is her real story: "if there isg one thing I‘know how to do it 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 interpreti\;e reader sees time itself’ expressied
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 out. 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, o have the potential to "look into what she thought of as the future to see the death
of Frénk 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 picnir}. 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.
Foregrounding Spencer from the latter requires an extraction from the ground,' creating anew through
extrapolating the fact of his looks. However, in the mental picture the strikingly visceral image facilitates
the interpolation of a furious, fatal story. And story is what Caprice builds in her wor'ld’——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 is not here the ﬁnaJ meamng of the text, but Lhe text is “a generatwe matrix—yes,

\‘mamx~—drawn on by the viewers. Caprice’s text is plotted as the ground or coun% her story/hrstory is %

mterpre%ed’"‘Tﬁt mterpretanon mdehbly bears the mark of its agent, the rdrosyncrath m—&erpreter ‘who

draws meanmg itself from.the, unthmkmg country of facts: Interpretation is that | whlch does not. proceed :
fri.rice

of its own accord far from it. Now, within it, meanings seethe" (Mlchaux Ma]or Qrdeal 142)
and Kesselrmg both writers, read the ground, the country they refashion in teavmg therr own ytints upon
it, their traces becommg a story far those who follow them. The story Capnce leaves is'd srgn read by

bandits and schoolteachers and Indians—the first Indian in particular "was really interested in this story he . o

had been reading in the soft ground along the creek bed" (246)—a story marginal; to"thé' mainstream which'_ ' _‘: o o
he sees to explain, not the fact of direction, but the rationale of that route wrthm a larger order wherein he, -

reading, situates Caprice. But, of course, Caprice is also read by you and yI eyes settmg srtes drfferendy,’ e

scores of ways (of) fixing the ground.

Doc Trump fixes the world with his static vision as does Minjus, whose ohotographs can transcend

mimesis to art—"a kind of no-trump d’oeil," GB writes in "Match Boxes" (PD 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 pictures taken. They are both -

already looking for the sympathy of the audience, even if the audience is going to be watching the story'
unfold, as they say, a long while after the players are all dead (168). The characters watch Lhemselves
even as they watch the reader who shadows them, looking for sympaLhy Thus are the characters
conscious of their image, composition 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, thevﬁrst 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 happen do not hapoen
precipitately, but rather in a roundabout wa;/" (129): warped and Weft like Caprice wrrose 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; sh‘e is not conscious of leaving a story for others. Neither is Spencer’s vision
self-conscious—Groulx can be seen "pracu'siné his mean look, but Spencer’s eyes were always looking up

and down the valley" (169).

Groulx wants to look the part of a bandit thinking thus to 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 weil-trained pupil, the second Indian soon "produced what he thought to be a rueful grin. He
had been sitting up straiéht on his horse at the edge of the bench, trying on a pose he had“seen in a



- composed wnh mterest. Composed hke a photdgraphlc unage (a snapshot

Caprice’s presence fixes), the banker, Lhe Indrans Grou[x, and most of Lhe ch cters thus are Selfvcreated'

in their own images, projecting their own conscrousness as percenred | And 1 do ‘mean r.hat Lhe
consciousness actuallzes the physical being; as Lacan believes when he states m* "The Spllt Between Lhe Eye\‘, -
and the Gaze" that "F would prefer to eall the seer’s shoot (pousse) somethmg pnor to hrs eye (72) But p‘.

paradoxncally the eye locates one matenally in thenr environment as well composmg such an Jayeshot.

Y ;v

" Hence, projection constructs a world wherein y’our situation is mscnbed by your self—concepuon o
- the perception of which creates ns (related) objects. Indeed; any percepuon creates a world as it appears -
to the viewer. We read that there "was not another bmldmg in eyeshot, just the quret l:ram tracks leadrng
away across the brown flats to their meeung place out of srght (226—7) and we. see Lhe world

described—where tracks have a meeung place” or, indeed, are atmbuted with - Lhe acumy of‘ o

lrke Lhe cyeshot whrch:f"‘ &2y

"leading"—1o be a fabrication of the descnpUOn So too, a world is made by Roy s perceptron whrle on a- 41 " ‘

train that for "a second before he blinked the train was sitting sull and Lhe m00n ‘was Tacing on the lake, ; v
Then the Lram was moving again” (77). Capricg, hke her namesake burlds such a world when she "lookedf : ‘{ f"A;‘
up and down the valley, and now she transfom‘red rt in her rnrnd She planted long vmeyards on the. ‘,
higher slopes and created fruit orchards as far as she could see” (32) Here creanon and snght are relatéd '.
with the peculrar twist that neither make reference to material phenomena yet the textual WOl’ld thus . o

imaged has definite spatial features. In fact, the sight of the material world is not nécessary

wise Indian, who "could remember seemg a lot better than he could see, but he could _ lso pretend he could e
see a lot better than he could see” (2). Pretending to see, and doing it convmcmgly suggests Lhat rhe fact“{ e
of seemg the site is not necessary to its perception. Pretended though it may be, r.he srght reallzes a. world - ‘\ “ L
evenpopulates‘ that'world in naming the beings of that world, witness the first Indian who has’ heard of _

1

cases in which fathers have pretended to see an elk at the birth of their children so they. can call them o
Lhings such as Running Elk, or Elk Who Fears No Hunter" (56). Making the whole story up still reifiesa

world in its description—or name, as the case may be.

