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DISSERTATION ABSTRACT
Christopher James Roethle
Doctorof Philosophy
Department of English
March 2023

Title: Visuality and Free Verse

More than a hundred years after Whitmaers libre and the Imagist movement, many
poetsstill have a remarkablydistinctunderstanding of what it means to wiitdree verse, as the
formis too often defined by what it is noatherthan by what it is. In this dissertatiorgxamine
work by Sadakichi Hartmann, Marcel Broodtha@tsilip Metres,and Derik Badman at the limit
of what wemight considefree verse poetry to argue that free vergmtgusta linguistic formbut
avisual constructhat must bé s e ie thase terms to be understood.

Following my IntroductionChapterTwo examines the early and nearly unclassifiable
vers libreof Sadakichi Hartmann, a Whitman acquaintance and early adopter of French
Symbolism whose characteristic lime1898& blaked Ghostsombines elements of prose poetry,
free versemeter, and rhyma a packagesxplainedas muchoy his interpretation of Japanese
painting asy Whitman or theSymbolists Even lefore ImagismHartmann wrote verse that
functionad, in some waydjke animageitself. Chapter Tireeinvestigates the groundbreaking
museum installations of Belgiamsual artist Marcel Broodthaerahichsomecritics consider a
form of threedimensionafree verse Br o o dt h a e seacowsage muksiperapedtivalt i o n
approabtoir eadi ngo that consistently breaks its
other linguistic system® expose the insufficiency of tleggnifier/signified chain. This chapter

also examines the more recent vendatial poetry of American po&hilip Metres who applies
4



Br oodt haer stdpageldased fleaviergéinallg, Chapter-ourexamineghe hybrid
form of contemporaryAmericancomics poetry, with emphasis on DeB a d m &ollétm
Suite to argue that comics poetnyay beanewfo m of Charl es Ol sandd s
possibly the revitalizedramatic poetry Olson anticipakat the end ohis 1950 essay

In each case, free verse st@qo the realm of a visuality that was always there ahead of
it, waiting for the linguistic elements of the prosody to catcHBypexamining these works, we

may begin to perceiveraore positivehan negativelefinition of the form.
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CHAPTER I

INTRODUCTION

What is free verse? According to R. S. Gwynn in his introductiétotry: A Pocket
Anthology @A Not hi ng has been s o -lamguaigapostry asthe éxsgict d e b a t
nature of free verseo (35). Yetmawarssgsstile t hi s,
have a remarkablydistinctunderstanding of what it means to write this way. Even Gwynn, an
accomplished for mal poet, does I|ittle more th
definition may be telseis vbreewith,nocorsistentnmetrical@attern. mf r e e

free verse, line length is a subjective decision made by the poet, and length may be determined

by grammati cal phrases, the poetds own sense
arrangemet of | ines on the pageo (35). I n effect,
for whatever reason or no reason at all . ACI e

free verse is not than wh adt-editottasked with dx@aining T h e
the constraining qualities of a form more often described as a flight from constraint is a hard one,
and Gwinn deserves consideration on that front. However, we should not let consideration
disguise the fact that, for maimtents and purposes, free verse remains in need of better
exegesis.

Unfortunately, this is easier said than doneldadition and Innovation in American
Free Verse: Whitman to DuncafnikRBollobss writes about the difficulty of understanding
free vese as a meaningful presence in American poetry when he imagines the form caught in the
fblack hol®o f fr ee v epaoet agosa@HIe meabfifree verse comes mostly

from negative admoni shments |ike ttmage steOEz
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certainly be forgiven for thinkinthatf r ee verse is |l ittle more than
LXXXI, 0o cal |l ed btrhoHe pamtameter (©18). Edeleeftis all the stronger for
the way it has been amplified by free sefuminaries like William Carlos Williams, who in his
1948 |l ecture AThe Poem as a Fi el dthofighwltltt i on o
the iambic pentameter as presently conceived . . . through with the measured quatrain, the staid
concatenei ons of sound in the wusual stanza, the s
he says beyond ¢tdismissal (281). Yet free verse, as Bofisland others have demonstrated, is
more than a reactiveulibueedsO®) I Il kEtamas goesunhn
new way of measuring . . . commensurate with the social, economic world in which we are
l'ivingo (283). My di sser t afAmeocan fieeaversalsc i pat es i
defining the practice as something witlifa beyond the gravity well of poetry without meter.

The bibliographic record on which this claim rests is robust yet demonstrates clear
fluctuations in opinion as to what that livelihood might be. Poets and scholars from&pttmb
Charles O. Hartmary. T. Kirby-Smith, and Marjorie Perloff have all devoted time to the
subject, many of them looking back at the terms of the debate as construed by early free verse
poets like Amy Lowell and T. S. Eliot. In broad terms, Lowell and Elimiultaneously
supprted the notion of free verse as more than the space where meter and rhyme used to go
bothe mphasi zing free verseds difference from me
type. Beyond this, however, poets like Lowell and Eliot diverge mayk@dhile Lowell extends
Sidney Lanierés emphasis on musical i sochrony
free verse poemds position on a spect-42lm movVvi
Eliot interprets the difference in literahjstorical terms, writing i o Criticize the Critidhat

Athe ghost of some simple meter should lurk b
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advance menacingly as we doze, and withdraw as we rouse. Or, freedom is only truly freedom
whenitappearagai nst t he background of an artificial
verse, which Eliot borrows from Mallarmé, is not so much a rejection of meter as it is a well

tethered step beyond meter into differently regulated but still recognizaiplestiic territory

(Kirby-Smith 10).

Other free verse scholars tend to sort themselves out along these linesSiithyfor
example, is Eliotic in his belief that Athe i
good free verse theentirmle pl ays against expectations i mpl
(6). In essence, Kirb$mith normalizes the argument surrounding what free verse is not, making
the black holeds reciprocal comment reeversposi ti
of Whitman, the Objectivists, the Beats, the
poetryo as a natur al reaction to periods of e
24). Marjorie Perloff, on the other hand, seemgi¢w free verse along a poetiy-prose
spectrum more in line with Amy Lowell. Though it is difficult to see beneath her dekadgs
argument against Achoppedd prose Perkeskhds ¢h
on AEzra Pousda HBmadidilih @ nTRé FaturiteMorseetdggests$ thadbthe
real sin of such free verse is that it doesno
Futuristparole in liberta(words in freedom), would not submit to the convention afdiion
without reason. l nstead, it would Adestroy
the poetic prose she sees in Poundbés essay AT
genre as a whole (Meschonnic gtd. in Perloff 190).

Againstthesedegreb ased i nterpretations of Apositi Ve

critics like Charles O. Hartman who emphasize free verse as different in type. Hartman starts off
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sounding much like Kirbysmith, agreeing that free verse is a reaction itwr prosodic norms

and that free verseds |ineation plays against

their critical trajectories are quite different. Where Kkbyni t h f ocuses on t he

the liminal point where past and prasprosodic systems meet, Hartman focuses much more, to
my reading, on free verse as a forwérohking prosody that controls reader attention in any
number of normetrical ways, often by dint of syntactical counterpoint or symmetry. For
Hartman, lineatioris alsothe only bedrock convention lgfince meter has been abandgned
capable oflifferentiaing poetry from prose (52)et, he seems less interested in free verse as a
specifically rhythmic proposition, opening the way for other sortsefcentric interpretations.
While granting the brilliance and utility of all these views, this dissertation hews closer to
Charl es O. Har t man 6 s, tdo,lviews kde uegse a tool fdr toetroling n s e

reader attention by nonmetricakans, holding that we have much to gain by looking forward

t

E

h

toward new understandings of the form. Rat her

counterpoint in the poetry of William Carlos Williams, however, | have elected in what follows
to movemore toward the fringe of the discipline to consider work by writers like Sadakichi

Hartmann, Marcel Broodthaers, and Derik A. Badman that tests the limit of what we can even

consider fAifree verse, 0 or ,whiphoseaymoggoi hoo Pbat ofm

territory than that of the other critics mentioned absuggest that rhythmic analyses of free
verse will often fail to produce the positive definitions their writers seek because they do not

recognize fully that free verse is more ttesalnguistic form. It is also an intensely visual

construct representing the |1 ogical continuat.

the advent of written language and the printing preaggue thatg f or m must be

context ® be understood.
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Each chapter in this dissertation tests the visual limit of free verse in a different way,
diving into the sort of verse and veradjacent material that one hopes would not be classed by
Marjorie Perloff as too timid to justify its linéan. In Chapteifwo, for example, | examine the
early and nearly unclassifiablers libreof Japanese German American poet Sadakichi
Hartmann, a Whitman acquaintance and early adopter of French Symbolism whose characteristic
line (and/or stanza) in hi828 volumeNaked Ghostsombines elements of prose poetry,
lineated free verseccentuakyllabic meter, and end rhynm#&o a historically misunderstood
packageexplainedas muchby his interpretation ofhe Japanes& a nséhool ofpainting as iis
by the example of Whitman or theers librists The chapter argues that even before Imagism
Hartmann wrote free vergmemsthat not only includedivid imagery but functioned, in
important wayslike imagesghemselves.

Recognizing, however, that the delicatalligraphyl i k e fit & a oplimisgd o f
infuse Hart mannoés ntheyde in fad, Cleaptértyeeimvesaghtesghg t h a
groundbreaking and archly physical museum installations of Belgian poet/visual artist Marcel
Broodthaers in the 19608dearly 1970s. In gallery exhibits suchL@sCorbeau et le Renard
(The Crow and the Fox) arMarcel Broodthaers la Deblioudebliou/SExposition littéraire
autour de Mallarmé&Marcel Broodthaers at the WWS, Literary Exhibition Concerning
Mallarmé) as well astheseries ofterative plastic plaquesowk nown as t he Al ndust
Poems® Br oo dt h ae rsemeutampanaeydritics boasider to be a successful form
of threedimensional poet a kind of material free verse juxtaposing words, objects, and
images in an omnidirectional field whose segmentsyaulbuslyon one another until a mutual
warpingoccursLi ke many free verse poems, Broodt haer s

unbounded, mul tiperspectival approach to fArea
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protocols, shedding light on itself and other linguistic or cultural systems in a atagxioses
what Broodthaers saw as the insufficiency ofdigmifier/signified chain. This chapter also
examines the more recent vervaual poetry of American poet Philip Metres from his book
Sand Operawhich demonstrates the applicability of Broodthas 6 s t e c Isartiofgagee s t o
poetry we usually mean when we talk about free verse.

In ChapterFour, we continue pulling back from the thrdenensional reality of the art
gallery, examining another form of page poetry that is, in its way, justrasiitted to the
omnidirectional juxtaposition of verbal and visual materials as Broodthaers. In this case, the
hybrid form is contemporafmericani c omi ¢s poetry, 0 with emphasi
Deri k A. B a d @dleit®Ssiite # leag langebean eonventional wisdom that free
ver seods | o-syllabienfandarltymesobliges itb replace those lost communicative
structures with others that might do similar work. Comics poetry, | argue, replaces these lost
features with the now wetle\eloped visual language of comics, emphasizing its construction in
di scr et e ofirs efignmegaast mopeeding in a way that essentially makes it a new
form of Charles Ol sonb6s fAPr o] evisualipoey mdyeevese . 0 T
be aversion of the new dramatic poetry Olson anticipates at the end of his famous 1950 essay, an
identity that would, according to Ol son, give
outside the poem despite remaining fixedsriwo-dimensional field As | note at the end of this
chapter, the projective potential of contemporary American comics poetry finds its first clear
expression in 1964 and 1965 in the Zib@sed collaboration of New York School poets like John
Ashbery, Kenneth Koch, and Barb#&aest with illustrator Joe Brainard, furthering the notion

that visual art has been important to new forms of free verse all along.
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In each of these cases, what free verse does, positively speaking, is step into the realm of
a visuality that was alwaysehe ahead of it, waiting for the linguistic elements of the prosody to
catch u@ the way Cubismfor instancet an ahead of other fAsimultani
Guillaume Apollinaireand othersLike the earliest works of free verse, these visuallytastu
poemsfrom the edge of poetpracticeretain their capacity to surprise us, a vital consideration
given thatsurpriseis oftenseena® ne of f r e prosede featuee@Oobym &559).
By following each set of works as they run, the hopeaswle may achieve enough distance
from the loss of the accentusllabic norm ¢ allowformally inclined writergo cease
mourning on the one handnd pretending as though this race has not brought us somewhere

concrete and actionabbm the other
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CHAPTERII:

NAKED GHOSTS: THE EARLYVERS LIBREOF SADAKICHI HARTMANN

To whom do we owe the free verse almost universally practiced by contemporary
American poets? Many histories of the form, like the one suggested by Stephen Dobyns in his
chapter ANot es BRestWérdseBest Odesuggesba bhow damiliar @ast of
characters. Walt Whitman in the rl®" century with his Bibleénspired verset, theymbolist
avantgarda n Fr ance of t he (e68bbesanddahardagistOiroLendami t h t he
with their manifestoes and anthologies of the 1910s all rmpkearances, and rightly so. Yet,
this narrative of free v e leavei@asideruchelseuaboutdhe g ai n
context in which the form evolved. Among the things often left for another daywould
argue, are the reabntribuitions maddo free versaluring its earlydevelopment byittle-
rememberedrtistssuch as the Japanese German American poet Sadakichi Hartmann, who
brought to the American practice of free verse trailblazing aesthetic theories from across both the
Atlantic and Pacific oceans. An exceptional figure in American art and letters, Hantmagnn
have beeithe first writer to practice and promote French Symbolism in the United States.
Hartmann also helped introduce and popularize Japanese haiku and tanka foraricaAn
essays | i ke AThe Japanese Conception of Poetr
He befriended (then scandalized) Walt Whitman, was one of the first authors to write seriously
about phot ogr ap h ameraNofesntdCaeseda Wark peengd momogrépks
on Whistler and the history of Japanesea@toundecEmma Goldmais anar chi st magé
Mother Earth drank with John Barrymore and W.C. Fields, and once acted in a Hollywood film

starring Douglas Fairbanks. Yet we do not,tfe most part, recall him. Why is this, and what

18



might the act of pulling him back into the spotlight for a time teach us about the nature of free
verseinthe late 1800saf t er Whi t man but before | magi sm an
Vogue

One of the chief reasons that we do not remember Hartmann has to do with racial
deflection in the prevailing story of free verseTlme Origins of Free Verqd 996), for example,
HT.Kirby-Smi t h, writing on Pound®&s itdenoggsr aomi, tahlel oP
Club and of the Imagisidell us thatimotifs and forms from Chinese and Japarjssarceshad
been eagerly discussedo (244). Yet, in the bo
connected to the real people outsideRhe et s 6 C| ub swdyestedmmgnhtite first a v e
place, leaving readers to infer that perhaps there were no such individuals. This omission is
amplified elsewhere ifthe Origins of Free Verday things like a list of poets writing
Whitmanesque freeevr s e, dr awn f or conveni endhedstonsake fr
Anthology of Modern Poetiy 1 9 8 8 ) . I n confirming the already
anaphor i c f r-Smth effectivedysdelimestheiidedbthat there might benet
legitimate, norcanonical line®f influence in the generation between Whitman and the Imagists
(1747 5) . More recent s AMHistoryefsreé Velsdeflec that possibiBye y er s 6
in much the same way. Despite admitting that many critics (even the Imagists) pointed to Japan
as a source of free verse, Beyers quickly dissolves the importatiis afimissiorby viewing it
as a symptom of free versebs rhetorical rel at
because Stevens used it, okwhenyHD ssedwrrandt e s , nj us
Ameri can when Wi |Beyemschims thasvee dave bieen dgtetmindg free
verseods qualities based more on the author wus

true to an extent. At the level of the mdual poem, free verse is, indeed, whatever the poet has
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or has not made of the form. Unfortunately, emphasizing this relativity also obscures, even
further, the place afrriting by authors like Hartmanm what i s now Ameri can
dominantpoetry.

Together, these deflections sketch the edges of a peculiar blind spot in the prevailing
narrative of free verse. This blind spot is the implication that nothing worth talking about on the
subject comes frorAsian American sources betwekeeaves ofsrassand Imagism, when in
factthere weremultiple well-traveled free verse poet Japanese desceaalbnepublicly
interpreting Japanegmetry, drama, painting, and printmakiimgwvays that were not lost on
l umi naries | i ke Po dective leapind backeaadtfath in His@drgunt sffree s e
verse from Whitman to VerlainethenWhitman to Imagism) makes it easy to ignore that
Hartmann knew both Whitman and Verlaine personally and shuttled between them in the U.S.
and Europe as early as B3& 1887, depending on the acco(frdwler 77). It obscures that,
while doing so, Hartmann wrote free verse poetry drawing by turns on the Whitmanian line,
Symbolist soundscapes, and, according to Floyd Cheung, the Japanese aesthetic coooept of
no aware (the transience or ephemerality of all things) long before these lineages found Ezra
Pound who also knew Hartmann and mentioned him explicitly in Botuide to Kulchuand
Pisan Canto LXXX (Cheung 10, 4131). In this chapter, | aim to recover somethof
Hart mannds reputation and place in the sweep
idiosyncratic approach teers libreis important because it helped invdst formwith Euro
Americaninterpretations ofheJapanespictorialline(aad it s att endainthe Asugge
decades just before Imagism would carry that mode of poetic composittamdpean and
Americanaudiences as a signal part of transatlantic literary moderiisisiwas fortunate

timing, as transatlantic audienagfsthe day were primed to accept trpasific additions thanks

20



to Orientalist trends ranging frodaponismé¢ o i O ma TheK & ne@paintianghe would
laterdetail inhis book onJapanese Arf1904) allows us to semore clearlyhowthis verse
heralded qualities soon embraced by Imagist vansenidcentury American post of the
PoundWilliams line, while hisvers librei n 1 Blaké&d&bkostgieldsi nsi ght on hi s p
broader relation toubist paintinganavant gardevisual form that HEmann wroteaboutas an
art critic and came to value alongstue loveof traditionalAmerican painting

Carl Sadakichi Hartmann was born in 1867 on Dejima Island in Nagasaki harbor, the
second son of German businessman Carl Hermann Oscar Hartmans aapdmese wife Osada
Hartmann Fol | owi ng his motherdés death in 1868, H
Germany, where they grew and adapted as much as possible to European society. Though this
rel ocation was partly t baskedthat&adakichi arbleis oldara nn 6 s
brother Taru receive a Western education, it
of options, having been disowned by her family two years prior for marryiogignerand
giving birth to a biracial sofCheung 29, Fowler 581). According to Hartmann, after his
mot her6s death, these relatives had her body
marriage to an Occidental, strewed her ashes
(qtd. in Favler 51). Too German for his Japanese relatives, Hartmann also proved too Japanese
for his fellow students at the German naval academy in Kiel, which his father forced him to
attend at the age of fourteen. Tippedfifteed | owi ng
yearold Sadakichi off even more definitively to America (Fowler33. There, he lived in
Pennsyl vania with afiipd edbrearmdiyn plhe d 3 sft a mieloy peop
Hartmann inConversations with Walt Whitmaowned but aiagle book of poems: a gold

embossed edition of Charles Warren Stoddard more for display than reading (3).
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In Philadelphia, Hartmann spent most of his meager income on books, reading his way
through several bookstores while virtually starving himself. #d of these stores, a Quaker
acquaintance eventually suggested that he travel across the river to Camden, NewoJesstey
the aging free verse poet Walt Whitman, who i
(HartmannConversation®). InNovemie r of 1884, two years lLbefore
Voguebegan publishing the original poems and Whitman translations that would beemme
libre, Hart mann did just that. Accabidedtificatgn t o Har t |
(AYou ar ebay,Japra;meys®u not 20) was the second ¢t
acknowledgement that he was, indeed, Walt Whitn@amyersation$). Whitman invited
Hartman in, whereupon the pair had the first of several meetings, some later of which involved
Hart mann translating Whitmanods Gaps.mizenfrscorresp
discussionHartmann says, ended with Whitman giving him a proof of the typical Whitmanian
free verse poem AAfter all Bbxopodiot iCored)t et dOnd gr
ARead it over six or eight times and you may
condescendingly, and it is likely that Hartmann did, for he appeared in Camden on a subsequent
visit with the propf Ahandsomely boundo (13
Humble though it may be, this episode and others like it are worth remarking upon, for
they demonstrate that neither free verse, nor
around waiting foL.a Vogue or Imagism, or literary modernism to get stdr Free verse
continued to propagate throughtheront e mpor ary soci al net wor ks i1
career, long after he had ceased being at the absolute cutting edge of English verse, though very
much in recognition of the fact that the edgd bace been his. While there is much to be

skeptical of itomartwanit thraa n &sT heelraei mr e s o many tra
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Americanisms, inborn with us, which you woul d
a peach t ruestonabout Hagmannenvad notgvhether he could grow the old rose or
peach but how he might fuse thiessomingree verse models available to him (Hartmann,
Conversation8). According to Hartmann scholar Floyd Cheung in the introduction to his
editonofHar t manndés coll ected poems, the question
hybridization was partly answered when Hart ma
phil osophic stance with Whitmanian i magery an
This marriage wuld begin in earnest over the next several years, during which time

Hartmann made several trips back and forth from Europe, encountering firsthand the Symbolist

poetry and poetics that Cheung sees in works
SeasAr e Surging. o0 In Cheungb6s view, ADri fting FI
inflected Ause of an image to enable transpor

Seas0o indulges the Symbol i st apesnnclidedmalimostfarr sy n
their own sake (Cheung 414). Cheung is correct in this, yet it is worth emphasizing to an even
greater degree than he does in his introductd.i
not incidental. He was not introducedboé mov e ment by a codohey of Art h
Symbolist Movement in Literatu(@899), as WB. Yeats, TS. Eliot, Ezra Pound, and Wallace
Stevens were (Dobyns 85). Rather, Hartmann wrote Symiiflisénced free verse, in part,
because he wasin Parisihe years both before and after Syr
carousing with the movementdéds creators and in
free versebs origin. He brought Symbolism bac
In an encourdr with Hollywood biographer Gene Fowler in 1940, Hartmann dated his

personal connection frominentSymbolist authors like Mallaréand Verlaine as early as 1885
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(his first trip back to Europe since being shipped off), approximately a year after tisdetng

with Whitman and at a moment when their association still had months of steam left in its

bellows. According to Fowler in his memalashHartmannbiographyMinutes of the Last

Meeting the elderly Hartmanfwho may have been conflating the twjih another inl887, or

an even later one in the winter ofaP893) would occasionally name drop to get out of

answering difficult questiod@s as in this Bohemian gem, which mentidvallarmé, Verlaine,

andHa r t ma n nia ene fpllcwoop vy
fWhen in Pas in eighteeneightfy i ve, 0 he said, fAwhil e wr|
ONaked Ghosts, 6 | met Paul Veoisl aine for
Premier. The poet was waiting to be treated to pure green absinthe, a drink he
liked to take one after the oth&ne night when leavingMallagd s | met hi m
again, and we wandered all about the strange places of Paris. The next morning,
in some little restaurant on the outskirts of the city, we drank wonderful white
wine as the laborers were going to work. Onehefitcidents that make life worth

Il i vi ng(Fowler7g | | . 0o

Given this proximity to Mallarrdand Verlainepr at least to their miliedt is no wonder that

Hart mands f i rRoemgdbpwikl iofh edeitmr y,889, a full dec
ant hology), contained work described by Cheun
Symbolists,o for both were active, personal i

continued intothe puldiat i on of Har t ma mMakédsGhastancl8o8 (stila ol | ect i
year before Symons), as he remained a point of connection between two of the great, early

strands of the traditional free verse narrative.
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Unfortunately, evi datiwcwth Whitnaah infldesncedthea nnds as
Symbolists is scarcer than the evidence that both Whitman and the Symbolists influenced him.
When Dobyns returns to Whitmands influence on
French translation dfeaves of Grasdid not appear in Europe until 1909, well after Jean
Moreasods fASymbollias Vo Manenn & ehanmpmringeasiilde(both in
1886), and to claim that Laforgueds transl ati
poet 6s t eatlymattergdit@thears librists(Dobyns 86). Dobyns quotes P. Mansell
Jones to conclude that Whitmanés fi mportance
date. It would be safer to say that when the fiest libreswere being written, the pteewho
knew Whitman, and they were few, were attracted mainly through the appeal made by his
brusque originality to their pronounced taste
poses something of a problem for those who might like to view tixestandard tale of free
versebds devel opment as an unbroken flow of in
by mutual acquaintance with Hartmann. I f Whit
Symbolists, then t hleence onrthe hogdomimanibts thbwighs lib@en 6 s i n
becomes more complicated and less attributable to Hartmann, at least along this path.

Even worse, critics like Floyd Cheung believe tlvatcannot place as much pressure on
Hart mannds bi o gtoapitmanasnightdbe comveniert, icomsidering that
Hartmann did not usually write like Whitmavhen he wrote free verse (though there are
exceptions). How, then, are we to substantiat
Ami ssi ng | inmp&ebly, dchaimthat €meung @peats in his introduction to
Hart mannods c Burnks 43¢ Gheudg 183)?df the link were purely social, it would

be important, certainly, but of less immediate consequence to the story of how free verse
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technique ame to be practiced in European and Americancirddse r e di d Har t mann (
verse come from, if not Whitmaopnsidering that he wrote so much of it so many years before
it took off in Englist? Wha did he feel this new poetic technique accomplished,row did it
fit his understanding of the many other art forms he wrote about as a critic?
One compelling and little remarked upon answer to this question reaches back to
Har t mannos -Anmtican inkegpretar ofbapanese visual art and aesifediservice
dubious in some circlethat he performed fawhite audiences even thoude could not claim
experience from an adolescenceountry. In fact, according to Floyd Cheung, Hartmann could
not read or s p e dntroddcaom @) and may firgt Kakedearnegl about Japanese
poetic forms including thbeaiku, tanka anddodoitsufrom books likeln Ghostly Japaroy
Anglophone scholar Lafcadio Heai@Heungfi Sadaki ¢c hi Hart manno). Thol
Japanese i nfl ue n crseundoubtedlycammimommedkening witk the farne
and meaning of thieaikuin English translationthe remainder of this chapter contends that much
of it may also have had to do with the influence of Japanese paintings and\baimgssuch
images, especiallykiyo-e woodblock prints, had by that point been circulating throughout
Europe and North America for years as part ofJdq@onismdad that informed most
Westerners6 understanding of Jlduledthepopuldritymor e t
and ubiquity oukiyoei ma ge s | i Khe Gieat Wavs alfiK@nagawae can only
imagine the power and novelty these images would have held for contemporaries like Pound,
who drafted Al n a Statihen anfd tfheel |Mew rPoode taérso ull
Richard Aldington were studyingkiyoepr i nt s by Haronobu and ot her :
British Museum Print Room, or on Amy Lowell, who wrdtakuandnamed a volume of her

poetry afteukiyo-e (Arrowsmith 2936, Hakutani33, 46, 50) In what follows, | argue toward
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t he not i cermpaintnga preBuesor @kiyoe, explairss o met hi ng of Hart ma
willingness to adopt analogous free verse technjcara$that this work folds into larger ideas
aboutart and the use of artistic materials across mediums thahadeeven clearer in his
criticism of American and EuropegraintingelsewhereThis makes sense if Hartmann was
compelled to actively study Japanese art, as an outsider, to write and lectursubjetbie
Strangely enough, the writing thigpif i es Hart manndés work in his
Naked Ghost61898), includes both rhyme and identifiableter. Far from being clear
traditional versehoweverH a r t ma n rNaked Ghasilire (or stanza)s a nonce form
always and purposefully in flux between forrpaletryand free verse, making it an even newer
and more vital form ofers librethansomething likehe outright free verse @f O h , Mi as mi c
S w a mpith ds rareimitation of WhitmanlLooking at twoof these shiftindigh ost Isi ned p
backto-backwill strengtherouri mpr essi on of Hart mannds nonce f
verse, while pointing to poetic hallmarks that will crystalize even more clearly elsewhere
A Strain in Red (1882)
An eager tongue between parted lips, a garnet
glow within argent hips, the blood of roses
whose thorns pierce my heart, as | sip
wine over the senescent embers of art, where
ruffians scoff the hierophantés robe in

sunsets of dying glolse(50)

White Lady of My Desires(1892)

Sleep on and smile thy radiant smile amid
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dawnflowers, frail and white, while naked
ghosts kiss thy bodyés soul as they pas
their magic flight, and | stand lone and
shivering in the white and witherimgght. (52)
Both poems appear e x aSadakichi Hartsmanh: CalgctedlPmems,n Ch e un
18861944 awkward line breaks and all. The longer we look at them, however, the more
difficult it is to ascertain their form. One reading, drawingon Hantmab s exposur e t o |
|l iterature, might interpret this as prose poe
Baudelaire. For instance, only the first letter of the first line in each poem is capitalized,
suggesting grammatical subordinance and thelwwapping qualities of prose. The sense of
prose is especially powerful given that Hartmann wrote in an era that still tended to initial cap
the first word of each new verse to emphasize its integrity as a poetimguback of
subsequent verse intetyriin this case, suggests lack of subsequent \@eragshough lines-B

of AA Strain HBSnoReddWhamne ILiandgs o2 My Desireso

without the customary indentation. Metanwhi | e,
split adjectives and head nouns (li ke the awk
low-val ue words in the |Iineds most prominent spi¢

AWhite Lady of My Desi r es t@ionallmdatsoo morercithiaateaidtice a r
of prose in this period than poetry. As if th
close in a sixth line half as short as any other line in the piece. The premature stop implies not an
intentional poetic mit equal in weight and importance to the others but, rather, a-siagtence

unit that ends when it ends, as would be the case for the last line of any prose paragraph.
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In perceiving the case for prose poetry, however, we may also perceive an equally
persuasive formal case for intentionally lineated free \etbe integrityretaining units of
which simply eschew verse initial caps in the way of much modern and contemporary poetry.
What appeared at first to be the unjustly abrupt separation of adjdotiretheir head nouns
now, as in the case of AA Strain isstratdegiad 6s 0 g
(1-2). What the poem separates, it separates in the name of surprise and the delicate layering of
imagery typical of lyric poy (55-59). The eager reddish tongue of the first line becomes, in a
figurative | eap, a small bl ood red jewel set
of the line break, not a tongue or a jewel but a glowing sexual desire, itself set like a garnet
betweet he | over g p(saor Gli vweer $ddh)e poembs I mmedi at e
roseso at the end of | ine two and Hartmannos
the volume, it is likely that the hips belong to a female loveramptiocess of losing her
virginityd though whose tongue readers are meant to imagine and what Hartmann means by
Al i pso remains a provocatively open question.
however, or whether this is about kissing, oral semeprative loss of virginity, or all ahe
above the care Hartmann takes to stage his first figurative transformationdver f i r st | i n e
comma and his second over the line break cuts against the idea that this is prose poetry where the
sentence wrapgndomly in response to an unnecessarily restrictive page margin. The equally
caref ul l inking of allitecamhs$oonaad/lmrtid mBE,uh dass g
Agarnet 06 and 0 astheaatidnof)delietate lmeatioa heasfthe triegpairing
works in a reasonable way to balance (or heal) the rupture between lines which allows for this

transformation.
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A similar thing occurs in AWhite Lady of M
ghostso splits emtnesalses and fowe. Contempoiary feadersioélineated
free verse would |ikely not bat an eyel ash at
|l over6s moonlit body intact wuntil t htbodf ol | owi
butt he 1 mmateri al Aghostso that appeWwhether o ki ss
accidental or purposefuhe alignment of the line break withigtshift between embodied and
unembodied elemenggenerates meanirtgrough its separation afdjetive andhead nouneven
asitinterruptt he sentenceds syntax in a way that mig
unusual in the 1890s.
Finally, there are thembeddedormal structures arguing that this is rhymed and metered

poetryd exactly the sort athing against which many writers of free verse set their pens. Though
the rhymes do not | and at the end of each | in
Strain in Redo s howsinismosthpyomeedt sanio eclo@ps/hips,st r uct u
heart/art, robe/globes), often placing these rhyatéise end of syntactical unitas we might
expect

An eager tongue between partgs, a garnet

glow within argentips, the blood of roses

whose thorns piercemyeart, as | sip | oveds

wine over the senescent emberarf where

ruffians scofrdbeinfiee hi erophant 6s

sunsets of dyinglobes
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There exists, als@ metrical pulg which becomes more recognizable once the rhymes are
mar ked. The first cou pradéidna poeticmfarina, for exdmple,r ear r an

clearly registers as iambic tetrameter (véthising rhythmin the third foot):

An eager tongue between partigs, x!  x/ xx/ x/

a garnet glow within argetips x!  x/ xx/ x/
Though the poem breaks with this gener al met r
wine over the senescent embers of arto), the

than a definitive br ea kheweteritretthesslanguidlgtmd s ver se
accommodate the speakerdéds savoring of |-oveds
in-aging, smoldering) embers. Yet this digression ultimately folds back into the generally iambic,
generally tetrameter pulses ane might expect. Similar rhyme and meter patterns are observable in
AMai den, I Know the Sorrowo (1892).

The usual course in Hartmann criticism, for critics like Chettagry Lawton, andGeorge
Knox, is to downplay these messily placed but predictddylaing units and the existence of this
audible metrical pulse. It is also to downplay the existence of free verse and prose poetic form in
the work, though they all know it is there and spend the obligatory moment marking its presence.
The oddsimultareity of form is never remarked upphowever, and sdé possibility that
Hartmann has something unique to contribute to free verse goes unobserved. This is largely because
it is not Hartmanndés place in the HMHiagttoray ndfs
early familiarity with European Symbolism and his role in helping to bring what was then a-cutting
edge style of writing to America. For this pu
dramatic cycle about world religious figures farnmasefud a fact which led to their republication

of Har t ma rBadils, Cerduciks, Christ: Three Prophetic Play4971. OfNaked
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Ghosts they say little, and nothing positive. Instead, their focus is on whether Hartmann was the
first American Syrolist or the second:
Hart mannés first |iterary efforts in tf}
1887 which make up part of a collection titiddked GhostsSeveral of these
prosepoems were privately printed by the author in about 1890 on dsidasof
which only two or three copies exist today. Depending on priority of publication,
which has yet to be determined, these p@eastually very poor poends
compet e wit h P&telsiaPrdsashhe firat publishédssymbolist
work in America.Whether Hartmann was in 1887 aware of symbolism as a
movement or simply imitating tendencies he had observed in French poetry is
unclear.