Both the names that differentiate creatures and therr self-consciousness are - related to/by therr»

eyes. Conscrousness 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 a
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 whe-e a deor had once been” (162). Then, when Caprlce has

been assaulted and is dazed, her "eyes were not in control of their seeing. She looked utterly vulnerable”
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(185) Whal she looks at is not sharply delineated in her present state of mind, so her looks have become

absr.ra.ct, become ullerly vulnerable" as compared with the usual graphic precision of her appearance Bul

soon her eyes were back m the present where they belonged" (186) ‘where. the added drmensron of ume:.;_ :

) all the more precisely ﬁxes Caprice. Bilt the textual concreteness of eyes is used to show the relatwe-

alertness of other characters, {80+ Smith’s practical state of mind changes with a vision. of Capnce His .

puprl expectmg a scolding, saw 4 at his teacher’s eyes were not there" (174). “And Spencer’ s thoughts are

also shoWn m terms of the spatial location of his eyes—they are a "long way off," then, in a flash, "his eyes

were rlght there in Lhe room" (126). : : R

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—Fas when Caprice’s attention is Said to.
be "focused” (256), or when, preoccupled she brings her food to a "blind mouth” (21) Such peculrar

metaphors countenance“d by the narrator show seemg *to be more Lhan an abstract activity; eyes ﬁgure in

the physrcal -expression worn by the text. Consreler the expressron "pop your eyes out," which connotes

awe but the literal denotation of whrch is enough to make any reader squeamrsh seemg that the banker’s
wife is not going to "stand here and watch you [her awed spouse] pop your eyes out at a Lramp ; S0 ‘'shie

nags'him until the saddle tramp and’horse fade from “eyeshot" (196).

Eyes are matter—they ar’e a physical feature of a body, even the body of this lext, C_a_gw Their
mate,gral sense is denoted when a stagecoach, intact despite the worst intentions of the bunglmg Spencer &
Groulx+is "followed by four eyes staring with disbelief” (94). .The four eyes metonymrcally situate the
ouLlaws\erhm the text. Syntactically, the "stagecoach" within the text is followed by the " four eyes "acbut
of course, ths is a metaphor. Eyes don’t really "follow," if you follow me. Both the lrteral and ﬁgurahve

"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 made into a pun: a “
characteristic of Caprice. Elsewhere, the outlaw who follows her in his gunsight shoots and flees "over the .
ridg-e and out of sight" (59), the conjunctionl of these structurally-similar prepositional phrases syntactically R
paralleling position in the landscape with position in view. Thus eyes are here part of the ground,vthey
(are) matter in the text, creating what they lie on. One of Caprice’s followers is Luigi, the "Eye—taliarr,,"
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" (11), figuratively speaking.

Although material in this story, eyes both see and show abstractions. 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
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at all.. There was no scarcrty of minds and mouths making comment, either. As she passe efore them,

the rrlen ‘and womep in the. shops and lnAfront of them found sentences or fragments of semences shapmg o

o

inside their heads or dlrec

in fronr ‘of | m (25) Whether in books or in front of them readers too’

find sentences shaprng direc m"from of -them,;ﬁere the tight, black lines of Caprice; whateVer lines were

already in mmd are dlsplaced'in:focusmg on her. Roy’s attention is drawn from his ( prepared) te‘rt to her,

"when he was a little 00 much convmced of his role as teacher and wise moral guide, she WOuld put on

an accent and. a demure l‘emmrne ‘whimper. That‘ﬁgJould always stop his paragraph" (39) Even Lhe-

townsfolk whose dralogue 1s connected Lhrough drcmg ar etaphor rather than sense, drop therr babble}:v

of rel‘erent_ral personal narratives, stories Wthh areJust stones to eye Caprice. "Looky: here" (155) and‘;“{t.‘ L k‘

é,w - , . Lo

look, we do.

Evidently it is not only the quality of the eyes that are looking, or even the quahty of Lhe Iook; AN

itself, but the mere word 'look" sets a scene the mdeterrnmacy of which is seen even through the words

usage. "Look" functions within Cagnc as a verb—both active and passive—as a noun, as an ln[er]ecuon T

and in‘ idiomatic _constructions. Its appearance images characters equally wrth chattel m thrs context,(
addressing them with characteristics based upon their visual appeal. A "teacup looked wonderful " (40) but
Groulx 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
looking for trouble, at least not yet, not looking to be the recipients of any trouble" (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’sY knowing she "could proba‘bly 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 of the

word in play; thus is the field itself a signifier, figuring in the composition of the 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
carefully—two beings in motion. The conflation of Caprice with her horse clarifies that it's not Cabayo’s
trail 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, it is in mentioning' the
(abstract) 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 éapn'ce or t0 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."
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The figure and its ground conl' gurate to form a texture the fabric of ‘which is the face (in whlch)_‘ '
g‘éprlc ¢ shows the world., [t 19 scarred with a C (11) One sees Capnce ndes Cabayo and- eats at the
Ao_okmg (19) repeatedly She meets a woman in

Canadian Cafe, which features "Chinese and Canadla
the Amencan Cafe detarls ot‘ whose name she recal only a "C"and who becomes "Mrs. C" (21) defeats
Speficer af- the- falls ‘named for’ Charette——Deadman Falls—that she- beat Constable Burr to, he deterred to
the’ CampbeIl Ranch ‘the "LC" (the Spamsh Caba?o may hear "el C") owned by L. Campbell where it all: '
began But that’s not far from the Cherry Creek Ranch or Frugal CI'ISS Creek 0r Barricade Creek, through ..

which she rides in the heat from Canada to California. It’s certamly in the country under Coyate’s eye and-
"agriculturalists did complain of coyotes" (81). Her countenance clouds, even before we encounter "Red  °

Cloud in the text, upon returning a book by George.! Colman repnhted”by Iohn Camden Hotten from the
Cadell & Murray publication, which “occasioned her’ exclamatlon chltce (16) But that’s not the half of it.
Onét{%f the Cornwalls is in recelpt of the assorted company’s currency-——HP Cornwall,. whose brother
"Clement Cornwall, by some measure the more forceful of the brothers was a graduate of Cambridge
University, and so became the County Court Judge of the Cariboo reglon (79). The dense texture of the
C’s seen creates a world, (on) tlre surface of which seems animated not by correspondence but by internal-

coherence, independent of any reference to a world outside its own conception.