An article ACel ebrities of the Day:
published irRomancdJune, 1896) referstoHama nn as fAt he fir st
symbolism in Americao and asserts that
1887. The statement is significant for modern studies into the transmission of
symbolist aesthetic doctrines to the An@axon world. (xxiii)

Il n a similar vein, when Lawton and Knox ment.
that Hartmann dedicated it to his famous Symbolist friend, Mallarmé (xxxi).

Cheung also downplays the formal qualitiestmi ght make Hart maonndés ¢

di scussions of free verse in his quick dismis
preferring connection at the | evel of Whit man
Lawton and Knox before him, however, Cheung move®ont r eat t he I mportanc
Symbolism. fAWhereas [ Whitmands] O6As | Ebb6do
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regarding the speakerdéds unity with nature, 0 h
considered Symbolistinitsuseafa i mage to enabl e transport to
Cheung then transitions to discuss synesthesi
argue, the ofkilter crash of sonic breakers inundates, but does not drown out, the dogpbét
rhyme (emphasis mine):

Cyanogen seas are surging over fierce

cinnabarinestrands, where white amazons

are marching in the radiance of ends

Oh, were my lambent love flame but like

the surgingsea deluge the red of the

desert and drown thehite virgins inme. (59)
Cheung, likely, does not consider this poor pgeatsyLawton and Knox do. Yet his emphasis on
synesthesia again promotes Symbolism at the expense of the other, overlapping forms on the

pag® forms that coalesce into a nonce stasatypical of Naked Ghostthat we nay evencall

it the bookds normative |ine/stanza. Eight po
including ASigns of Virginity, o fAMaiden, Il Kn
Mi dnight, o all four sectiomsioh, dDPddmsd otdy Ewna
White, 0 AThe Wanton Rose, 0 and ABroken Lily, o
rhymes socked away in the middle of | ibpe two,
above)Just under half oNaked Ghasi nvests itself in this one it

indeterminate ghost line. If we add poems that accomplish thedslioateindeterminacy with

different internal rhyme schemaadstanzaorms beyond théercet, ths jumps to 68% of the
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book. All tha remains are two noticeably Whitmanian free verse poems, two unambiguous prose
poems with no overt internal rhyme, and two p
FI owetakenoorHar t mannés S¢hm&étol i st dr ama

Lawton and Knox, critideof a Hartmann they fehad beeii d e f eat ed i n al mos
everything he set out to achiévelefeated by the breadth of his many interests, defeated by an
inability to discipline and refine his unruly talents, defeated by his own immense vanity and
stubborn awgance, defeated by his too early precocity anfi faru n g e r yaduldtde on 6 ( x i
l'ittl e but condNékeddchosts hate Wast maneoOosevi dence of
slipping back and forth from prosewers libreand rhyme whenever he feels sdlimed. Is
Hart mann s erdboeufso?roe tdheecyl aarsikng, i n momentary ex
somet i mes nlothis éaselfoweverweiaie in the presence of Hartmann at his most
serious and deliberat&heold poet and art critigvould go on b compliment American painter
John Deckem termsthat speak with eerigrecisionto this searching line frolaked Ghostdn
a letter dated 30 January 1944, regarding a suddefinteté f e s hi ft i n Decker 6s
Hartmann wrote thadt Wh aatimireé first of all is the vigorous groping for a new technique
fluency of expression and a dewilay-care nonchalance toward he medium. What | like best is
the row of houses in the ghost town; the distortion and strange combination of anatomical
structurs. . . Yes, John Decker, you are a great padnteyou can keepitup (gt d. i n Fow
239).This certainlyrings a belregarding he fAstrange combination of ;
Har t meerslibé.s

This emphasis on visual art writing cannot be understatealt criticismwas a
considerable portion dfl a r t m kterany®@wstputand his skillin the fieldwas well established

Hartmann wrote important professional criticism of early art photography trsdewn name
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andt he pen name fASidney All eno and was, in thi:s
circle in New York and a frequent contributor
journak Camera NoteandCamera WorkHartmann knew Stieglt z 6 s Phot o Secessi
well enough in 1903 to author the satirical p
member, the painter and photographer Edward S
be or not to beo0o sshdtertopanuoy phatdgraphtAftevdorsiddniregthe i t
merits of each, Hartmann has Steichen declare:
Photography turned painting ;

Paintographs or photopaints ; a sad plight,

Whi ch makes me rather bear (at times) t

Than turn entirely [photo] secessionist.

Thus prudence makes chameleons of us all ;

And thus my native store of o6fakyo6é tale

|l s sicklied ober v th scarcity of trick
The mock monologuetake pl ace, per Har t m&iftnAbenue,sbetmegne di r e c
Thirtieth and Thirtyfirst Streets 6 t he | ocati on of Stieglitzbds f
referred to as the Phot o BanetSkishemd ne rpedng e vy, a
a Japanese ojsashlJasaneckte ( 175) . The Japanese obi has | i
however, and everything to do with Hartmann, who ventriloquizes his own ideas and the
difficulty he had inhabiting Japanese culture throtigimletSteichen Together, we might take
these i deas as a vivid statement that Apruden
Hartmann to wear many skins in public life: a kimono to lecture on Japanese topics and a suit in

situations requiring a greater show of \ées assimilation, for example (Cheung 7, Lerriam
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9). The prudence that makes it unwise for HatSkeicherHartmann to take sides between
painting and photography also makes it unwise to choose just one form of poetic lineation in
Naked GhostsvhichHar t mann publ i shed an expanded editio
Mo n ol o g u e Yashiwaiateasureséekers irukiyo-e art, Hartmann and his poetry had
their feet planted in multiple worlds because there was nowhere and no way else for a German
Japanese American transplanttostdni.i s poem al so i ntroduces us |
equivalence between different forms of artistic mediaithetharacteristic ohis art criticism.

AA Monol oguedso 1903 or i gneofthpbusiestygalssint o a d
Hart mannds c¢ accerding toZLkeungl904 saiv publication of a major collection
of Ha r t mpoetry,®rdting Flowers of the Seais influential essay ohaikyy A The Japane
Conception of P oaphanyheé history afapanbse Artinthe latterg r
Hart mann wrote that his fAsole aim was to show
exponents © i ncl udi ng t h oisaee actually achoenplishadnwith martidularo |
stress on those of tih@ccomplishments which appeal most strongly to our Western sense of
aesthetics, and to also give the layman an opportunity of coming into touch with the infinite
vari ety and gr ace ofTh3 mapsRatibcantinflpence,twbichiwvauldi s mo  (
have been building in Hartmann for years leading up to the actual publicatlapasfese Art
retroactively explaingis approach to free vergeNaked Ghost#/hile providing a window into
his understanding dhe way tlis techniquédbridgedthetransAtlantic visual art influencethat
droveotheravantgardeliterary styles in Europe and America.

Historically speaking, the influence thipanese and Eufimericanforms of art had on
one another was reciprochhtein Japanese Artfor example, Hartmann demonstrates an

awareness of the way Western artistic styles influenced the linework of various Japanese artists,
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and how, in turn, Japanese visual art came to influence groundbreaking European artists like
Whistler, Manet, Degas, and Monet:
Everybody seemed surprised at the varie
even the faults in perspective and modeling enchanted the enthusiasts, as a protest
against the too rigid rules exacted in Western art. A peiieat for everything
Japanese swept over European countries ; Paris in particular went mad with
Japomania. There was hardly a house in the Monceau Park district, which had not
furnished some rooms with Japanese lacqumk, bronzes, and tapestries. (158
59).
It is possible that Hartmann speaks from personal experience about Monceau Park and similar
homes, having visited Europe and floated through a great many London, Parisian, and other
salons in 1885, 188 and 1892 (roughly the time he would have beenpmsing poetry for
Naked Ghos)s However, even at the level of general observation, his commenisrasptive
As Japanese Aris quick to point out, th&uropearpu bl i c6s i ntroducdti on to
from many year®arlier, beginning with the acollecting habits of Louis XIV and exploding
after public exhibits like the London exposition of 1862, the Paris Exposition of 1867, and the
ViennaWeltausstellungf 1875 (15457). Hartmann notes that the expositions in Paris and
Viennaevenhadthebdad ng of the Japanese Satsuma gover ni
ancient treasures with a readi-S8e™esEurogeanc h was
cultural market was thus glutted with examples of Japanese visual culture during thistperiod,
such an extent t hat Pi&ureg oftheRloating \Voddeeinslessa ver se i
miracle of creative croggollination than a frank acknowledgement thaponisménad already

gripped Western visual culture for decades by the time her booguhktished in 1919.
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The case was similar for Americaaintersof the daymanyof whom Hartmann knew
socially and wrote abour publicationsncluding hisown The Art Critic(189394) andArt
News(1897).Thesepainters too, had alreadgbsorbedh great deal of Japanemd a factthat
could not have escaped Hartmann as he visited their studios gathering rfa@térsavriting
Returning to Boston after an eventfil89293 trip to Parisfor examplgone that include visits
toMallarmé s  semdounters with Symbolist peegbustave KahmndJules Laforgugand
meetings withlaparinspired painters.A.M. WhistlerandClaudeMonef), Hartmann traveled
up and down the #antic coast collecting subscribers fitne ArtCritic, eventuallyacquiring
commitments from sevenundred and fifty artists representingamueders r ow of Amer i
talent. According to Jane Calhoun Weaver, edit@adakichi HartmannCritical Modernist a
coll ection of Heahtsmahnést antl wdedi Aigmany of th
United States: Albert Bierstadt, William Merritt Chase, August St. Gaudens, Childe Hassam,
Thomas Dewing, Al bert Pi nkéfanmed Rignthlstrcritic, Geor ge |
collector, and pronter of traditional Japanese ditmu s eum cur ator Ernest Fe
Bost omMddtothisHar t manndés apsaditedke Jolona Rarge (1835
1910), da distinguished American [ st adteed gl a
art public . . . [and] were of special importance in the growing emphasis on oriental art
(especially in Boston), 0 and taugreatdeabboatn be | it
Japanese painting prior tioe publication ofNaked Ghosts 1898 (Weaver 19By October of
1895, Hart mann was ready to claim that Japane
occupied at the beginning of t hpomtofcviemdntber y by
tectonic shifts he saaccuring in the field of Americarpainting Al f our artists b

J a p an e s advisedctearlp belirewenghatthey did,fithey should also endeavor to
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understand its spirit and not be so shartsigh
Weaver 250)Japanese Artpublished a little less than a decade later, is an attempt to practice

whatHartmannrhad already been preaching as one of the most ndtaideicanart criticsof the

1890s

WhatJapanesé&rtmi ght have t o sghygstliadhoveverdddelopsbyna nn 6
degrees in the bookés history of painting sch
of Japanese painting (ca. 1400/ 50) , f or exampl e, Hart mann writ

like Saitoshy as a thing chlligraphic dexterity congenial to Japanese artists as an outgrowth of
their linguistic script and the tools with which children were traditionally taught to write it:
The child, learning to write, draws these pictorial signs with a brush, holding the
paper, which is absorbent, in his hand. Thus, the whole arm works, motion being
got from the shoulder, the elbow, and the wrist alike. One can readily imagine
what influence this method of writing has in fostering the power of a child to
seize the outlinesfmatural form. It learns unconsciously to draw with a free
hand. Our [American and European] children learn to write with a hard pen or
pencil ; and with the same hard point they make their first attempts at drawing.
The young art student suddenly findgielding brush placed in his hand. No
wonder that he is awkward, and in its manipulation absolutely incapable of
competing with a Japanese, who already as a child has learnt the value of touches.

(61-62).
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While the imaginary Japanese child, here, is not naturally more predestined toward linear

dexterity and nuandhan children elsewhere, a combination of historical, linguistic, and

material factors combimk Hartmann feltto make Japanese artists and writers particularly

responsive to the management of contdéundich, given the nature of ink bleed on absorbent

paper and the flexibility of the brush, are more organic than schematic. According to Hartmann,
Japanese children paint and write with a Afre
At oue helsi s sounds | i ke th
description of free versas an act of embodied
poetics fiin which the who
produce a line that expresses its content in a

manner unavoidably unique to the artist. In

fact, it hews quite close to one of the primary

claims about free verse made by later writers
ikekDobyns: in this case thc
develops out of the idea of organic fanthat

the true poetds rhythms a
an idea that we have seen evolve from

Coleridge, through Whitman and the French

Symbolists and wind up a

Figurel. K an @ ,bu. RumsTeea and WaterfowEarly 16" absoluter h yt h'm. The extreme e
century.The Metropolitan Museum @éfrt, https://www.met
museum.org/art/collection/sear845133. says, i s to make a diff e

poet, 06 or a different | ine, in this case, for

Hartmann reinforces this when he writes aboupiaterKk a n @ M a @ica 1), dddding that
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fthere Ii's no doubt t hat , without the Chinese

touch, which reveals the painter more plainly than the object painted, . . . would have been

dwarfed in the Jap dapansse Arfd-a2). mhis & adtrug oHpmeatry asd n n

is visual art, a connection Hartmann encourag

The Rubaiyat of Omar Khayyathen available to English speakars&n ircredibly popular (and

freely translated) version by Edward Fitzgeréildm 1859 (72).

Hart mann goes on in the chapter to describ

including Og-2a7a6X@rwho(466died with Kan®@ prac

school 6s hhRinpd natereabsiraction, painting around the time of@iash manner
similar to a modern free verse p@ig. 2-3). K@rin, Hartmann writes
break away from the classical ideals. There was about him not a trace of arbiésugr ru
traditions. Whatever he imagined he produced immediately in a wild improvisatore fashion

without troubling himself how it was done,

) n\

notes that K@rin was al so aausekhimtdcendludethat quer er

K@rin was best ficlassed in the 1|ist of t hose

individuality, fail to put their real talent

These comments are of i nt eforsevdral reasonssFirstd e nt s

is the eerie sense in which Hartmanndés commen

seems not just a descdiaptne d%4 fublicambs date placest

its composition very close to thatthle HamletSt ei chen poem AA Monol
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Hartmann identifies himself as an artist with a similar store of taletesundervalued (or

deemed Afakyo) by critics |ike IHawmstepn and Kno

Figure2. Og at @&RoughiNaveil 7041709. The Metropolitan Museum of Ahitps://www.metmuseum.org/art/
collection/Search/44918.

Hart mannds descripti ons -histbicakndys iith thaprestce of e son a't
certain modernist poets in the first half of theentiethce nt ury. K@rindés turn a\
were then the classical ideals of Japanese painting resonates, for instance, with the modernist free
ver se poet 0 sclagsioapaeticmodelsyasor example wheW. C. Williams turned

from the sonnet in his 1948 essay fiThe Poem a
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deal with Poundodés dictum to fimake it newo as
Aprmomceptiond and fAprojective verse, o0 in whic
fingers and sent by nerves to the brain, ideally travel back out the hand again, into the
typewritten page, with mini mal m240, 248 | interfe
AHuman Uno0O6ler sfefor d@ t he moment he emdtp@sy s i nto
himself in the oped he can go by no track other than the one the poem under hand declares, for
itself. Then he has to behave, and be, instant by instant, awara@fgveral forces just now

being examined, 06 Ol son says at one point, ref
as though he were a painter bringing all his muscle memory to beatlmmnmoment, organicist

touches 240).

Figure3.Og at a, Crda&y Fines, and Bamboo [Right Scredgrly 18" century. The Metropolitan Museum of A
https://www.metmuseum.org/art/collection/search/448%& floating elements and texture of the mark making in sc
ways anticipatbeCGhgrbésipropeaédsi ve verse. o
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Hartmann continues to establish links between painterpa@etdin subsequent treatment
of t he ladjigcentrShippainten\daruyamaek y(b7331795) , #fAa great st

[who] resolved to pait directly from nature, without trying to embellish his work. But he could

not escape his genius, 0 Hartmann writes. #A[ H]
became poetical even against ekyfowfalurem (97) .
Arepresent the inner | if e, hepooduceuienohethelessl c har ac

praisesek y® f@dAnaturalness of attitude, o0 (97) a nod
realism in Japanese art (inthiscask Y@ at t e mp Dusch dngravingin(iLO5)aTthis
i ncreased nnak yhwowevenablgyselywith thersiknigar surge in arguments
about the importance of natural as opposed to high poetic diction put forward by American poets
like Williams in his emphasis on autitec American dialect and, before him, William
Wordsworth in his 0iPrlgrica Balads, atwork reldaged jus8fled e di t i
years afteeek Y& d e a tek ybteMdbdaHartmann reimported to America and Europe via
art criticism.Artistic imports likegek Y @revaluable to our understanding of free verse as they
provideadditionalhistorical and aesthetic contextfoefiver i si mi | i tudeo criti
fed to be amtheressential quality of that poetry (106).

Thought may, at first, be difficul schoblo see wt
might have to do with modern free verse poetry in Europe and Aaeetweentiem these
visual and poetic fansproduced a kind of artistic and cultural nedus transpacific line of
aesthetic influence available to Hartmann in his rolanastistic interpretethatcame to
influence not only European visual art but European and American free verse of the post
Whi t mani an variety as wel/l . From the Kan@ sch

itouches, 0 free verse inherited a visual anal
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For Hartmannhoweverthis connection between the line in g and the line in writing went

well beyond analogy to operate in the manner of a fully transferrable, transmedial fact. In a
unpublished manuscript circa 1940 titled AA C
The Relation of Drawing to Handwi t ifonirgstan@eHartmann returns to the notion of

calligraphic Japanese brush work discusssalve to the point of reproducinigis paragraph

comparing Japanese studeriise of the brusto Westerrs t ud e nt s penail(8Veaveo f t h e
222)Whil e much of the essay is an unconvincing a
in AThe Chinese Written Chracter as a Medium
work are less Orientaligh natureand perhaps more persuag® wi t h regard to Har
of the overlap between verbal a n d [medera u a | l i ne
American]f as hi on paghHartmabhnl coct sas i om, ®he artistds re
high heeled shoes, the profiles difiah the artist hadrdwnin similar fashion, with cursory little

flourishes that belied the complexity of the objgict. 4) (Weaver 224)ii Soks are always

di ffiicult to dithw,dbhHartmsentweiitkbudetrators
and al most made unconsciously an imitation of
thing it would be no conquest, or ddfilty overcome, but just the opposite: a technical device

that could be expressed with nonchalant ease . . . two or three ordinary touches like lines of a

e
oed

Figure 4. Fragment of a modern American fashion pag Figure5S ai t €mreiand Géesed d e mo his t
with iconic, scriptlike marks in place of shoes. calligraphic line. Note the scrifike goose necks.
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|l etter o255 .Meratvmanm®ds i mplication is not simply
of painbttngnoha f el t rceovnefriersompidn {adyndividag) a n 6 s
expert handwr i tbrushgdallignaphy @antl tee re@tediwenk of 8dithi (fig. 5)

(Weaver 2223). Itist hat every writer fl#deobjects, aslyhbtevarp | e s o
painter essentially writes their way across the canvas mark/letter/line by mark/lettar/hns

way, avisualshortutlike the high heelicof or Sai t os hwhickt ogooko sfiec onnescdki) o
effortatthestad mi ght HfAbecome just as wriinghighthéelrse 6 or |
anyabstractinguitic script (Weaver 2226). We do not need to agreewitha r t mann 6 s
explanation of the way national character folds into all oftthéecknowledge the provocative,

generative way that héke ek yaand othersequates the language and lineation of poetry to that

of visual art(fig. 6). Hartmann is exactly theog of writer who would have seen his free verse in

Naked Ghostswvhether before aafter the fact, as a style of painterly brushwork.

i
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Figure6.Ma r u y a maEight ¥ikws of Xiao and Xiang Rivetsate 18 century. The Metropolitan Museum of Art,
https://www.metmuseum.org/art/collection/search/44&3ght-panel screerpoems and ink wash paintimythestyle of
calligrapher SHk@Gkoaddsd Lgkinasatigaphw metry, and painting wastroriginal to Hartmann.
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Hart mannds ar gu mdapanese Araretalisawortheeprpdecing forithe o
way they sometimes sound like the rhetoric of free verse casting off the old, moributionsadi
of European classicism in favor of new, moder
suggestiveness, 0 Hartmann says:
It came at the right time. Too much philosophy had been written in Europe :
everything, from the most commonplace to the most sublime, had been collected,
catalogued, commented upon, raked up merely for the sake of raking up barren
knowledge. It now becanmecessary to remove the dust and cobwebs that had
settled on it, and infuse new life by purifying, remodelling and developing that
heap of knowledge. And what could accomplish this better than Japanese art? Its
influence was everywhere felt. It calledttorfor instance, thehort story
literature, in which Andersen, TurgenjeMerga, and the modern French and
Scandinavian writers are mastérs, tendency toward brevity and conciseness of
expression, which suggests a good deal more than it actually tells. Its law of
repetition with slight v ateiwarkoftben, we c a
French symbolists, and, above all else, in the writings of Maurice Maeterlinck,
that quaint combination of Greek, maglal, and Japanese art reminiscences.

Its influence is also palpable in the descriptive music-afay in the
compositon of the NeewWagnerian school, which prefers tonal impressions to
theoretic development, and does away with the finished forms of classic masters,
with conscientious treatment of counterpoint, graceful codas dying away in clear
sounds, or pedal notes witbrrect harmony. The younger composers, affecting

grotesqueness, which is natural to the Japanese, endeavour to surprise their
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listeners by introducing a dissonant interval when a consonant interval is most
expected, or breaking a phrase which is supptzsedd in an easily eligible
cadence, in the midst of a bar. Polyphony calls attention to four or five different
sides at once, an impression such as one received looking at a Japanese colour
print, in which half a dozen different colours strike the sesimultaneously.
(160-62)
This portion of the chapter does not address
American and European visual art but, rathsrywe now expect from Hartmarits, influence on
Western | it er ainiused] newdifd bympurifyingcremedelling and developing
t hat heap of knowledgeo which had previously
didactic) Western forms like the fdkkngth novel and scholarly criticism. This infusionétdin
vital, Hartmann says, prompted the more circumspect short story worK @fetfury writers
such as Hans Christian Andersen in Denmark, lvan Tergenev in Russia, and Giovanni Verga in

Italy, among others. The Japanese visual art rationale that sifioerslo r t st or y6s not e

brevityalsoe c hoes Hart mannés earlier c¢claims about t
t hat artés gener al resistance to framing, eit
decoration. 0Thessedtialipiagans e, 06 he says,

never uses solid, elevated fAboundary I

contrary, tries to make his picture merely a note of superior interest in perfect
harmony with the rest of the kakemdsdk painting], which, again, is in perfect
hamony with the wall in which it is placed. He simply uses strips of beautifully
patterned cloth to set off the picture, and endeavours to accentuate its lines and

colour notes by the mounting and the momentary environments, for the Japanese
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does not underahd our way of hanging pictures in inadequate surroundings. He
subordinates everything to his inherent ideas of harmony4334
This |l ack of framing is one of the features w
in empty space. Hartmannse®ff at cal l i ng such painting fAdecor
imply that the art was meant to show off the home in which it hung, rather than the other way
around, which he felt was more characteristithefwayK an @ s c h o o | pai ntings
displayed (45-46). The analogy to interior design is archly relevant. Rather than assuming a
secondary position, as a scene decorating the larger and more important mansion of a Russian
novel (or as a picture decorating a house), the vignette of the shortsstonyes primary
importance, reversing the paradiggsi ven only the fAnote of superi
extrapolate outward from that point, constructing a kind of phantom homeHeodictates of
the perfect moment. In this walartmann believedhe Japanese paintifigs ugge st s mor e
i t act uWwhalsgrtof reom, faexaraple, might therocaded gold and blueounting of
Ma s a n ®lbonu e and Watfowl (viewable onThe Meb s w ¢ dnggest, even if it does
not tell us directlp andhow might similar questi@play out in other media?
Just as the short story is a briefer, more
compared to the novel, the poem for Hartmann is a briefer, more concise, more purified version
of the shorstory, though with the same reverse decorative impulses at play. The reverse
decorative impulse applies even more powerfully to free verse than traditional rhymed and
metered poetrfhoweveras free verseds organicisim | eaves i
formal abode from content, reversing the temptation to let content decorate, say, the august
l'iterary edifice of the sonnet-metefechghastlimes as tr

podry as it is of the wildly projective poems PouWdlliams descendants would come to write,
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and it is one powerful NakedsGbastwdrkaot justversilbre d er i n g
butfree versen full. The work is free because of its formal ambiguity rather than despite it.
Take, for exammglme,i Mda rdtemgann o Knmpw Nakede Sorr o
Ghosts in which | have marked the embedded rhymes:
Maiden, | know the sorrow that haunts thee
with sleeplessights, when thy midnight life is

il lumined with iigmaginationds vagrom

Thy gerile dream of desire woos a flower
among thadead, Lord Byron, thy phantom lover,

strews roses, red with fire, upon thy lonesdrad.

And rain pearls dim with passion anoint thy
throbbingbreast, thy virgin dream of beauty sounds
the song of danaideinrest.

This poem once again present s Idakdd Ghosthme (bral | mar

stanza). Both the verse paragraph indentations and the presencevoldbwu e wor ds | i ke
At hyo at the ends of | i speosepoetyovhd cdch ,s @ fe rHama rma
description of the purificaticthroughb r evi ty hol ds up, makes fAMai de
even purer, poetic version of the theme that

AAdvVent uWiresburd, Ol he context that makes the Anderson different, most
notably Alice Hindmands yout hful |l oss of wvirg

finding |l ove once he | eaves, boils away i n Ha
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Alice to float alone, also on her betijnking ofher more idealizeghantom loverByron
(Anderson 5%4).
At the same ti me, Hart mannds | ine endings
often terminate the line in ways that are syntactically pat (withithout rhyme) suggesting the
presence of lineated verse. This feature iseldarn t he poembés second stan
of desire seen as a beautiful flower turns suddenly, after the break, into the deceased Lord
Byrond one dead man blooming irfiald of dead men (lines-8). Line five, meanwhile, neatly
separates fiLord Byron, thy phantom | over, o0 th
complete predicate after the break:
... Lord Byron, thy phantom lover,
strews roses, red wifire, upon thy lonesome bed.-.
Finally, rhymedand metered poetics show themselves in an ABG&rainon the order of

hymnal verse. Heard this way, the final stanza (or prose sentence, depending) breaks neatly into

four lines:
And rain pearls dim wit passion x!I x/ x/ x
Anoint thy throbbingoreast, x!  x/ xl/
Thy virgin dream of beauty sounds x! x/I xI xl/
The song of danaideinrest. x!  xxI xxl/

The rhythmic discomfort of the final line is wantad by its alignment with the adjective

Adanai del , 0 after the Danaids, -nndhcdwhGmsteek wat e
their freshly minted cousin/husbands on their wedding night rather than consummate their
relationships and were condemredorever fill a leaky cauldron in the afterlife. The French

sculptor Auguste Rodin had created a sculpture of one of the Danaids face down in anguish,
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partially merged with her marble plinth, for I@stes of Helkeries in 1888. Publicly displayed
in Paris in 1890, Hartmann may have known the work and been referring to it in this 1892 poem,
which corresponds with his third major European visit.

Lawton and Knox felt that the parts of this poem projecting lineated free verse and
rhymed/metered poetrywer weaknesses in Hartmannds technigq
and forth between forms in a sloppy, undisciplined way. But again, the three things are so well
balanced with one another that it seems more likely that this is a verse example of Hartmann
Aremodel |l ing and devel oping that heap of [for
generations of prose writers and traditional English poets, as well as Whitman and the French
Symbolists. I ndeed, it HAsuggesindonofaltteeet han it
verse forms into a composite that is actively all and neither leaves the whole greater than the sum
of its parts. Put another way, poems | i ke @ Ma
room of the poetic mansion that mighwveébeen made up to receive them. Instead, they project
themselves outward, forming a new, organically concrete but definitionally hazy poetiéabode
just as Hartmann claimed the floattegd ged but ot her wi se perfect #@An
Japanese scene hagen doing for centuries.

Hartmann continues ithe same vein later in the excerpt, writing that in contemporary
music, APolyphony calls attention to four or
one receive[s] looking at a Japanese coloimtpn which half a dozen different colours strike
the retina simultaneouslyo (162). This visual
summoning up comparisons to Amy Lowell 6s poly
of cubism (still two yearsway whenlapanese Arvas published in 1904), aistibsequent

notions of Afisi multani smo familiar to reader s
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AVoyage adgcordnpto WiHard Bohfij uxt aposed the poetds visu

form apsychev i s u a | coll ageo anal qugremedimersioShe Cubi st
All that these artists and authors did later, Hartmann did first with referedepdoese

K a npéinting creating an early form of free verse poetry that incorpothisd awvaltied s

without falling preytait he val uel ess production of an exce

fii mi t dapanesaArt73). In the end, what Hartmann may have wanted famnp@inting

andfrom Japanese Anlvas si mpl y At o beyn rbiocrhr ohwisn go wene rsttayil ne

this sourcé but notto adopthea e st heti ¢ compl etely Afor [ compl

i mpossi bl eo b ot Hnthe mtroduction tavy Rubalya{I9€3),Hatnvadn) .

maintained, similarly, that hjgoeticl i nes fAhave one quality which |
possess pictori al har mony, 0 he c¢l ai med. @AMy I
think things in pictureso (93). Thi oifuense Har t m

thatmany scholars have ignored in kiexs libre but whichtakes on added significance when
we factor it into his wider views on modernist paindinghich hewrote about more and more
frequentlyasmalle x hi bi t i ons at Sdeioaeg likeé thezZNeve Yok Armdrye r y a n
Show(also in 1913Femanded his attention as a critic.

The fisuggesti vi s moK atnb@apaintidgas ah apgpoim of sngryeirdo i n
this wider discussion,asi s a key cr i t i c alDapareserArbutiiat t ma h gy o 6 n
contemporaneoudiscussion of American painting A History of American Arg1902)as well
In this twovolume work stitching together writing done for other publications, Hartmann
markedthe presence afsuggestive, distinctly Ogint al i zed form of beauty
School 06 American painters such as Thomas Dewi

Twachman, Childe Hassam, and Whistianong other§Weaver 2526, 28).Their incorporation
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of this quality marked what Hamhann saw as a sea changéinerican painting, a move away

from the Western realist tradition chgtmasters like Winslow Homer into territory waght

now recognize aa precursor tonodernismlf Hartmann desired symbolist poetry that

A adher edcanlike metapleorical approachpainters who adapted new techniques of
painting to produce the suggestive style, o0 a

[ where] image i s the i mmetdentharet meemsmsbasgfee wa lasa tW

suggestivismin K a na@il New School American paintiigjthe nexusvithin which that desire

grew(28-29). The new American poetwouldmergd | | i am Merrit Chaseds u
fromfial | t he Eu withpobraTwachmessnprlsetodi nvent hi s owno
impressionismandl i ke Wi | | i am Dpayeholeggal intergretabod of love, a A
maternity, and childhood in ways so individua

artist o (Fhha thisnetionofdpsyghologeal interpretation,tiis but a short stejop the
painterly,fultra-individualisi free verseof Ha r t m Blaked &kos which didseem
meaningless to later criticand tothe organic ultraindividuality of modern and contemporary
free versemoregenerdly . If suggestive art wass Hartmann claimethe American strain of
symbolism then his suggestive bending of Frenelns libreinto an even stranger Americénee
verseprosody was mearly applicatiomf symbolismas worthy of comment as the soungscaf
A Cy a n o g €dWeavere3h)Ehis would have been especially true for an author like
Hartmann, whaftenconflated poetry with painting and painting with photography in his
criticism.

ThanksttHar t mann 6 s e x t wermaybeewn raoretsgcific thantthisn g
about the purpose of tlieee versdine/stanzan Naked Ghostd-or suchexplanation, however,

we must venture beyond Kan@ painting and even
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consider Har t man oubigmlvaileldR ecefd yEOusa MV ierarlnoer t i t | ed |
Esthetic Value of Cubi smwolo9l3llowing thaNew Yorks ub mi t t e
Armory Show, Hartmann makes sensePi c as s o, Braque, amd Duchamp
claiming that that botbubismandimpressionism have the same goal, thougih ¢émephasize

different thingsWeaver,summarizingHartmann, witest hat FAwhi |l e t he i mpr es:
translating nature by means of a scientific method, sought to paint the sensations they received
from color, the cubists were s®eakerddgg t o Ot ake
Hart mann, A E48. Bceoing his covhanéntfrerdapanese Arabout the effect of

mul tiple hues st r Hatmammrote turther that bevoerr disd ereeed ncauy b i s
development of a thought or actual motion, by a medium that bars motion . . . to produce a

mentally peceived unit from its actual compounds, not unlike the several colors which call forth

a tone of reflection which in turn becomes thendonat i ng oneo (qgtd. i n Wee
respect, cubism was of an accord withri@re traditionapainting of Amerian artists like

Marsden Hartley, who accomplished texture (a prime indicator of individuality for Hartmann)

and movement in histil medum by leaningimofit he pl asti ¢ aspects of ¢
brushwork (Weaver 41). Whereas the Old Mastersalistepainting strove for amooth
Aillusiond of reality uninterrupted by the di
the impressionigp and by e xt @nmdshusdhe painterly free vebse wrifev)a s it o
createanimpressio by suggestion, o for which Ahe asks ¢
empl oys . : . to help physically . .The. constr
suggestiveness of pictorial sign writing amgk of the poetic medium to create venaaual

textures from a variety of anglder exampleijs certainly part of what is on display in
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Hart mannos
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ater

his subjectas both word art and free verseetry.
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the shepherd leadeth home his flock of hh
the moon rises over the ramshackle buildings
the ship rocketh on the water

(1931)

Figure 7.
Wi s t &adakichi Blartmann: Collected Poems, 188814

Hart mann,

Sadaki ¢

edited by Floyd Cheung, Little Island, 2016, pp. 180. From 1

holdings of Special Collectior& University Archives, UCR
Library, University of California, RiversidéAn example of
Hartmannfipaintingd with the physical aspects of his languag

verse

noTylp3d (fig. i)t which appeoacheg ni n g o

In her introduction, Weaver marvels

conclusions so earlyincubs mé s cr i

that Hartmann was able to come to these

ti cal

history, well before most commentors of the
day.Reading this evaluation backwardo

Ha r t maearlyihdassifiable free verse
techniqudrom Naked Ghostshowever, one

gets the sense that Hartmann was able to

come to these conclusions guickly because

he was already thewith hismodernist free

p ai n tinflecgd irkpaeasi@nist and/or symbolist poetry not just with color and

sound but with thall theformal features available to poetry as a still mediPoetically

speakig, Hartmanrwas a cubist decades before cubism existed, a poet reaching after what we

may safely assume were the same art references that helped Picasso, Braque, and Duchamp

become what they becaméke Marsden Hartley, Hartmann accomplished this vigoatic

feat byhighlightingthe plastic,highly visible, even jagged qualities foée versdorm, denying

thepolished surfaces of the Old Poetic Mastaren as he continued, like William Merrit Chase,

to use their techniques of meter and rhyme as one elementiltr&imdividualisttexturing.