The world created, like a "C," curves, circling back on itself. There aré several ways the textual i

surface foregrounds itself and subverts the logic of another world, logic which an, unpercep:tive \reader tn‘es

to order it by. Indeed, the mattentwe reader may never see beyond their own preconceptxons to this’ text L

which shows preconcethon to be rmsconceptron——the mlsconcepuon which blmds the puzzled trarlndersf -

when faced with a mystery they can’t understand. "But we understand it as- a narr_atJVe of faté, and we
have always understood it. They have been late' in understanding it because they h‘ave been trying to -
understand it in terms they are accustomed to" (248), the Indians know. Those who wouldvsee merely a
conventional revenge quest ignore the serpentine texture of Caprice. Capricé’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, like“writlng. 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 relatiOnshibs 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
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couéar (59) their relauonshnp becomes mscrtbed—wmten into the text without being wmten abﬁue So,

too the character of their relationship is shown in textual play with sexual connotations and not through I

descmpﬂon "He held her in [his arms, one would expect, but the reader is teased for their expectation)
the park until a pack of boys came by and began calling wise cracks [..]" (234). From the rhyme one
reads a symmetry and dellght in(to) their romance, which contrasts sharply with Lhe sinister qu,allty

1mparted to the text through Lhe elision of a pronoun antecedent i m repomng Strange Loop’s syntacn’ lIy |

simple, straightforward Lhoughts He plans to "g0 and get a new shirt. He Lhought about how he \nould ;

the reader through show the order which connects his thoughts to be caprice—curving snaky lines whosev 7

material words are themselves the connectives—though their context changes as "pay" ‘changesv 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
‘IO;year—old baseball fan through more than shared interests. She becomes a part of his world. In one
scene the boy with spectacles watches eagles yvhose extraordinary eyes watch the ground. "If there were

no eagles up there now he would be [..] looking at something else.” In the next paragraph his view is

blocked, by Caprice, so looking up he sees no eagles. "Then he was looking at something else. It was an' -

upside-down face with light freckles" (144), Thus it is in the words on the textual surface that characters

and their relationships are, forged; th‘se ‘Words-'do not describe a (prior) world.

The structure becomes. 1ts own subject, and vice versa. Followmg Caprice’s trail the reader
watches her ride through the west that i is dlsappearmg to-a.point where it remains only in writing, remams
only her trail—the text. "So why was she follong [hlS trail with no known destination? She recogmzed

the feeling. She was writing because she was lookmg 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 riding/writing 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.

+ 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. It 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 Groulx, thinking 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.

) make her pay for it. He was going to make her beg for it" (29) The strange loops his simple syntax takes -

~
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Caprice herself has trouble figuring out some things, but the ong thing we are told she ponders.

most is a passage from a text, from Faust:
Then did I in creations of my own
- (Oh, is not man in every thing divine!)
* " .Build worlds—or bidding them no Jonger be—
_ Exert, enjoy a sense of deity—
Doomed for such dréams presumptuous to atone;
All by one word of rhunder overthrowgr [21]

"

Desprte havrng memorized the lines, the '
back unthmkxng She needs to read with more than her eyes to find the story she senses to be staring at
her. At“ter all eyes are fallible and pick out primarily facts, whereas Caprice looks for the real story

ara‘. ;;data of the text, she stares at it, uninspired, and it stares

behind the facts, the other meaning. Even, yes, her eyes are fallible, and their error itself signifies within

the text: "Build worlds? The 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 r’e‘ade'r‘
should fail to distinguish between "world” and "word" tells the reader that perhaps their drfference s not v'
as marked as "1" would make them out to be. Since elsewhere we are told that a pupil ledins as well from
a "narrated mistake as from his own" (131) the words are the equal of the world in practical terms, indeed.

8 .

When Minjus’ photograph of Caprice appears in the text Minjus is, deservedly, proud. "He knew
it was good, as good as the world" (149). As good as the world: the simile at once makes the compzrimn
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),'vthereby
emphasizing its composition. In a setting where characters self-consciously define LhemSelee‘s by (their)
looks, creating themselves through their images, Caprice is said to \fi*EW the irnage she perceives not as
herself, but as a "creation." 'The photograph is an "invention," discloeing 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 C_am_c_e_, "
art—both are written art forms. "Shadows on silver” (100) is the writing with. light ascribed to Minjus.

Caprice is shadow on the ground.

Caprice and her horse move as one configuration in the shadow, in the story read from 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). Repeating 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
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exists in 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 beiﬂg covered in

shadow.

- Casting, about, one sees that the articulation of shadows is also pronounced within that text. They

are, looked to’ both for facts and life. The fact of temperature one way by which one cahbrates one’s

: enwf’orﬁﬂent, 1s told in: shadow but its impracticality is ev1dent when we read that if "Caprice had had a
iy Lhermometer W1th her Ewhxch 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 t0 v
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 that caused all
others to be possible" (167). So fundamental is the play of light and dark that GB ascribes lifefﬁmd 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‘dyhamic 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 ligilt; a death / brought to life." A death brdﬁght to life in making‘
that death into art—into a matrix, mothermg speculation by a reader—that is a text. The words are
reified, taken from the universal langue and made parthular concretized, in parole. But that l'ClﬁC&UOl’l of
the dynamic, daemonic langue is itself a death: a death revivified in its perception anew, perceonn‘
(beyond the fact) being creative. [ mean t&} confuse you. I mean to make you wonder: are we dealir}g with
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 'ombre que tu devins" (266), which is how
another written life' finishes. Yes, of course you see now. The world created—the text—nurtures its

inhabitants as it grounds their 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
eppellau’on "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 Mallarmé’s "L’Apres midi d’un faune" ends with these lines.
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their relationship make of the text a grid, their contmulty within it lmes drawn as'on a graph Further,
these lines draw Burning Water into the matrix of Cagnce, appropnately enough, since the two will form a

trilogy with an as-yet~unwritten volume.