AThrough

hi s

sensi

ti

vV e

eye,

0

Weaver concl udes

painting as an exterm of the painterly tradition that he loved for so long, even while regretting

t

he | oss of t he

6ol

der
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percei ved uniNadk epdr oGhhaocsetdsadlsr ¢ m mp oarenbd Wewwvedraay t h e
a painterly renegoti at i 6 something iki\dliarh@ados 6 s f r ee
Willi amsés finew way of [poetic] measuring
this case artistic A wo. Byadsociation, wehmigiaisosay hatar e | i v
Hart mannds fAnear | y werstbleacsrs iifg haddte laiprmpe o aacsh It of
his own much earlierersiono f Wi | | i a ms 0 @ coicep that asb loaks bhck ot , 0
toward meter and forwartdward free versgndw h i ¢ h i n ddsededenves more s
attention from scholars than it has reeeiv

Admittedly, payingthis sort ofattentiont o0 Ha r t ma facesheadwmndaseot justy
because Haetryt hatzeanmeatsddismissively in the pastut becausepiniors differ
on how to respondb his penchant for Orientalist thinkinBe s pi t € Hart mannds i nc
importantanthologiesuch adDavid HsinF u  WaAsidréAmerican Heritag€1974) and
Jul i an aQuiettme1§98)sequally importantoices within the fieldf Asian American
literature have sometimepposed the notion thait is positive to dwell on him at lengtRPerhaps
the most famouslaim along these lines comes from the editof the groundbreaking Asian
American literature anthologkiiieeeeewho wrotethat Hartmann and fellow authors Yone
Noguchi, Lin Yutang, and CY . Lee fisaid nothing about Asian .
writers wAmedcarsbutshercan zed Asianso (Chin et al
of Asian American writing, thegrgue di d not arrive until 1946, i
Citizen 13660after which flowed a growing stream of credibly Asian American work including
Tos hi o Ydkbbama,&alifornia n 1949. Hart mannés poetry, by

establishing @t Remetrriacda nt ivoenr soef alsa pbaeniensge quai nt
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a negative assessment also among the reasons that we do not remember Hartmagih very
today(xv).

On the surfacehis estimation of Hartmantan bepuzzling If inclusion inAiiieeeee!
hi nged on the Abirth of a sensibilityo (Chin
Chinese or Japanese and distinctly not white Amean, 6 f orged from the fe
stuck between an Asian past that one could not (or did not want to) claim and an American
present where no amount of assimilation could overcome the barrier impoaeuwbyhite
appear ance, t ha exileftenrJaparainabildysto speak Japanese paitite
American citizeship (since 1884 butearly ending in internment) seem like they should qualify
him (vii). Why dich §&itA Monol oguedb6so expression of being |
enoughto warrant his inclusion@neanswer is that while Hartmann was indisputably Asian
American, he was not among the rank#iieeeeelcontributors because he did not fit the
construction of Asian Americditerature as a discipline, which was a muaobre specific thing.

Josephine NockK e e  PAppaktidons of Asia: Modernist Form and Asian American
Poeticshelps put the reason for this into perspective. According to Park, Japanese Americans
|l i ke Hartmann had | ong bde eam dt ideeds pti cs etdh ee cfioanlotne
that undergirds American capitali§nio aconstruction of racen other words, that fetishized
Japanese Americans as rich magwad labomopportuniteson the one hand and vilified them as
greedy fAec on o niotber. Agian Anzelicaliteratoenas # tiscipline, was born as
a reaction to the Atenuousnesso of Asian Amer
(17). Thus:

In the late 1960s, ethnic activists created Asian America, a panethnic coalition i

the service of radical political aims modeled on the tenets of black nationalism.
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Against a history of condescending and pejorative popular figurations of Asiatics,
the movement created an Asian American past by enshrining two monuments of
Asian Americarexperience: the Chinese railroad worker and the interned
Japanese American. The most significant document of the literary movement, the
1974 anthologiiieeeee! presented a primer for creating Asian American
literature, in which activist artists cullédgether a literary past and suggested the
kind of work that could eventually find its way into the canon. From its inception,
Asian American literature limited the kinds of expressions that could be
accommodated under its banner: Chinese and Japanesi#®mexperience took
precedence, and left out from the canon were all those works which did not strike
a note of defiance and whose literary expressions were illegible to the stated aims
of the movement. (Park 17)
Though Hart mannds \adat Houndbhoes is termsiaf $exual gaarienshépt(as r
in the suggestive tittedwWhi t e Lady of My Desireso and the e
he promises to fAidrown the white virgins in me
fight Aiiieeeeelsaw at the heart of Asian Americhrerature. Rather, in his poetry and critical
work, Hartmann participasin the same cultural essentialization of Japanese people and art
typical of the white EurdAmerican writers then controlling and consting thefiWe s aview
of the AOrient. 6 Edward Saidés argument that
observero is relevant here, as i s his concept
constitution b-y06di $Rak@).nNhéng camé te intérpratirtg Japanese art,

Hartmann (who did nadpeaklapanese, was raised in Germany, and spent his life bouncing
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between America and Europe) waerhapsinavoidably a Westerner addressing the Japanese
An-bt O

Ernest Fenollosél8531908), who like manymericansfirst encountered Japanesse
at the Philadelphia Centennial Exposition in 187€d just six years before Hartmann arrived in
1882) is an important example of such interpretation and particularly relevant thdpitecin
that his primary subject was Japanese painting (Fischer 63). Park discusses Fenollosa, who
traveled to Japan in 1878 and stayed for over a decade, at length in her introduction, writing that
Ain the tumult of Japan diang]rera,Wenpllesasawanmi cal | y o
opportunity to cultivate an appreciation for traditional artistry threatened by the juggernaut of
progresso (8). Fenoll osa was particularly suc
overlapping set of artistic credensidghat other interpreters could not match. For one thing,

Fenoll osa was a government employee at Tokyo
university, then only recently established. This position of official trust opened many doors to
Fenollosa dspite his initial lack of knowledge about Japanese visual art, literally in some cases,

as these introductions allowed him to view original Japanese masterworks, such as those by
Kan @ ITiaplates he would not have known about or been able to gavigheWitally, it

al so gave him access to contemporary artists
years of itsover400 year existence.

According to Felice Fischer imk and Gold: Art of thé& a n E&nollosa began studying
painterly brushwork in 1879 or 1880 under the
Tatsunobu and former Kan@ student Sumiyoshi H
Tokugawa Shogunate. Thereafter, he became friends wighrothar t i st s such as ¢t}

Tomonobu, as well as K @ih@lattdravgp afiwhcanrsitairedd a s hi mot o
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Fenol | os a6 s Japansse and Eufouericarestylas ef art (Fischer 685).
Fenoll osads brushwor k Parkwdrites, a detersniningdfactoranmisa e ct i o n
promotion and Areinstitution of the brush ove
schoolgd a promotion that, as we have seen, Hartman amplifiégaganese Art

As Park also notes, this experience led paia of rare cultural privileges for Fenollosa:
first his formal adoption into the Kan@ paint
Masanobu and, second, the official art regulatory powers that came along with such membership.
Fenol | os at@wen ikchidedthepChisese characters and official seals needed to
accomplish this certification, a rarity among rarities (Park 11). With such authority, Fenollosa
launched a stunningly successful (if by no means exclusive) campaign to interpret Jagdnese
itself and to cultivate in the Japanese government and public,&newAmericanappreciation
for art they had | ong taken for granted. Hi s
create an official r e ¢ ospotisored by theaJppanese govaanment a n d
as well as his role in establishing the Tokyo School of Fine arts, which opened in 1889 under the
stewardship of HashimotoG@a nd Kan@ Tomonobu (Park 9, Fisch
this remarkable run with a triumaht return to the United States in 1890, where he became the
first curator of Japanese Art at the Museum of Fine Arts in Bositercity where he most likely
met Hartmann during the I|ITagAt€ntids 1893 subscri

Fenol | os lsdwouldpostreumausy slip into the world of modernist poetry
even more famously i n CathaywahicRadveristditself év@nloBthee ol | e
cover as a series of translations #fAfor the mo
nane f or Chinese poet Li Bai) fAfrom the notes

also slips in via the Japanese visualaadociated free verse of Sadakichi Hartmann, following
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Hart mannds s t-likeowory of gultuFakimeoptetatmm dapanese ArtTo have
made money from this type of Orientalist writing (and related lecturing) would have been a
grievous fault in the eyes of authors likéieeeeee di t or Frank Chin. Add tF
lack of political fervor and his lucky egmafrom the foundational wound of Japanese
internment, and it is no wonder that he seemed more like an Americanized Asian than an Asian
Americantosome After all, the title of Q@iieeeeegl Chan,
was the sound of screargiracial stereotypes in the movies, and here was Hartmann, who once
costarred as the evil AMongol Princebds Court
The Thief of BagdagVii-viii) . That is,until he absconded from set with his most recentrpat
and a studiesponsored crate of whiskey in the middfeshooting his scenes, scandalizing the
production and |l ooking for all thaAiieceeeet | d | i ke
wanted to combat (Fowler 412). They could not have includedrh even though hevasa
moresympathetidigure thanhis Aiiileeeeelsobriquet suggested.

For example, though Hartmann worked for Fairbanks, he was not beholden to either the
man or the job when long houra setand heavy costuming aggravatéd medical conditions
enough that he demanded (and received) what his friend, the actor Matt Moore, believes to have
been the first Hollywood starid. Whenthe stanein was not enough, he quiésseimg his
statuscanoanm ci ani maower 4)Alsos whitkedt is &rue that the U.S.
government never internéthrtmann, the gssibility ofinternment still weighed heavily upon
him, as it did othersAs Park notes i\pparitions of Asiaand as Lawton and Knadetail in
their intr odudMiteChnysahttiemuing mteman m@ul ar nature of
literary and critical reputatioavaporatd almostovernightafter the attack on Pearl Harbor, at

which pointhebecame just another suspicious Japaneseom@merican shores (Park 98,
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Lawton and Knox xv)Later in1942,a young man fron.S. military intelligencewould appear
unannouncednb i ogr ap her déersiepaskingpabdutbeod s poet §s patrio
suggestinghat thequestionof internment vas for a time,as chillingly open for Hartmann &s
was foranyone of Japanese desc@ti6-216).

Har t man n 6 sothergforeemeargedviihin & very specific set of literargultural
brackets. do not mean to finalize any conclusions about the essential, monolithic qualities of
Japanese painting or printmakjrigere is no sucthing as an essential, monolithic form of
Japanese art adentity. But | do contendhat Sadakichi Hartmann, leaning on a ttemmon
brand of Orientalisnsuited to his experienceiewed Japanese visual afttheK a nséhoolin
this way, and that thiziew influenced his practice of an earmericanfree vere that deserne
moreattentionthan ithas gottehpar t i cul arly for the way it pre
imagery.

Whether Hartmann belongs in the lists of Asian American paetygnd thats not for
this essay to determi@ethough there igrowing evidence thatmore centraplace may exist
for him, if not nowthenat least some dayhoughPark writes thafi we may read t he |
shaping of Asian America in the last forty years as a dialectic of exclusion and inclgkiets
quicktomennthatiper i odi ¢ del i neationsod continue to 0
AAsi an Amer i c ahedotisuesa ahnedr itthaagte ,hoer i t age 1 s stil
Orientalismo (157). Yet Charlié¢ Chans bDdashaveprokee Jessi c
anything, it i s t Hhavealsgcoreerom giappling wigfthisjc r i c hes
Orientalist heritage (-38hI7H a r t martcrtiisnandapproach twers librehave a
positiveroleto playin the creation of such work, th&arkis right to argue that we must

Areopenodo for examination Aa past of | iterary
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Asi an Amer i c anThisisdvenmaetvital seecsaygyvtieb &e) consider that
Orientalistblame andDrientalistpraisemayrequireadifferent responsi ether case While
instances of racial blanfepr ovi de f o d shewrite$ficarl tcoognebtahte,ro di f f er ¢
maneuvers are required to negot b bahefwhithhe] | eg
Hartmann poplarized in the U.S(158). To call for an end ttombat on that front would be to
endmosthostilities with Hartmann moving forward.

For these reasonand becausdartmannis undoubtedlya player inthe story of
American literary modernisifwhich took its cues from visualtan many areaand featured

free verse aene of itshallmarlks), hedeserves all ik notice and more.
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CHAPTERIII:
READING THE ROOM: FREE VERSE, LANGUAGE, AND DECOR

IN THE VISUAL POETRY OF MARCEL BROODTHAERS AND PHILIP METRES

In the previous chapter, | argued that the formally varied free verse line of Sadakichi
Ha r t mblaked&bkostacts much like the touetiriven line of Japanegminting causinghe
poems in that volum® become something like Japanese pictures themselves: capable of
reformulating poetic space from the inside out rather than simply adorning some part of a
preexis i ng metrical edifice. Yet, for all that H;
visual art, and for all that its free verse lineation texsuredshapes across the page, there
remains an i mportant sense i n aklroncwhichHtar t mann 6
draws such power and identity, nor the physical, rtikenspace invoked by his description of
Japanese home décordiapanese ArtRather, it is something analogous to that space.

This chapter examines the work of two artists, Belgiagt/pisual artist Marcel
Broodthaers (1924976) and American documentary poet Philip Metres (13#0hose poetry
and visual adaptation of poetry more fully br
who do often render the free verse line éiteaal graphic mark or artefact of room décor capable
of great intellectual subtlety. In the hands of these authors, free verse can become associated with
real life rooms or gallery spaces, even becoming part of those rooms in a way similar to what
Hartmann wrote of when he discussed the art of organizing a dwelling around a Wwork of @
schoolar t . However, t heas@dpbetics &f vidual artistd likeaBnoddthaeoso m
(in his Literary Exhibitonsand Metres (i n t heisA@IGharaibkboo8i t ed s e

SandOpera ar e not just i mportant because they off
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extremis. Their use of a graphic, even thdéaensional poetic line is important to our
understanding of free verse because it offers wsnaamance to confront what that line might
organi ze, or fAmeasure,o if it is not syllable
will argue, free verse prosody becomes, in these situations, a device allowing the poet to
effectively organizespace, measuring not only physical distances but the relative, mutually
transformative effect of each line, formal technique, or art object on all the others in its field of
influence. This approach to verbal/visual prosody allows Broodthaers and Metrgsstion the
priority of forms and other constraints in any act of communication and to trouble the tidy
linguistic relationship of theignifierto thesignifiedd a project that takes on particular
significance when applied to the words, bodies, andipalyspaces inhabited by political
detainees in Metresods fABl ack Site.o

Before we discuss Metres, however, we must account for the tremendous, interrelated set

of intellectual projects that constitute Marc
t heoretical frame within which certain aspect
small challenge, as work fr omoalvrenausibe any per.

relevant to our discussion of poetic visuality. As it would be imprakcto focus on

Broodt haersés entire career in the space of t
intriguing poetryad j acent wor ks (li ke his multi®dlsy medi
Un Coupde D&) do not exist in isolation frorthe other items in a given installation, this

chapter wil/ focus mainly, if not entirely, o
installations in his career that focus most explicitly on language as fable or poetry. Appearing in

1968 and 1969, rer the end of the first hal f of Broodt
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arrive late enough in the overall sweep of his development that many of the ideas and visual
forms which characterize his mature work make themselves available.

ThefirstLi t er ar y E X e Goibdau et la Renakd@hé Gdvsand the Fox)
takes its title and a good deal of -cehtwy i nspir
fable of the same name. To under stadonthind,ihe i mp
is important to keep in mind that, earlier in his life, Marcel Broodthaers had been an aspiring
Symbolist poet working in the realm of language as opposed to visual art. It was not a successful
venture. Though Broodthaers published sewashlmes, includingdon | i v (MyOgt& ogr e
BooK in 1957 ,Minuit (Midnight) in 1960,La Béte noir(The Black Bea¥in 1961, and finally
PenseBéte(Memory Aid in 1964, scholars including Sam Sackeroff have been quick to point
out that these bookse r e | a rpgbéishegd, offes fendn€ed by the author, in small print
runs that circulated mainly among a close <cir
lamented their insularity and lack of wider success, claiming that during their poodiie
Al i ved practically isolated from all communic
these poems courted was e sDixeviileoid). While A f i cti ti o
Sackeroff points out that this insularity was par for the courdled tradition of French
Symbolism descending from early Symbolists like Mall@rBroodthaers was not satisfied with
the school 6s inability to reach outward and e
it is a matter (off Disx dleTdaead that audience eBsobdthaers felt,
his entire approach to poetry would have to change, as it did when he radically transformed his
remaining copies dPenseBéteinto statue form by encasing them in plagfigr. 8). That
sculptue (part interment of Broodthaersbés ol d car

direction, and part meditation ¢ine hermetic seal killing his Symbolist poetry) was displayed at
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the Galerie Saint Laurent in Brussels later in 1964 for a very realpuélic audience that took

to the work more quickly than they htaken tothe poetry itself.