A danger of making the "first Indian” and the "second Indian" habitual features of the textual
landscape is that readers may treat their names as mere eccentricities in a society where Indians are
marginalized—where Anglo-Saxon names are "normal." Well, and such is the case, butin 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 second 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., this' absurdity cannot p0551bly be unnoticed by%even the“most unseeing of eyes These
characters are identified, are named, by their location in the text. Like the Indian chlldren whose
names—hence whose tuwems and fate—derive from reported vision the characters, textual creations, are
named by whi’chr 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 MP 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.

¥

Given then, that names are words whose signified reality is their situation witﬁin 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 Kesselring reminds the reader of D’arcy Keyserling whose
name was itself the subject of "Four Cahforma Deaths " George Atwood, John Kearns and Doc Trump
pick up threads from GB’s previous mscnptlons of wnters within his work, showing that his texts are
shaped partially by what he appropriates from other writers. Then it comes as no surprise to find "the
rising ﬁ{e" (85) in the text’s ground, or "mist on the river" (266), too, rising from ihat ground. When Lilly
Traff steps from the Double Hook to give birth in Caprice Tay John (138—9):the reader figures the written
network to be dense. So much so that the allusions one is a;avare of missing outnumber those one
perceives; a curious sense of seeing without knowing what one is seeing cemes from Caprice—Caprice, you
will recall, stared blindly at a text herself. This recalls the structure of a discontinuous function 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 [ am looking at" (247). Sigée we
have already beeg told, quite early in Caprice, that "seeming is a different matter from being” (4), one
recoggzes that tfle "seemingness” of things is as variable as there are various sightings, yet "beiné" is a
different matter. The isolated quotation, as fielded in the fourth inning, is an archaeological artifact whose
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context changes the artifact itself. You will recall that earlier this inning Iflooimed to several words which,

"o"

although iflenﬁcal in isolation ("look,"” "see") became different words when-their context (was) figured in

their meaning.

Intertextuality finks/makes prominent scenes ir C_agnie The passage which so mtngues Caprice
is repeated and she stares, trying to see, not what it says, but what it means—to her. She looks beyond its _
"seeming" tothe "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 that which the wise first Indian knows how to percerve though gomg blind he ° eould;_“
still see better than most people because he knew what to look for" (128) So, then, what lies before you '
depends-on how you see it, how you re—create it in your mind and you do——Caprrce does, her recreation
consrsts of reading from Faust on the building of worlds and the passage is revised, presumably by Caprlce

although certainly by Capnc :
Then did I in creations of my own
(Oh, is not woman in each thing divine?) w

= =

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 : P

+ and my duty [86]. o o

The author changes "man" to "woman," habitual capitalization to lower case, except where syn}tacﬁeally.v
not marginally, justified, and appends several stanzas more than here quoted which Goethe or\‘the chvihe
inspiration which guided him might not have authorized. Presumptuous dreams, indeed! To thus'i”Sei'ze
His speech, usurp authority and invest it in creations of your 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 you may
think that the narrator is Coyote upon seeing that a "deja vu slipped qurckly into. the room and: back Out
the window" (172). Such fleetness of foot is reminiscent of Coyote himself, .changing shape ‘from” an_ -
abstraction (a participle of voir, as we see) to the concrete in building‘a worlei. Coyote is, 100, a creator, .
and the story of the Word Eater introduces a level of narration into Caprice where words themselves have
substance actuahzmg a world in their pronunciation of it rather than 1abellmg an already-existing world.
Thus do words annunciate the coming of their referent but if, as we are told, rn ,"the virgin womb of the
imagination the word was made flesh" (58), then it would seem Lhat which—carhe—ﬁrst is a
chicken—and-egg mystery. The imagination creating the word which, in turn, creates the world wherein,
presumably, the imagination figures iga tangled web, indeed. A‘ web not unlike the interlacing woven by

the eye and consciousness in fabricating each other.
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Caprice is ev1dently playmg with this mterdependent dynamrsm The text does not depend upon
the antecedent for a proper nioun of its creation, as an hypothetrcal Indian 4s cgﬂed "Harry Charlie“ (235)
and when Spencer shoves a:woman named "Clarice," perhaps hrs reaction was | 10 the name and not its »
referent. Caprice herself is cal]ed a variety ‘of things, among them "Capreese” (152) and “Cabeese" (224)
Lulgr calls her Capriccia (68) though with his jaw shot off, thanks to h1s cavallerza, he "ain’t. gomg to. ever
say Kapeeshsor Capreesh or anythmg agam" (152) As a smgle entrty is designated by so _many names
there is no unique or necessary relatronshrp between the name, which is "an object you have attached”
(Michaux qtd. as eprgraph Imago 20 7y 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 namer.. In
defining its 6bjects (what is seen as odrer%han—itSelf), the perceptor is, toq, pronqunced. So when the
character we know as John Keamns is called'"Tenny"1 (583) 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

-

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 Constable 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 wbuld not leave that kind of sign. That
kinéd of sign was left by newcomers from back east” (179). But, clearly, he is reading more than the facts”l
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.l "'Capric'e 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 haw}(’s»'ﬂight in any
direction” (205). But whereas her sign’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 carelessnessr, thus interpretation creates the sign. There is even a
necessary sélection 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

' drf‘ferent things depending both on who i is writing it and who is reading it.” : : v

|

Where a single signifier can designate many stories, and a single entity can be signified by severatf‘"“‘““%
words, there is no simple relationship between the signifier and the signiﬁed, or the word and its:referent
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 word/referent relationship where they make it clear to the reader that
£ :

'Tenny’s son may be a 11terary father to the character from Curious, "Lionel Kearns."
Perhaps.
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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 think should properly apply o
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 whieh the "object is a presence, primarily presence, and frbm presence o

what demented movement might ensue [Michaux, Major Ordeals 60]?" Demented movement mdeed

when what you seek to contain as an object insists upon existing in relation to and deﬁmng 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 Lhings‘objecw parts of objects from becoming faces, people, beings,” then the .

"offensive of things begins, [..] the glass wants to drmk drink me. The raisins, the tube of glue watch me"-

(Mlchaux Major Ordeal S, 52-6). Such a critical game is the course of readmg is Caprice, is ths

The interplay of subject and object is best seen in the dynamxc of the gaze. Lacan COI’lSldel‘S the
subject to be 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 pi'cture 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 from the one to
the other, that which is between the two, is something of another. nature than
geometral, optical space, something that plays an exactly reverse ‘role, which
operates, not because it can be traversed, but on the contrary because it is
opaque—TI mean the screen [.... I)f1 am anything in the picture, it is always in the
form of the screen [96-7]. « ‘ g

The screen, of course; distorts its projections. 'Thust'he subject is constituted by their gaze which, in this
metaphor, corresponds to the play of light and dark upon the screen. Yet again, which-came-first, the

subject or the gaze is an inappropriate question given the interdependence of the two."

To read Caprice is not only te-see-her lines—Caprice is between those lines. _And so that’s where
the careful reader reads—between the lines—in the absences that reveal selectivity and in the synapses

which connect according to the characteristics of the text’s composer. Such eyes intérpret what they see

and read a story therein, evincing an attitude toward the objects they perceive and the underlying attitudes

which they, hence, notice. "To notice is not only to perceive. It is-to take a snapshc;t——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, Major Ordeals 60). And the prints are not the whole story, often reading the negatives between
the lines, even those lines themselves are a story: the siory wherein the narrator ﬁgufes as creator, the
reader figures out. Thus who names—or nanates-—plays at creaung a world the face of whnch is the
| delightful texture of words and their ludic potential. "You cannot look at someone without feelmg a
relatedness. You are looked at and feel the weight, the new, excessive welghl of the glances which concern

you" (Michaux, Major Ordeals 138), the glances which hold you in their gaze- Thus does the text elude
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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 lémguage 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—betweéen chapters, paragraphs, sentences, words and even between variant denotations gg%“single e
word token—whimsically. This was shown earlier to fore_ground the surface of the text. But when these

: links are fused bstween levels of narration, it is not merely the textual surface which is emphasized, but the -
compositional interaction between creator and created. Consider this linkage between the described,
mimetic level of the narrative and the diegedc.- ordering level created by the wqrd "seen.” Luigi is asked,
"You ever seen any Amazons in your grub-lining around the world?" 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 [161]" (the narrator never menu‘qns where the other saloon bars have fled). Within a chapter,
similarly punning textual coherence links paragraph§ where children as symbols of change are éonLrasted

- 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 1 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 characters 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 €ating and drinking. All |
this musing made Frank Spencér desirous of a reward himself, and that last word, "drinking,’ did it"v(1h6).
Thus the rgrra,tor integrates direct and indirect discourse, thereby blurring distinctions between levels of -
narration. Indeed, the narrator 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 it.n 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 narrator 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 nﬁrrau’ve diction. In fixing the point of view we have seen
that "ordihary English eyes"” characteﬁsﬁéﬁlly watch Caprice, but when the narrator watches her drink
sometimes Chinese tea, sometimes “orainary English tea" (141) the diction focuses attention on itself

rather than its object. That attention to its own display becomes self-referentially critical when the diction
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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, mimicking
the habitual diction of the narrator. "Kesselring mimics the r;arrator, telling Cyril Trump the newspaper
man what he would see if he "had the eyes of an extra-ordinary journalist" (182), and the first Indian

speaks to the second in the narrator’s voice: "You have ordinary Indian-ears" (90), he says.

Upon first glancing at Caprice 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 narrator within
which that narfator reflexively figures. Thus in foregrouhding the text itself as figure the traditional stance
of the narrator——as outside the story—ls made 1mp0551b1e in showing Caprice Lhe writing narrator is seen.

5 Thls is the real story: not what the story is about, but what it is; and percephon becomes proprioception
- when the narrator is, too, part of the story. "When Caprice showed up she puta.stop to narration” (156)

but, as we have seen, she inspires as many stories as there are eyes upon her: proprioceptive stories.

The creator takes/makes nc‘neu-‘of material, as a riter or reader does. Minjus is a creator within
the text. So is Caprice, who says "I'am writing it [this adventure], that is what I am-doing" (76). But this -
" discourse is reported by the narrator in free indirect style; that is, it is the narrator’s voice in which the "
is exp‘ressed, though purporting to be in the character’s voice. Identities are not only confused, they are
Jused in Caprice’s "L." But also evident is the status of the narrator as a characteristic of this text, not a
character but a pervading ’quality. Given the narrator’s unsystematic omniscience, telling us occasionally
what characters think and, selectively, how they behave, the foéaliza_tion 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

ascripuon 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 we
call npw" (38) situates 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 grohnd 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 present to both, simultaneouéiy, is the
riarrau’ve. The reader is implicated in the narration as a compositor ordering its details in a——perhaps
‘novel-—way. "In the post-modern novel yqu do not identify with the characters. If you are to identify
with anyone it is likf;ly to be the author, who may layr.-his,.gfa‘rds 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 ¢1

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 [..]. If you are a curjous reader you will see a farniliari
crumbiing of rock, and fook closer, to find what you more than half expect, light blue agate,.opal, ‘ja‘sper.
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 ihrdugh their perceptive capacity, they are inscribed within the text ‘

itself. And not by describing characteristics, as eyes, but with attribution of thought, expecta'tion, 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 of 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 surface upon which he must work, two conditions are likely ta come
into effect: the literal prose will be more interesting, & the reader will be called upon to actualite the
work” (MP 120). Hence "we" follow Caprice’s writerly trail together, having a hahd in writing that text.
"We can look back to whqt they looked forward to"-—which )c'ou may look back in this text to find,
reminding yourself Lﬁat 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 oniological 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 ordér to
read yourself in their situation. The writer/narrator becomes part 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 disidterestedly, 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 value~laden /angue inseparable from the

perception of its particular data.