Figure8. Broodthaers, MarcePenseBéte (Memory Aid)1964, Flemish Community/S.M.A.Wlarcel Broodthaers: A
RetrospectiveEdited by Manuel J. Borj¥illel and Christophe Cherix, The Museum of Modern Art and Museo Nacional Centro
de Arte Reina Sdd, p. 83.

Though it i s temptPensgBétestatua as reptesedting acttdanh aer s 6
break with his old life, it is irportant to recognize that this is not entirely what he accomplishes
with the work. For all that the plaster cast may be an act of casting out old, unsuccessful hermetic
strategies, the lingering presencd’ehseBéteinside the work speaks with equal powe the
notion that this more linguistic work never really disappeared. Instead, Broodthaers achieves

what we might arguably call poetic success by rendering his unsuccessfully hermetic French
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Symbolist poetry hermetic in visual terms, turning what haghtzebug in the writing into a
feature for serious contemplation in the visual artwork. This leads us to an important truth about
Broodthaerswhich becomes relevant ire Corbeau et le Renarthat for all his poetic failure,
Broodthaers was not a failpdet. Rather, he was a frustrated poet who went on to achieve great
poetic success on vastly altered, visual term
departing from todayds critical consedmmsus to
life and that his installation work may justly be considered a kind of-ttireensional poetry.

Sackeroff expands the latter argument in his essay about the Literary Exhibitions for
Manuel BorjaVi | | e | and ChMaice Braogthaers: &£ Regspectixedhe art book
produced for the Museum of Modern Art, the Museo Nacional Centro de Arte Reina Sofia, and
theKunstsammlung Nordrheiwe st f al ends traveling -BX7drodt haer ¢
the essay, Sackeroff claims that the literary exiibi ons fAmar ked a f undament
which Broodthaers transformed poetic text into something that could be pushed past the page
into the physical space of the gallery and be
on the cover to the @ibition announcement fare Corbeau et le Renardvhich described the
installation as fian environment, 0 but which <c
visitors in text. According to Sackédpoenf f, ABTr

printed in large block letters on sheets of photographic canvas; the poem comprised excerpts

from La Fontaineds fabl e mi xesdc mwoalh wprhirtaisnegs nac

(136). The word canvases were then attached to every concetvablef ace unt i | Al wl
amongthetext overed objects, viewers would feel I i k
Sackeroff interprets this move as one fthat a
the public realm. Astextsandwallsming d and merged, 0 he writes, f
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new kinds of poetic space that were | arge eno
Here, finally, was the public space needed fo

poems lackedfig. 9).

— ‘NT. LE RENARD SONNE. lAJ
-~ _

LE CORBEAU ET LE RENARD |
oK, MAIS A PEINE. J'Al OUBLIE,
~ ET LES COSTUMES, LES VOIC
3 * ANITE, LE PEINTRE ETAIT TOUT 3

Figure9. Broodthaers, MarceExhibition View of Le Corbeau et le RendaylR. Van Den Brempt. 1968, Wide White Space
Gallery.Marcel Broodthaers: A Retrospectjedited by Manuel J. Borjillel and Christophe Cherix, The Museum of Modern
Art and Museo Nacional Centro de Arte Reina Sofia, p. 141. Note the film projector and screen at the far left and right.

Le Cor beau laeralizhtien oRoeatiaspadedrsms not the end in itself,
however. Rather, the point of it seems to have beeatbmawhat Gloria Moure, in her
introduction toMarcel Broodthaers: Collected Writings ¢ b b B s p Baitire,doe a 6s pac e
Avol umeo of wr it i ndmefgsiomal zonk rathestban a mlledidn ofgpoemd) r e e
inside which Broodthaers could stage confrontations with the nontransparedialemtic
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nature of language and meardnn other words, with ta obscurity of theignifierand the

signified, as the Saussurian language of the 1960s held. The muddling of clear connections and

stable linguistic hierarchies necessary to attempt such a confrontation came in large part from the

care Broodthaers took trrange his exhibitions in a way that subverted traditional lines of

demarcation: for example, those surrounding w

should or shouldnét appear in a museum, and w
The intensely relative nature of everything in the free vigkedfield of a Broodthaers

exhibit took many shapes during his career, bleiltCorbeau et le Renard is best summed up

by the fragmentary, nonlinearderingof the adapted La Fontaine fabthe heterogenous

approach to word/canvas placement (some suspended from the ceiling, others on the sides of

boxes or trunks, with napparent structujeand the pairing of this placement technique with

what Sackeroff cal |l s thAsbrcocauwdl dz otnheesmsnehlew ees dbae c oyr

This third exemplification was most evident,

16mm film played on continuous | oop where, Af

invaryingrhytms , 6 Br oodt haers depicted everyday obj e

Fontaine swatches behind them (137). The effect, Sackeroff claims, was a feeling that the

material objects were about to be swallowed by the poarfeeling Broodthaers then

intensifiedby projecting the film onto specially prepared screens that also contained versions of

La Fontainebs text. Il n some ways, the speci al

right, consisting of what appear to be two levels of photographic caffiseed to wooden

panels: both with different versions of the La Fontaine printed on them. The first panel, closest to

the audience, contained photonegative cursive handwriting while the second, farther away from
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the audience and visible through a cutouthie cursive frame, featured the fable in black capital

letters on a white backgrouifig. 10).

CORBEAU ET LE RENARD
MAIS A PEINE. J’Al OUBLI

LES COSTUMES, LES VOI
E LE PEINTRE ETAIT

Figure10. Broodthaers, Marcel. Projection ScreenlferCorbeau et le Renard968, Wide White Space Galletyarcel
Broodthaers: A RetrospectivEdited ty Manuel J. BorjaVillel and Christophe Cherix, The Museum of Modern Art and Museo
Nacional Centro de Arte Reina Sofia, p. 146.

In a 1968 interview, Broodthaers toldépied magazine that the film was designed to

produce fApersonal uwrdi tiidreqvy( mesetfruy )l &y talsatpossi b

word and that of the imageo (gqgtd. in Sackerof
Broodthaers, fAwould be a confrontation betwee
overtake the lattemncorporatingthemintoanainc ompassi ng Oefligtlci se i n
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(137). Bysplitting the La Fontaine fable so brutally into

fragments spread across the exhibition, Broodthaers

ensured that the text would be used not as an indicator of

thefb|l eds meaning but as a serie
fdesignate spaces where a | ess
not bound to any particular content, could take place

(Sackeroff 137). Ineffec, e Cor beau et | e Re|
meani ngs r emai npeud efl pyr ovti escutad d | ke
that made them every bit as hermetic as a French

Symbolist poem, even as that poem was being projected in

an intensely public space where the ability of even the

clearest writing to do better was in question. It is not so

great a streh to imagine that similar logic might apply to

"E'"k Illl some free verse poemgpoems in which formal

I.ES COSTU

cacophony and heightened verbal/visual relativity subsume

many of thetraditional Englislp o e més r ecei ved
Figurell. Broodthaers, MarceLe Corbeau € | . . . . . . .

le Renardilm projected on edition screen.  hi€rarchies and established meanings, leaving in their wake
1968, Wide White Space Gallerylarcel

Broodthaers: A RetrospectivEdited by i
Manuel J. Borivillel and Christophe Cheris a veritable waste land of fragmettsitthe reader must

The Museum of Modern Art and Museo ] ) ) )
Nacional Centro de Arte Reina Sofia, p. 14 address as their own new,-athcompassing exercise in

reading.
As with Le Corbeau et le Renarthe contemporary free \s& poem holds within itself
the ability to cloak its more public, easily available meanings in an individual, often inscrutable

approach to form which, in turn, muddies the otherwise clear path from the signification of the
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poembés wor ds t @urperhtadignify. Fhosssevitalwas fardilgar poetic
environments inevitably prompt #Apreciseo (whi
Abound to [a] particular contento and, theref
that the communication of truly new thought may require the artist to force viewers to inhabit
strange new reading protocélstrictures that, as Ezra Pound wanted, make it new, but not
simply because free verse discaadsentualsy | | abi sm. Rathkhes,i frepewver s
because, as a prosody, free verse is always and as a matter of course sabotaging its own reading
protocols. Though free verse may, of course, be used in ways that copy or at very least shore up
the basic reading pcedureof earlier freeverspoet ry, t he prosodyds i nhe
toward inefficiency and confusion, renders it, pound for pound, more capable of resisting
ossification tharaccentualsyllabism (which readers and writers can, over time, learn to read for
standard subitual meanings). Active, intelligent work in the form, then, may demand that poets
think not only about the way lack of meter and rhyme make the poem more collaguial (
easier for readers to consume) but the ways free verse makes colloquialisieipsstable,
and therefore open to meanings that colloquialism might notdvaauraged

Ultimately, the approach seenlie Corbeau et le Renaid of a piece with
Broodt haersés belief that HA[s]ince risbcanone f or
use any form whatsoe@ifrom literary expression, either written or spoken, to physical
realityd i n e qui v alCelledted Writisgi67) This was not simply a statement of
Broodt haersés belief in a [lsifromedifferdni matecgsot ol | ag e
production are brought under the aegis of a visual artwork but a broader statement of his belief in
the essentially porous nature of for mal di sti

poem/ statement AWhatr oine 1PMa&i3nt iwhge? e.i n. he asks:
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What is painting?

Well, it is literature.

What is literature then?

Well, it is painting.

What is the rest?

What 6s left is a reform.

Like the moon when she is full,

when she is a slender crescent,

when she is blactheoretical night.Collected Writingsl28)
In other words: poetry, equivalent to painting, is also equivalent to 16mm film projection on
cleverly designed screens, and to the everyday objects displayed in tBaafibhwhat is true at
the level of genreral mediation, here, remains true at all scales, even at the level of the
individual free verse line, where the most heterogenous techniques become all of a piece. Just as
the poetry inLe Corbeau et le Renasglas not the meaning of the words from La Forgdiut
Br oo dt h-galerypdinsing with light and words that had lost their link to the fable they
signified, so is it in the free verse poem, where the point of the prosody is to render all formal
strategies equivalent and relative, stripping thémmeir prior significations before entering
them into a new prosodic fAenvironmento where
scratch. This procedure asks us to reevaluate our conception of what a free vefsapddrae
verse prosody in genadéacan be, as it provides us at long last with a positive intellectual and

artistic project to which the collagdike relativities of the form might cater. Free verse, to this
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point of view, is no longer simply a giving away of old prosodic conventions drgague sense
of i mpatience with their datedness but a matt
installationsmustexpress themselves in a way that requires readers to continually rebuild their
reading practice because they cannithealevel of prosodic logic, launch an effective critique
of thesignifier/signified from withina systemthatpresupposes clear, hierarchical relationships
between elements and the transparency of meaning.
We see similar str at eeondlgeragy exhibitonMarcei n Br ood
Broodthaersa la Deblioudebliou/SExposition littéraire autour de Mallarm@larcel
Broodthaers at the WWS, Literary Exhibition Concerning Mallarméginally held at the Wide
White Space Gallery in Antwerp in 1969. Thisow, which carries interest for scholars of verse
due to its engagement with the work of early French Symbolist pgatasteMallarmé,
continues Br oodt ha e-transparency efdanguame andtime probbem bfthe n o n
signifier/signified but does so using a set of additional presentational strategies that anticipate
aspects of Philip MeSBankGp&as documentary poetry
At first gl ance, B r o o (id. I2pappeasstrore $édatelaradlr m® i n
minimalist tharnLe Corbeau et le Renardvhichdebutedat the WWS gallery ten months earlier.
Part of this, certainly, has to do with the absence of photographic wording stuck to every
available surface and the lack of an analogous film, yet the effect also owes rthech to
exaggerated art gallery treatment Broodthaers
walls with a newly painted black floor. Thesnglealteration had the simultaneous effect of
amplifying the whiteness of the display space and of shattérengnplicitly sacrosanct integrity
of the modernist Awhite cube, 0 a gallery form

century in response to the difficulties of displaying abstract expressioniEhsrencounter
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between white and black, meten things that both are and are not what they advertise
themselves to be, would extend itself to every other item in the gallery, rendering the
environment itself just as integral to the thoemensional poetic field (and just as much a work
by Marcel Boodthaers) as anything he hung on the walls or placed on shelvekel@@beau
etleRenard Br oodt haer sbés Mall ar m® e x h Hasingtpoem n

in which viewers might immerse themselves.

N
N 4 A

Figure12. Broodthaers, MarceExhibition view of Marcel Broodthae®&la Deblioudebliou/S, Exposition littéraire autour de
Mallarmé (Marcel Broodthaers at the WWS, Literary Exhibition Concerning Mallarh®&9, Wide White Space Gallery.
Marcel Broodthaers: A Retrospectjedited by Manel J. BorjaVillel and Christophe Cherix, The Museum of Modern Art and
Museo Nacional Centro de Arte Reina Sofia, p. 157.
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This new exhibit also approached its confrontation with thetraorsparency of language
through the fragmentation and layering of a source text, as well as through multiple mediation.
Nowhere in the exhibition is this more evident thaBin o o d t UneCeup ded® Jamais
N6éabol ira | eanhbatly dsuatiwork baseal gnea poem of nearly the same name by
Mallarmé(fig. 13). The Broodthaers version, which exists in many forms (including a set of
twelve engraved aluminum plates and two kindsbfiarst 6 s book) features ho
sized black barsinplacebfal | ar m®6 s v a r texa AslHgnry $Meiafieldinotésrine n ¢ h
his anal ysi ddnCoupDd@ banm@&d dafi i s most i nnovat.
a formal point of view[has always been] the way in which the conception has been
materialized in a manner that makes the physical layout, the spacing, and the typography not

merely a representation of the poem but an in

(LT LENOVBRS

stEommrrmien

| LMINALR

LE HASARD

Figure13. Mallarm® Stephane Excerpt fromUn CoupDe@® Jamai s N O a bNelv Haven, 1D4€
pp. $10.
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Broodt haermrsdo®ni ms to carry Mall arm®0bds visual/
conclusion, presenting the work not as a spatially inventive set of lines in French but as a
constellation of lines, full stoffig. 14). This has the virtue of allowing viewers to exignce the
freshness and audacity of Mall arm®bds wor k eve

staple of postmodern poetics, losing much of its ability to surprise in return for that prestige.

Though it is understandably the practice of critiksdi Cr ai g Dwor ki n tmm fi gur
Coupas At he most famous artistic work to evoke
censorship, o0 Broodthaers does not efface the

visual linearity and movemenesdpite stillnesthat has always been there, clarifying the formal

levels which most contribute to the fame and relevance of the Mallarmé (150).

Figure14. Broodthaers, Marcel. Excerpt frodn Coupde®® Jamai s NO& ab ol i1069, Wide Whita Space
Gallery.Marcel Broodthaers: A Retrospectjedited by Manuel J. Borj¥illel and Christophe Cherix, The Museum of

Modern Art and Museo Nacional Centro de Arte Reina Sofia, p.Qi6® o f
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Broodt haersdo®nhCetuprgewb®b® 0o bears out the
association with the poem is primarily visual. That history, repeated in one of several interviews
broadcast by thAtelier de Création Radiophonigletween 1970 and 197%duses orthe
artis drst éncounter witiRené Magritte and reveals the biographic and theoretical reasons for
the emphasis on form in his adaptation. AWhen
18 years ol do:

| was fascinated by his painting, and allhe saidtomewé&i Read Mal | ar m®
think about it.o He gave me a present,
with me fortwentyf i ve years because at first of
the poem was about. The poem obsessed me for tfieatyears. Now that
Magritte is dead, | felt that, to free myself, Ineededt o redo t he AUNn ¢
d®s o0 but with the notion of the i mage.
To clarify this project, in fact, my aim, which I think | achieved, was to
change the signs of reading a poem, and thereforeo attention to the form,
exactly as museums do...My experiment consisted in changing the seeing signs
of the museum, just as | tried to change the reading sighaiitarmé. What for?
To create a relation that | think is vital to make in our tinmesia not made
enough, which is the relation between an image and a sign, but in a practical way.
| took the Mallarmé poem with an ordinary typography and . . . | copied
the form of the poem, exactly . . . to show how much the word is carried by the
form. (BroodthaersCollected Writing162-63)
The difficult opacityofMa | | ar m®6s poem, t hen, |l eads i n a fa

meditation on the difficult opacity of all language in his own version (which he called an
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Aori gi nal e darmé). AsrwithLedCbrbetuhetle Rémalthe exhibit is also an
exercise in reading, but a strange one as it, too, is extremely distributed in character.