1 The particularity of the viewer is as important in setting the scene in Caprice as is the general

structure of the gaze. Where who is doing the reading conditions what is read it is not surprising that the

.
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narfaftor is very careful to distinguish among readers. "1f you had Lhe eyes of [x] Lhen you would See [y]
’sets a scene where the condition of Lhe anteceaent consequently determines the site. But in the case of the
narrator, the reader knows what is seen and must constru_ct an "[" 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
while refusing to reveal where he stands. "No doubt, in the depths of my eye, the picture is pain‘téd“’ ‘ The
picture, certainly, is in my eye But I am not in the picture” (Lacan 96). Iam, 1fanyth1ng the screeniupon
which it is presented, you will recall. GB concurs with this metaphor, agreeing with Lacan that Lhe
convention is to ascribe clarity, transparency even to the medium of perception. But that is not the case
with the—perhaps 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 stajned—glass windows or 'cuf—glasé
windows that divert light waves & restructure the world outside” (MP 25). In a text where the viewer’s
identity determines the content, the‘effaced,ﬁanator is the implied subject whose gaze creates an object

which is the text

Thus 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, re-shaping
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 és which so puzzled 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 too is onfy a game [77]7" This is a game where scoring is not
the object, but “;hose 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, rhakjng the same plays over ai;ld 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, dire—purpose is to see yourself 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 unspokén—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 to_designate both the character and the narrating writer—perhaps even the

interpreting reader.
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I see a line in the text recurring regularly which [ construe to be signiﬁcant—maké its significance,
perhaps—though it would be blind indeed not to notice a quotation in a language other than the text’s
prlmary 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 prOJectmg
from the ground as a sign. Lacan claims that repetition signifies itself and whatever "in repetition is -
varied.‘ modulated, is merely alienation of ;,i:tsgmeaning" (61). Thus is'. the repeated line self-contained,
extracted—an artifact perpendicular to the €irface of the ground. That projection (perhaps the reader’s) is
"toujours le bon Dieu reste muet” (83,’118, 169), becoming a liturgy in répeadﬁg, toujours, and invoking,
perhaps, the. ultimate Auﬁhor. After all, "God is the Commissioner -of Baéeball" ("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
msndé%he artist was "le mage divin, le Mage createur” (Téodor de Wyzéwa qtd. in Lehmann 47) and they
rd?ﬂnt it literally, not figuratively. Mallarmé wrote that man, who is the symbol of God, is duty-bound ' vto
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 ‘h@m" (Mallarmé 40). Clearly this is no abstract
| integration, but one spatially locatable within art itself. "L’art est le souvenir de la présence 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 Caprice 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 C_a;&cg ru
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 putit. 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

- "Nine. / 1s 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 material body, the writing’s body as armed by the writer:

| my nose was broken twice by baseballs. / h{y 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 "Canadiah poets and Buffalo literati" whe»re "George Bowering, poq'[',‘»
novelist, third baséman 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 guésts 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 corner."
Here 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. GB himself writing under a pseudonym [ don’t even want to think about.)

Perhaps "Splurge Sowering"” is one of his pseudonyms—as "A.A. Grassnake," his reported
"protegeé,” 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, Dish. Since 1963 he has

managed to turrn out at least one volume of poems a year, two of which, Pock Markings Soot and Fangs . .

Colossus have won the Governor General’s award" (Geggie and Whalley 38). A sample of Splurge’s
talent is included: the lyric "Inside the Pickled Walnut," from which I quot\é 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 {..]" 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 "History of Poets: George Bowering” (in
the tradition of GB’s own "History of Poets" series), also "George Bowering (for Donna)" and "The Blgck
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, Al Purdy, Milton Acorn.
You silly buggers” (NMFG). Following this strike commonly made against GB 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
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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'theifpena'nce which is the destruction '
complementary to the creation; when the creation is of self—ideritity,' the destriiction s, t0o, \of the.self. .

Home

k4

Creating art from art, or one text from another, is fertile de-composition: a process of rebuilding

integral to the act of structural decay which we find in Baseball ("9"):

I know I feel my own body
K wearing down,

my eyes watch : ‘

that white ball

coming to life.

[ made this interdependence within GB’s own work evident in the fourth and sixth innings. In "Working
and Wearing" (A 43) the subject "discovered the working was a wearing away." That is, "The sun is dj'ying
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 armour, 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
Allophanes, 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" who confronts and perishes in holy fire, as in Yeats, Novalis, Allophanes 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 skinny bodies." Their song is self-referential, it signifies its own
creation because, as Allophanes ("X") voices, " Et verbum cano factum est " The creation of art(iculation)
is the burning of reference, of its bridge to life. We have come, Barthes claims, to "Lhis precarious
moment of History in which literary language persists only the better to sihg the necessity of its death"
(Writing Degree Zero 75). When GB tells us that "the language is burning,” this reflexive destruction is a

transformation, too—a transformation of the re-membered words in their present flaming constellation.

There was black fire writ on white fire, ‘
the poem blazed before my very eyes.
[ wanted to dive into the flames,
save my furniture,
rescue my ’beloved books’.
—"XVL," Al
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In Kroetsch s essay "For Play and Enuance Lhere sa subsecuon enm}ed 'Or agamstthe poet s PR

book the poet s life," Here Kroetsch posrts an ontologlcal drssemmauon of theqaoet Lhrougnout Lhe World j;i S

as language becomes a means of, not commum(cau)on of the one with the other but of seedmg one s
traces 1p that world. He says: "We wnte poems in Canada not of the world, but to gain entrance .to the
world" J(Es_y_ 107). Hence GB’s 1mage of the writer’s baptism in Allophane ("II"), where "The
free-standing flame is seen in the pool / you» enter with your last wet page." This self-immolation by -
which the writer enters the world maps his (and this cle;rly is a phallic enter-prize) passage as surely as
Vancouver’s naming, though the self as graphed here is a provisional address, not a mefaph’ysical truth.
"As we come to the end of self, in our country, we come again," Kroetsch writes, "to the long poem. We
become again, persons in the world, against’the preposterous notion of self. We are each our .own
crossroads” (Essays 107). As that "crossroads,” we locate ourselves by our drvergences (from others, from
death from our remembered selves, etc.), thus mapping our s1tuat10n wrth Lhe structure of drfference

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- produce a pre-existing
meaning," as GB writes (after Raymond Federman) in "The Painted Window" (116). That is why art must
be "thinking, not thinking about" ("18," E). When art is "about," it is secondary, Stein:-says. It is
descriptive; copying something it is not, such artl reifies its object. Such art may, however, create
something in place of the life lost. Such art may create a story, not a story about. "As soon as one looks at
life, reads it, and then writes about it, it isa corpse. T‘hat, is a great story. The novelist, then, lives the rest
: o,r‘ his deaths, and may dedicate himself to the life of our language" ("26," E). "Why have a story about
me instead of me?" he has said.‘you,will recall. What it is abowt 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, Burning Water and Errata. ' This image

arises during consideration of writing or mapping and the identity of the author therein but it, like the
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life/art posxuon is a structural model of the writer’s stance vis a Vis the text. Immolatlon m the text 1s .
marked by such an ax:s " This blurs textual and genenc beundanes bemg a strucmral relauonshxp holdmg‘ -

between wnter and text_

It is the perspective of the writer in conj'unction with the te'xt which ad‘ds a Lhird dimension and
thereby moves this matrix into the realm of matter and volume, Slmxlarly it is Lhe perspective of the
reader which takes the text and adds dlmensmn to it in the world. Metaphoncally, 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 pafameters, the third will alter with the eye. Hence,
the text dis-integrates upon withdrawal of  the third dimension to be, agai'n, \am'mated by its ‘r.e-integrati‘on
into the world. To reiterate, then, on the other side of the text fro'm the Wﬁter sta‘ndS the reade‘r They do
not meet in the text, but each meets the text in a stance that mirrors that ef their counterpart_ The text,

that which mediates between them, is the trace of the other’s passage.

He looks away from the blaze
& a black fire meets his gaze.

A burning tree,
that speaks thru thee.

'—"XVI," &

The burning tree, or burning bush, is a sign whereby "he" recognizes the other—made present in the

burning, made other in the buming, 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, ‘
4 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, bapti’sm and absurd faith—"Credo quia absurdus 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,

[ S



pamcularly connecuons are only an extensxOn Of the word, it is the Word Wthh is Lhe "dwelling place’
( riting Deg;ee Zero 47) A’ dwellmg place whlch like Lhe temple earller tums to ashes when the llght

of vision is withdrawn.

The specifically Christian narrative of creation is used by GB as a rrie_'taphor for artistic genesis in
Caprice, where‘the young boy watches white balls rolling in the outfield which spark the "word":

The instant of mspirauon seemed now to be reflected from all srdes at once, from a
multitude -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 Youngv Man makes the origin a.
fiction: a re-vision, vyhether the reader illvrites the genealogy oi**no\t; As Kroetsch rernarks, like genealogy,
"Art.too is a ritual agﬁ a recurrence, a recognition of continuity" (31?)), thereby the form itself makes artifice
of originality. The reader may also fashion a matrix drawing Ml’ehaux’s text in as well, the text which

reads: '

As his writing advances across the page, the words, left behmd the loops and lines -
already drawn, have turned into little mounds, little tufts ... far away. He can no
longer come back to them [..]. 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 rl? their remote veldt [..]. He can no longer write
without summoning into beirfg a great natural sight, without this phenomenon
spreading, taking over the page [..]. And as he writes, the meaning, first gradually,
then rapidly, the meaning [..] doomed to disappear, the meaning dies away [ Major
Ordeals 74-5]. ~ ‘ ,

Doomed to disappear, the provisional meamng hangs on a cross, or chiasmus, in Alloghane where ' Logos
is true narrative, / wild logos, mad skier Al Rose intent on suicide, / his meanmg lefL in lines on the

melting snow" (" XIII").

.

It should be noted that‘ neither the reader’s nor the writer’s address to the.text is unmediated. The
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 ‘lools of expression no less than formal
ones act to clothe the writing. In a letter to Silver Donald Camerdn (30 lVIar,; 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 blacl( ink, instead of the typewriter, wch [ may trust myself to later on, so everything
is short & $barse. If you use a pen then you can not get the energy to make all those.)adjectivs’ [sic] and
dialogue. Once tid of them, you can write prose.” Similarly, in an interview with Rdy Miki in [sland,-GB
speaks of the resistance in the writing itself which he found crucial; that resistance was too 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”
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(115), 100.

When, in May of 1977, GB wrote to Margaret Randall pfoclaiming 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 - S

his method. Kerrisdale Elegies was written with pen a few years later, although Caprice was written
directly onto the computer. The dense prose in Caprice shows evidence of attention to words, certainly,
but [ think the focus is rather at the level of the sentence. In Errata, which was written with pen in exam
booklets, again the level 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 su'bject equally with its medium. The
interdependence of subject and its expréssion is also made clear in "Elegy Seven" where the narrator

identifies "a time I can measure / with half a line"” (98).

The plottirig of Craft Slices has littlé to do with what it is about and everything to do with what it
is. 'When GB writes the editor, he specifies: "it is so arranged 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 its play with numbers.