To get a sense of what moving through this
would have ergtiled, consider the dilemma of the Wide White Space viewer who might have
arrived at the exhibition | ooking (as suggest
author Mallarmé. As this viewer entered the gallery, several signs of the famousaanch
would have been in evidence, though few so clear as the black and white photographic portrait of
the poet that adorned both sides of the postcard invitations sent prior to theAshow (
Retrospectivd56). On the right side of the gallery, the viewer might have noticed a small, dark
tape player on a black plinth playing a cont.i
but as read by Broodthaers, not MallarrAéRetrospectivé57). According taotes on the
exhibition coolleciechWrilngd nt hVeo ufr legdisght and dur at i c
alterednas a function of the volume of the typogr
deeper into the space through this logical extensibn Mal | ar m®6 s c¢cl ai m t hat
was to be understood as a musical score, the viewer would then have encountered the full set of
twelve engraved and painted aluminum plates on a long shelf beside the tape deck. This, as
Broodthaers claimed, wasMd ar m®6 s poem, tdodotasadoorporamdnageut e x
rather than a text, and so, again, not the Mallarmé artefact the viewer would have expected (MB
138).

Despite this, altered traces of Mallarmé still abounded throughout the gallery. Oft the le
wall, for example, roughly even with the tape deck, hung two black shirts onto which
Broodt haers had copied the text of Mall ar m®6bs

letter dated 2 December 1969, he said he had acquired from the Dallaq@olliected Writings
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216). Thus, viewers could technically encount
only with a lingering social/political wvalenc
poetic failure did not contain. For hpsirt, Mallarmé believed that poetry had little to no traction
on social or political occurrences, a view espousedinhiséskag act i on restreinte
(ARestrained Actiono) (Sackeroff 138). This m
inBroodtmer s 6s hands, xattredlication bf meammywrrsdcialfpaliticad
ambivalence.

Just down the wall from the hanging shirts, roughly even with the first of the aluminum
plates, was another, slightly higher shelf with the two printed versionsBr o odt haer s és
book. The title pages of these works echoed Mallarmé in the sense that they recreated the design
of the 1914 Librarie Gallimard edition of the poem (the first standalone version). Yet they once
again muddled the feeling of havinga ue arti fact by substituting
the effort Al mage, 06 and presenting printed ve
rather than Mall ar m®ds wo rofdvian d .ar Tn®dwsg tp oae nmf uli Id
inFrench, following the Alntroductiond to one of
word-wrapped block of prose with forward slashes to denote line breaks, this lafuage
version was as free of spatialization as the black bar version wag faegaage, a fact rendered
invisible as it was hidden by the pages of its own book. Following standard gallery practice, the
book had already been opened to anothergage spread and, therefore, could not be changed.
This was likely on purpose. Yet whate viewer might have wondered, could it all mean?

One conclusion we might draw from these portions of the installation is that there was no
such thing as a coherent Mallarm&itin coupde d& @n display. In fairness to Broodthaers,

these things mayaver have existéd at least not in the sense a hypothetical viemauld have
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expected. Museums and art galleries, as Broodthaers knew, are netesatz spaces for the
exhibition of valueladen art. Rather, they are historically, culturally, and agetty

conditioned spaces that also function as protocols for reading the artists and objects therein. The
expectation that one would find a singular, idealized, broadly representative Mallarmé artifact (or
even a singular, idealized, broadly represeveadiea ofMallarmé) enshrined in the Wide White
Space gallery is not inherent to the experience of viewing or thinking about Mallarmé and his
work but, rather, something created by institutions in the habit of selecting artists and items so
that they mighcraft representative narratives about those subjects. Such curation theoretically
leads to knowledge but also establishes relational hierarchies between the signifying object and
the signified artist, trend, or culture that, often as not, benefit thutien holding the object as

much as the authors, works, or cultures exhibited. This is also true of career retrospectives,

which seek to define the fiessential 0 identity

Mallarmé literary exhibition partlguggests, this emphasis on coherence, hierarchy, and
transparent meaning is often misplaced. Though there certainly was a manS#phade
Mallarmé who did, in fact, write a poem callédn coupded® Jamai s ndéabolira
Po®n e that poem wagever entirely singular. Rather, it existed in several successive,
competing forms that, taken together, rendered the sum tréthrooupde d& @ distributed,
multiply mediated affair as multivalenced as the sum truth of Mallarmé, who remains
frustratngly beyond reach no matter how many throws of the dice we place beneath glass.
It is clear that Broodthaers knew about the different versiofisloin ¢ and tpab he is
using them, in some sense, to resist the implication that the 1914 Librarie Ghkidnzon is
the singular, idealized, representative artifact that a gallery or museum wants to display. We

know this because the two separate artistos
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the exhibition mediate their bladdar poetry in wayshat echo the mediations of the first several
editions of Mall arm®b6s poem, and because Broo
reproduce the original ratio of one book to t
artistoés b o okthirtytwe sheets fppagque papedin one edition (issued in three
hundred copies), and on thistywo sheets of mechanographic transparent paper in another

(i ssued in ninety copies)o (138). The al uminu
had been fAannounced as an edition of ten, 0 tho
editions mirrored their Mall arm®bs counterpar

copies; another on Holland paper, in ninety copies; and yet amotidaypan paper, in ten

copieso (Sackeroff 138). These are tlkee same n
aluminum plate version corresponding to Mall a
Broodthaers calls his edittiioomsd ooff fUn Qaddadrar
earnest, for the black bars are, at very least, difféfremtMa | | ar m®6s text . Yet h
picking at the sore dfignifierss gni fi ed | i nk. Despite his c¢claim
of Mal | ar ndRléspite paviregy producead his editions in exactly the same ratios as

Mall arm® in 1914, all three fail spectacul ar/l

by gallery goers, or even -barddaptatioo MThergareriomal v er s
many Broodthaers editions and too many copi es
adaptation, ironically, lacks a defined point of origin, taking shape, rather, as a cloud or field of
possibilities, a hermetically sedéferential congtilation of art objects that the museum patron
may approach from any direction and within which no one object has priority over the others.

I n the end, URoupde d&bitagead sxarsple df free verse visuality

precisely because, like freenge, it refuses to be pinned down to any one form of presentation
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and because the constellated push/pull effect is an apt way of describing the manner in which

free verse linartefacts operate on one another, both in the abstract and, as we shaPk#ig, in

Me t r SanddOperaAs in the original Wide White Space exhibition, subsequent shows like the

2016 Broodthaers retrospective at MOMA traditionally display the different versions together,
allowing viewers to contemplate them separately and as giaatlarger, more complex work.

|l ndi vidually, all t hirUne cvesegdbe ionerslinearfconBanoyofdt h ae
the Mallarmé free verse poem on which they are based. The twelve engraved aluminum plates
accomplish this serially, the ok effect being of a long, horizontal line of horizontal plates,

each containing its own assembly of horizontal lines. The artist book on transparent paper,
meanwhile, stages the same process in an even more surprising, ethereally beautiful way. While
eat double page spread works in the same manner as its corresponding engraved plate, and
whil e page by page readers gain a similar agg
transparent paper allows viewers to see previous (and future) pagesdkiey bear witness to

the gall erybds chosen spread. These deeper 1| in
bars of smoke, receding into the distance of memory or riding in on vectors of anticipation,
depending where one looks. Since there sgrigally no text to the tedtjust arrangements of

black lines which may slant subtly one way or another to representdtaliessense is

overwhelmingly of reading the whole poem in its correct orientation even when that is not

technically the casé\(Retospectivel59). This ghostly, palimpsestic vision becomes its own
little art gallery where the viewerbés gaze is
page, but thredimensionally through its ruffled depths, each successively hazy pags and

lines pulling at the others just as they pu#,Corbeau et le Renadld i k e at the viewe

equilibrium and depth of focus.
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This pustipull effect is even stronger in the final part of éxibit: the four vacuum
formed plasic plates titledQuatre pipes alphabéEour pipes alphabegig. 15) mounted at the
far end of the gallery. Eagilaque features a heavy border around-sani§ capital letters
(usually alphabetical), both paintbthckto differentiate them fromthdpat e 6s whi t e pl a
body. I n the center of e aclaTrassonales Inagdfhei ne of
Treachery of Imag@sthe 1929 ai nt i ng al so known as fAThis is |
a separate letter on its bowl, labeling itttwthe bowl/letter complex separated from the stem by
agap. Though this gives the illusion of a contiguous pipe, the two elements do not connect
except in the sense that the entire sheet is a solid, undifferentiated mass of plastic. The quarte

furthersMagr i Ceebsndéestd ppays purees emitpeng not an i mage

(23.c.) Quatre pipes alphabet (H), 1969 23.d.) Quatre pipes alphabet (X), 1969

(23.b) Quarre pipes alphabet (A), 1969

(23.¢) Quatre pipes alphaber (G), 1969

Figure 5. Broodthaers, MarceQuatre pipes alphabet (Four pipes alphab&969.Marcel Broodthaers: A
RetrospectiveEdited by Manuel J. Borj¥illel and Christophe Cherix, The Museum of Modern Art and Muset
Nacional Centro de Arte Reina Sofia, p. B8
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| abel ed i mages of Ma ghich, bytvietide of theimmeedjuen, emdupt hat pi
having more realvorld volume than the work they refer to. Here, Broodthaersmage again
with signifier/'signified and foreground/background elements, givingsibaifier a tactile
presence normally unavailable to the wasssign.

For our purposes, the key featurefatre pipes alphabé$ not Magritte but the means
of their production. These plates are part of
which scholars call the Al ndust r i-sailx Pfbseulsj. ec tTs
spread across a handful oihgeal categories (pipe plaques, alphabet plaques, museum plaques,
etc.) in dizzying variation. For instance, Broodthaers often had the same plaque thermoformed
from different colored plastics (black, say, then white), only to have the raised elemermd paint
in reverse color (black to define white letter volumes, white to define black). In other instances,
he |l eft the raised volumes unpainted, making
muddling the supposed distinction between word and integ@een the signifying sign and the
signage signified. In a move echoed by Metres, Broodthaers even chose to paint only the

punctuation marks on plaques likeaddmie landll (fig. 16), leaving the rest to recede into

background.

As Dirk Snauwaertnotéssn hi s i ntroductory essay on the
Broodthaersés original met hod of producing po
binary principle which he moved away from in

charactersrad individual forms by inserting slight variations contradicting identical forms of
automated Ostandardi zati onbé, someti mes compl e
pictoralityo (23). Il n ot her wor dmeservihghe mor e ¢

authenticity and individuality in the face of mechanical reproduction, but also a way of critiquing

87



i
bbb o
[

B de BRI A D 4 o e
L SR T E SRS el W e L e N N1
T -t e

o Bllchs o o, =l sty
== s e, T TRE | o R B - . e -
(o o S A R . i 3 Z da ~ =t "

)
e el T I L WS A S S L S B R e et SN e

Académie I

k::., Rt 1"1_.. LL“_.
Ll l,"' i e \M-;‘I‘d-\—m-ﬁ- il

i ctoc Jedae qu

Figure16. Broodthaers, MarceAcacémie II. 1968.Industrial Poems: The Complete Catalogue of the Plaques
19681972 Edited by Charlotte Hihg and Dirk Snauwaert, Wiels / Hatje Cantz, p. 57.

the essentiahollownessof that individuality, given the medium and method of production that

i nescapably underpinned it. dAlt is not only t
attention, 0 Snauwaert writes, Abut alnao the s
folow-up essay, MfAMarcel Broodt ha e rVilelagiees,iftnrme my Te
sense more related to the art market. Broodth

between alleged aesthetic autonomy and the exploitationcamehercialization of artistic work,
set in motion by an economic system focused o
political stance will be defined in terms of his attitude towards both the market and his own
theoryo -ViglconcluoBsorhjias comments on the industrize

howeverante st abl i shment it may be, surrenders to o
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Asignificanceo i s nonetheless Aproduceave i n th
stance of the communication and entertainment industries and the negative stance of a museum
in rui2mMsga (A271 of this stems from Broodthaerso
Broodthaers | ater wr ot e ®ixmileHrancsidpédompensese mad e
( Ten thousand francs reward)  fCatalogueCatalogus(1974):
What interested me was the warping of representation when executed in this
materi al. : : : Letds call them rebuses
difficulty of reading that results when you use this substance. . . . They are
intended to be read on a double Iévelch one involved in a negative attitude
which seems to me specific to the stance of the artist: not to place the message
completely on one s@alone, neither image nor text. (419)
If we extend the argument that Broodth&essstallations are thredimensional free verse
poems to the industrial signs on the theory t
poetic career, what wealk away with is another statement of the importance Broodthaers
placed on relationality over hierarchy and the mutual warping that comes about when one places
different iterations or intellectual aspects of a work in concert with themselves. Just as the
different versions ofiun coupde d& : | rdefayne tbemselves by their proximity, each
inflecting the other in the viewerds mind, so
versions of each thermoplastic sign pull on one another while the opagseofitheir
signifier/signified equations pull them inside out at the level of language and meaning. The point
of the visual Anfree verseo in Marcel Broodt ha
and attendant deformation of matter and megimrits constituent padsa muddying up of

clear communication in service to the critique of language (and other) systems we can neither
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abide by nor escape. If one were to search for a meaning or point to free verse that acknowledges

its traditionally ngative conception (its emptying out of earlier prosodic systems) while

|l everaging the Apositiveo mat er HooKingent,bret r e ma
would be hard pressed to do better than Broodthaers in his use of free verse to prabtbenatiz

very concept of | anguage. fHierarehicdlV Mearsngand Pr os o d
the Questioningf A | | Linguistic and Systematic Givenso
exciting, as it gives us yet another way to understand theveo$orwardmoving aspects of a

prosody too often defined in negative terms.

The true test of whether this definition can function as a baseline for certain types of free
verse, however, liesitsr e pl i cabi |l ity. What proof do we hav
poems represent a durable rationale emanating from within free verse as opposed to an ingenious
but idiosyncratic use of freeerseadjacent materials? As themainderof this chapter il
argue, the praxis of more recent poets like Philip Metres tend to confirm not only the persistence
of Broodthaersdéds techniqgues but the continuin
Broodthaers bent these things.

Metres, an accomplished politiacdd/cumentary poet and scholar of war resistance
literature, has published many volumes over the course of his career, including five volumes of
poetry To See the Eartt2008;A Concordance of Leave®013 Sand Opera2015;Pictures at
an Exhibition 2016;Shrapnel Maps2020) and two critical booK8ehind the Lines: War
Resistance Poetry on the American Homefront since 02007 andrhe Sound of Listening:

Poetry as Refuge and Resistainc2018). In this work, Metres often demonstrates a willingness
to experiment with poetic form and multiple mediation, readily deploying what poet Marilyn

Hacker calls fAthe techniqgues of postmodern po
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nearu n speakogeh) . ed n( Metr esds mo s BhrapnelMapsthis vol ume o
experimentati on i wefyinglb@page lenyth; erasare oétiss ofrseverah

varieties, including but not limited to blackout poetry; regional print ads featuring oranges,

including multiple versions of a travel ad extog tourists to visit Israelheld Palestine (one of

which features superimposed poetic text); and
several maps of thfiHoly Landdd to say nothing of primary source materials such as

photographs and Israeli litary documents, included to give the Isradilestinian conflict

greater context. These representational strat
Broodthaers compari son. However, we will conf
SandOpera whi ch i n Hackerés turn of phrase concet
willed survival of those confined and torture
United S®9aflégsWapoeh Terror, as i tticelissmostn t hese
directly |Iike Broodthaersoéds in the Literary E

As a collectionSandOpera s essentially an expanded vers

chapbookabu ghraib arias (2011), which won the Arab American Book Award for poetry in
2012. A cording to Metresb6és notes, the chapbook,
section, is a Adialogueo derived from an arra
a Standard Operating Procedure manual for Camp Echo at the Guantanamo Bay
prison canp (thanks to WikiLeaks); the testimony of Abu Ghraib torture victims
found i n Maortke abdalTruth:eAmérisaAbu Ghraib, and the War
on Terror, the words of U.S. soldiers and contractors as found in Philip
Gour evi t ch anTde BaladrofcAbu GHraibthre iofScidlseports on

the Abu Ghraib prison scandal (the Taguba Report, the Schlesinger Report, etc.);
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interviews with Joe Darby and Eric Fair (two whidblewers); the Bible; and the

Code of Hammurabi. (101)
These materialweavetoge her i nto | yric poems guided as mu
as they are, in Hackerdéds words, fAinterruptedo
poem from found text and then of pasting noncontiguous excerpts of it across a variety of
available surfaces, as Metres does in projedtveeo ki ng poems | i ke those i
series, bears obvious r es éamtnieawmatle Rengpvh&e oodt ha
excerpts from an original p o s crowBamddow fdllelware r s ma
similarly mounted. Meanwhile, the sever al poe
share an affinity with tUh®updeas. fforexanpls,thens of B
second A ( e c himthe/begmring mcompavateshoth fthe rectangular black bars of
Broodt haersés aluminum plates and a printed r
this case, the erasure poetics are less about playing up the visual and spatial characteristics of
Mal | arUm@Gd@w t han they are about representing t
record of the prisoners and the abusive,-palflic activities of the military guards who later
became embroiled in the Abu Ghr ai levesasasndal . M
much of his intent in this poeranthe question of who may speak clearly, and who or what
controls the mediations that allow or deny that speech. These moves render the fiction of clear,
efficient communication through language just as susgdbe Abu Ghraib black site as itis in

Broodt haer sés wor k.