The various 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 compoéition, 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 {arere absolutely uncrossable and, reciprocally, transgression would be pointless if it merely crossed a
limit composed of illusions and shadows" (34). | The obligatory thrust of the limit thus depends upon the
temptation of (possible) transgfessibn, an éthical stance GB inscribes in his wriu'ng‘; he wrote to David
Young, in a letter of April 1974, that "we spend all our lives forging principles, but they aint annealed tll

we try something that runs break/away 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 li;'m'ts”of the possible emerging in the margins of the
composition itself. The suggestion of 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
complement each other; but, as Foucault 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



in the process of beconting the other, ‘Was rtself the other as Kroetsch sard. that mOmeni: is-a structural

"grain of sand " Spencer remarks upon this, too, saymg that the “act of perce})tton c:ontams the instant of
collision between the object and the perceptor. From thrs mstant one denves in. large measure his
apprehension of reality” (93). Spencer also says, of open—structured wrrting, that it testrﬁes to rts author’s
architectonic darlng for he, or she, has made an herorc attempt to thrust the reality of the work of art into
the surro_undrrr‘g reality of life and to merge the two in an intersecting construct" (S1). - The ' "architectonic

daring,” where'margins are violated with guts, clearly does bleed the two together.

“™ One of the greatest absurdities of unexammed uses of language is the nouon that mental coneepts
signifieds, can be communicated, ' reahzed as it were in objective form. Spencer draws attention to this

fallacy and, attempting to explain the un-realism of thls "realism,"” quotes from José Ortega y Gasset:

if we del\erately 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 nreal 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 [10].

"Making them live in their very unreality” is what GB does in his writing. By emphasizing the artifice of

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 gxistence as design pre-dating theit content; the corrtem; e

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 rneasu_re
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 approprrated in parole, is coloured by the writer’s habrts of diction, syntax and rdrom
which are themselves rigid parameters. “A language is therefore a horizon, and style a vertical dimension,

which together map out for the writer a Nature, since he does not choose either” (Writing Degree Zero

13), Barthes says. GB's style is unique and readily‘ identr'ﬁable based as it is on structure. Each work has
a new pattern, but the type of pattern is inflexible. The compositional armour and the work’s composmg

of identity are a signature more identifiable than the trademark presence of baseball in his writing. _
Fd

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 sull play that game, 1 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 art form (C 24) The congruence " of basebi_:i and wntlng is based upon Lherr patterns Lhetr pfays o

'and the separatron of the structure from reference Baseball is postmodernism. It is just about all

E ‘f‘srgmﬁer very. httle -signified, at least in a metaphorrcal sense° We know that football is referential as.can

‘\ :‘be——to war, to busmess to sex life, to the years filled more and more w1th mjunes and failing health " (GB =

"Baseball and the Canadian Imagmatton" 119). Football is referenual but baseball is not. It is not about |

it is.~Here. Bufitis all about you. Just look areund. "The universe falls apart and discloses a dramond "

Jack Spicer tells us, "And there isr nothing in the universe like diamond / Nothmg in the whole rmndf';_,(22).'

No, there is nothing like it; no simile, nothing it is referential to; not even an ideal. Baseball ~~i,§7""not a

record of something prior to it, and GB’s writing is not a replay of an already=plotted journey or-a record

of his dssessments. The measure is in the actuaiization 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 defm‘“ei llirni_t, and create both writer and reader.

2 i
The map is not the territory, but is a temtory itself in which theﬂr{eader situates himself whrle
finding the trace of the writer. In Kerrisdale Flegies it is a volume which displaces the reader, makes oyf."

-

. him a star, burning: ]
' And as all the light races skywards

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, | T
: it is an unfolded road~ map -
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 hiseyes to look there, ‘
he knows he is truly gone.

\‘ . | —"Elegy Ten" (141) ) :
| This game has discovered a slate of rules whereby GB the writer marks hrs passage. In the first-
mmng we saw that verisimilitude was a constraint he affronted, a limit the physrcal confrontation of which
_Te-situated hrm wrthm the margins of text, seemg "in his head. His body stands / between the edges of
print” (GB, Layers 10). As a textual entity, the world he mhabrts 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 travelled" (Catch 42). Hence, antecedents come into play to
define presence. Genealogies are fabrications of continuity, of personal history, texts which situate one as
Allophanes does in filial, yet autonomous relation to/from history, here the hiétory of lierature. The fifth
inning brought the history of events under the bat, as tradition reified apart from individuals has created
marginalization. When the sirtth inning pitched collections as artificial reification of unity, the constraints

themselves were seen to determine their content; the implications for National unity were discussed in the
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fifth inning but the implications for se]f—ldenmy took shape in the seventh inning, where self—concepuon'
and its mscnpuon armoured the body. Approgilalely, : then; perspecuve as a deﬁnmg parameter
structuring the very ground the subject is armoured against came te the plate in the eighth inning.

In the ninth inning—and here we aré——l amm—"1 sit in section nine and sometimes wonder why, /
but know [ am at ground 7ero / where art is made" (KE 73). Here art is made; it is not found. neitﬁeris ir
describing what is fouhd. Iteis. 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. Nggfourth dimension, no temporal parameter, because the text is always here whenever it is in
front of you. And, as Stein writes, "anybody w’ho‘ 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 withoil't closing, however. I stop, as you. do, hoping perhaps for "a ninth inning hoxﬁe run" to
setile the score, as they so hope in "The Day Before the Chinese A-Bomb’ (YB 36). 1 stop, perhaps
asking "oh God give us extra ihnings " as the speaker does in the fifth elegy (71). But, either way, stop- [
~ do. And GB does, 100, although he does not close because closure preveﬂts the reader’s investiture within

the texL He notes that, as himself a reader eager to respond, "1 cant reply to the monolog" ("23 E)ofa~ ..

closed text. "It is not that I want to force my point of view, I juskswant to k_now that it’s not over, not"

o > -
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