Alhthe beginning, 6 f or i nst arGhrestan Biblel(acdextsaascribéddgotheu d e o
facilityds guards) t o s pe ak-centncbitsbfaialoguetsucla c k i t
a sin the beginning dourimage ddondinion 0 aewvery cre@pingthimy ( 8) . These
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pronouncements, which do not receive the pushbacketegnwherdo the Koran (7), stand
alongside black nonitalic text rldackddeouti ng t he
sections then sanitize for official consumpt.
saw myselbon the face of the deep . . And the darkness he called Night or t he mor e da
A A n danc@eleased / my hand from the daor /

- ! s to the window of t
(8). In the last example, which features everything but the italic Biblethexte are three levels
of speech. Inblacknent al i cs, we see the minimal, officie
abusive guard, whose full name everyone knew to be Charles Graner but who is often referred to
simply as AG. 0 MdexthMetnes flepresents the fuller gcbotunt aj viokeyce at
the camp, including material that might be elided (either on purpose or through bureaucratic
indifference) in an official report. This, we might say, is the hushgeteality that only appears
in the poor focus it does as the result of whisilewing efforts and belated investigations like
those that produced the Taguba and Schleshinger Reports. Other hazy details include notes on

~

sellp

J

the time of t heof@dbadsde) (&dnd eicahewresid aimtyl

(r

[ B / face to face orjhatwould reflect poorly
on the military if spoken aloud. In both cases, however, the various textual artefacts pull at one
another, drawing attention to difent but equally significant meanings depending on the
combinations considered and puttmgeon guard about the use and abuse of official language
in thedescription of statsponsored violenc&inally, there is the absolutely censored biaek
text, ecrets unspoken in any version of the recafuich remain lost in the black site.
The postmodern visual poetry tool kit, as utilized by Broodthaers, exists elsewhere in the

sectonaswell n two ot her instances fromnmtesawayaii ( ec ho
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his documentary transcripts until only a single grammatical or syntactical variable remains. One

poem along these | ines effaces all but the wo

again for Charles Graner (Metres 20). Attfithe poem appears little more than a scattering of

pronouns stripped of tivecontent, figuringonce more the inability or unwillingness of language

and its speakers to communicate. Yet, in the

lines shg, refocusing our attention as they do on the fundamental relationship between captor

and captive (Aiheodo and ndl 0) andbhs speakempdearr Gyenns e v e

withoutthat context, something of this relationshipuld still appeam the neartotal silencing

of the Al 0 beyond the fact of theiryieldstoiast ence

desperate string of Al 6so toward the end. Wha

speakeendsby insisting on the personatgnourd on selfintegrity and right to existo be

heard outside this poisonous dialectic. The poem even provides a suggestion of why that might

be, as the basic grammati cal di fference betwe

Asubject Pphoalblniot $§g wattendant agency) and an |

over which that agent HMHeHitcha )powédre, raecailrcittihean

language, then, is not just an apolitical fact of linguistics but sometthétgan be motivated by

human beings and theiragendas poi nt t hat al so seems to be at

t-shirt. Accordingly, thegoad f Metresés pronoun poem i s to st

encounter between two entities and the system

Ahe, 0 speech and censorship, or the reader an
The same might be saidbfh e f i nal A(echo /ex/)od poem, wl

to nothing but punctuatioffig. 17). Here nested quotation marks, stoic commas, and period

afterisloatedperiod fleck the page, indicating where the already scant documentary information
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should have gone but giving no clue as to
(echo /ex/)
what it would have said (Metres 26). The

only break in the monotony comes near the

end, where two sets of empty square brackets
suggesthat everthesesilences have been
redacted. As with Broodth
of museum structure iMusée des Aiglesnd

the typographical plaques, the point is not

simply to stage an encounter with the text but

with the setting within which that material is

made legibleandillegible. In Broodthaers

] : | and Metres, that encountempgoduced by

26

emphasizing both the space where the

Figure 17. Metres, Philip. fA(ecl

Sand OperaAlice James Books, 2015. p. 26.
encounter takes place and

to move freely within it as they make meaning.

Nosequence iband Oper& x emp | i fi es this better than Me
series, which combines the poetically rendered documentary matealal ghraib ariaswith
line drawings of the detention facilities at various U.S. black sites. Thgemisrfacilitated by
another classic Broodthaers technique, the use of transparent,-likéowerlays to allow
readers to approach both poem and diagram fro
for example, is a composite work formed whengheet of transparent paper with the detention
camp diagram is laid atop an adjacent free verse poem where the camp doctor inspects the
speaker/ detaineebds i njur i egoing/daaypegterplaca ¢ A1 i nf o
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73). In this case, Metres derives both the line drawing and poem from documents in the legal

case of Mohamed Farag Ahmad Bashmilah, a successively rendered black site detainee, against
Jeppesen Dataplan, a Boeing subsidiary (Metres 103). The overallceffecti Bl ack Sit e (
M) 06 can be difficult to describe, as much of
reader 6s shifting ex pdasithemateral wasial, and ieravwyderms a s |
of the piece seem to come apart in theirdsamnly to reform themselves moments later when

new viewing options become available. A readi
sequence of page tur ns an diBldkSieaerd enthe facingr i s i n
page, however, comes slenough to demonstrate the continuing potential of the

nonhierarchical, multidirectional free verse Broodthaers exhibited in his installations and black
barred artistds books.

To fully appreciate Metresds achbaegmement i
with a reading of AEtruscan Cista Handl e, 06 th
AExhibit M. 0 Indeed, considering this poem pa
(Exhibit M)o is something MeérestuhartieBEt wheaoa.
is itself a museum piece (103)

Etruscan Cista Handle
How peaceful he looks, the gates of his face

now shut for good, facing the ground. H

hoisted horizontal, his arms embrace

the air, his penis a slack fingef gravity.
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Two winged soldielangels must stoop, stagger

to cradle his naked inhuman weight.

Their heads torqued, as if listening to the lead

of the body, they bear it in bent tender shoulders,

in the balked leaning and strain of their gait,

andstruggle against falling. Their maker is dead.

And still the war continues, though it takes

other names. Sarpedon bronzed not breathing, the angels

bronze stumbling, all burned into a single handle.

To open the jewelry box, you have to grasp the co(Fég.
The lost barrel of this cista was likely cylindrical, made to house jewelry and delicate toiletry
items such as scent botethough these containers have also served as organ jars and
ceremonial props. Cistas were common in theehtury and afterard, from Egypt to Italy, and
many of the specimens that remain bear sculptural handles such as the one described by Metres
(Wunderlich 3940). In this case, Metres writes about a specific artefact known Séetye and
Death Cista Handl€ltaly, ca. 408375 BC)(fig. 18), housed at the Cleveland Museum of Art.
According to the museum, the figures on the
Death (Thanatos) holding the body of Sarpedon|, a] son of Zeus who helped to defend Troy from

invading GreeKorces [and] fell at the hands of Patroclus, as told by Homer in Book XVI of the
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liad. 06 Fol |l owi ng Sarpedonds c
Aintervened to protect the
danger and entrusting it to the two winged deities,

as depicted here and in amiper of other ancient
artworks, Greek and Etrusc:

is small, fiveanda-half inches tall and a shade

under six inches in length, with the greenish

de i T ey NEVOI S TCNERTY SV~

Figure18. Sleep and Death Cista Hand#00375 BC.  discoloration of oxidized bronze.
Cleveland Museurof Art, https://mww.clevelandart

.org/art/1945.13. For most of the poembds f

Metres dwells in ekphrastic description of the handle, dipping frequently but unobtrusively into
subjective interpretatignas whenhele s cr i bes Sarpedondés dead face
|l i mp arms as objects wH#i)ch amidgitht si evmbh gddc e atsh é
which being bronze is both technically and figuratively accurate. Hypnos and Thanatos are
pictured,inthepem at | east, as having a difficult tir
fallingdo (10) as they carry Sarpedon on fAbent
these figuresd poses.

Metres switches gears near the end of the fith@apl however, broadeni
temporal and symbolic | andscapes. fATheir make
Hypnos and Thanat os 8s -tsentangegat tlee evdioftstanzaafiveqTihe ¢ k |,
bluntness reads as understatatneven grim comedy, but its primary goal is rupture. Gone,
suddenly, is the relatively seamless overlap of line and syntax that characterized the previous
sentence (which took, it should be noted, seven times as long to unfold). Gone, also, is the

timeless bubble of ekphrastic description, which cannot sustain the life of the artist into
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immortality despite twentyour centuries having passed since the handle was cast. Nor does the
handl ebds (or the poembds) i nt en seath.imdeadpasi al i z at
Metres writes, fAthe war continues, though it
have that the pain and sufferingtbélliad end with thdliad, or that it may be dismissed as

little morethanmyth (1. 2) . A The nwarstiepagorsitinti ne pages of Me
poetry about the American War on Terror to this now motive timeline, and to view bronzed
Sarpedon and his fiangel so as the scul pted, in
(12-13). Howeverdeewe may get i nto the ekphrasisbés revi
lines refocus us oithe artefact and to the museum as a cultural and spatial context. This last is

key, as museums are both places wheofBumanne mi g
suffering and human beauty by HAgrasp[ing] o0 or
placed where, by definition, there are no actual war corpses to be had (just a more or less potent
narrative about them, controlled by those who cont®htiuseum). It may also be worth

remembering that the cista handle Metres treats has broken (or been broken) away from its box,
rendering the cista unopenable and leaving the question of whether we can truly achieve empathy
with the dead through a cultunakéxcerpted object.

One of the conundrums of WAEtruscan Cista H
cannot be grasped and open what cannot be opened. These are potent, relevant concerns to the
assembl age of @ABIlI ack Si t berighthantd papeiand déddls with thevh i ¢ h
similar question of how to display what the U.S. government considered undispiayableo
speakwhatthe U.S. government considered unspeakable in a public setting. In this, the museum
context of the previous poempus at ABl ack Site (Exhibit M)o i

juxtapositional way that art objects pull on other art objects in a Broodthaers exdilityig for
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ot her kinds of institutional framing aned cl ar
war continfiegEp hn&E&tewscthom Cista Handl ebso forc
those bodies are Aburned into a single handl e
horrifically with dA(Ex¥kiabil te dMd)i,md awnpert & 0t lae eb o

silently to and from black sites for the inflicting @$imilar, dehumanizingain.

Etruscan Cista Handle Black Site (Exhibit M)
How peaceful he looks, the gates of his face the doctor with the disfigured
now shut for good, facing the ground. His body's
hand shined a light on me
hoisted horizontal, his arms embrace
the air, his penis a slack finger of gravity. noted my marks
Two winged soldier-angels must stoop, stagger on « dagion o AR
to cradle his naked inhuman weight.
b
e o
Their heads torqued, as if listening to the lead — -~ =
of the body, they bear it in bent tender shoulders, — o o *
N pasigm w = &
in the balked leaning and strain of their gait, =
and struggle against falling. Their maker is dead.
-
And still the war continues, though it takes
other names. Sarpedon bronzed not breathing, the angels 2
e Ol B
bronze stumbling, all burned into a single handle. m e
To open the jewelry box, you have to grasp the corpse.
——
O
o~
|
the doctor told me | was going
to a better “place”
)
)
Figure19. Met res, Philip. AEt ruscan CbBad Qperghica thines, 015, ppd7Bi Bl ack Si t
This represents the initial view of these poems, with the ve
We know thatwe aresi Br oodt haer s6s theoretical wheel

(Exhibit M)O presents Metresds poem as clear,
evidence by leaving half of it (the poem) obscure, frosted over by the intervention of aypartiall

transparent sheet of paper. This hazy area includes the title of the poem but does not extend to
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the transparent overlaybds main subject: a | ab

sites where Bashmi | dlborplarestsndshnesharp relieftbitbke bui | di ng o

surrounding text, which drifts gradually from top left to bottom right on the page with a break for

the diagram between. However, even this has its caveats. For example, the thin text used as

labels, and even certain featureshad building itself (the guard tower, a metal chair), are

rendered in soft gray, confusing background and foreground in such a manner that it is jarring

when the transparent page lifts and the almost total split between poem and diagram is revealed.

The blueprint elements pull away from the human context of the poetry, insisting on their

objectivity and distance from that text but also on their own obscurity. This latter becomes the

case when |ifting the vel lohscungihe gleathatthenoves t he

building is anything as concerning as a military black site. Though torture and detention are still

embedded in the diagram, if one bothers to read individual room descriptions, removal of the

mid2000s War on Terrlolr doeaan dgirbd aatc kd ssma eed tsa it he

(fig. 20). The who, when, and where of the camp dissolve with compartmentalization, hampering

the diagrambs usefulness as a trial Aexhi bit.
The purposeful, institutional separation (therefore dismanttihgpntext in two things

clearly meant to go together is a |l arge part

where the silence of military redaction is concerned, and that point is well supported by his use

of both the transparent paperahe confusion of material/textual elements seen in Broodthaers

plaques likeAcacmie landll. ThoughJacques Ranciestes r eadi ng of t he pl aq

much cause, on the mutual cancell ations of wo

cancellatios arenot always coequab(). The cancellation is, rather, a matter of framing and

who has the power to set that frame. Beyond the Dallas pedluett this was a point
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the doctor with the disfigured
hand shined a light on me

noted my marks

on a diagram of the human body

i
w——ya |
- Mus v
sl £ s

W) mo
et
e Pukmg it

Figure20O.Met res, Phil i p. A FhdaOpekaAliBe Janees, ROESy pp.i 74B.i This bbfyre aind after vit
shows the vellum sheet coming away from the poem beneath it. Arrows point to disappearing title and text.

Broodthaers also made at Documenta 5 in 1972, when he chained ddif@a sfjfloorspace in
hisf i cti onal museum, | eaving as explanation a f
languagegfig. 21) (A Retrospectivé10-11). The foreground/background and public/private
confusion, along with the arbitrariness of the demarcation, make clear that such lines are always
drawn by those with the power to draw the lines, even when the separation seems practical (as
between gllery and storage space) at a museRuhlicmuseums are only public when the
museuns say So.

Surprisingly, these themes are even cleafter turningthe semitransparent page, a

which pointtwo things happen. The first is that, with the diagram giBdd, ac k Si t e ( Ex hi
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Figure2l. Broodthaers, MarceEx hi bi t i on vi ews o0 1972SNegetGhlaria (Ddzdmemta®arbed d

Broodthaers: A Retrospéve, edited by Manuel J. Bog¥lillel and Christophe Cherix, The Museum of Modern Art and
Museo Nacional Centro de Arte Reina Sofia, p.-210Photographs by Balthasar Burkhard (left) and Maria Gilissen (i

finally presents annfiltered encounter withis poetic text These newly compartmentalized

poetic elements open themselves to a more traditional kind of literary analysis where readers

may ponder, among other things, what makesitoec t or 6 s hand Adi sfigured
physical injung a condition which might elicit sympattisom himwhen it comes to injuries

sustained by his detainees? Or is the hand disfigured because it is grotesquely whole in a place
dedicated to breakilgph i ngs ? 4 $ giutr elldi $ hum he sense that i
as fAimarkso on the cl i pboar4dsdhe dodtdr hapd alomedo f t h e
awound allowed an acknowledgemeuoitpaind whereas the p e a waundédsandexistsin

the record only as a painlessrk/smudgei Mar ks o in the sense of grac
also turn what looks at first like an accounting of pain and bodily injury into a dispassionate

scoré® as though the detainee were failing because he is rfotipéng in the desired manner,

his bodily injury amounting to a particularly
interpretation to readers, the huge gulf of white space where the detention camp image

previously sat becoming a gulf of inscrutabilence, as though the speaker is unsure of what to

say about all of this beyond the resonant description aliggady. In the end, Bashmilah, can
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onydedpant hdadodtor told me | wihscagquotesgy / t o a
simultaneously indicatingelocation to a better facility, relocation to another black site better

only in its ability to twist information out of its subjec#s)d theobscuritysilenceof death (56).

The scare quotes also encourage an interro
role of place in Bashmilahés torture? One of
a prime factorinBashndlh 6 s treat ment. Better places | ead

change of venue would not change the racial and ethnic criteria that landed Bashmilah in the

black site, nor the American military intelligence system within which sites liken@eAbu

Ghraib exist. This is clear for readers who flip between pages, adding and removing the cell
diagram, which makes any promise of improvement ring hollow. How can one trust the word of

even the most welineaning doctor when he is complicit in tieeture and detention at your
current #Aplace?0 The frame within which this
claims to be credi bl e-onlypoemeneosragss similaedistidiaiat nt o f
of thetruth content in Bashmildhs t est i mony but of the private
connoted by the lyric poem. Though these reflections may once have been private, they are now
subject to public scrutiny, as are the courtr
from. Further, if there is privacy or interiority here, it is in many ways the forced privacy of

black site detention (an interiority with ulterior motives). Despite the appearance of free speech,
these words are the result of extralegal confinement and feeretime, asestrictedas words

can be. Even calling thiogiono f A Ex hi bit MO0 a Apoemd i s tenuo
readers that the work is not as sghtained and sebufficient as we usually believe the lyric

poem to be. The gap in the a@creams gnow-obscured linkages. And, of course, this was

never poetry to begin with. Rat her , it is pro
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intervention. None of this takes away from th
witness . I't is simply to point olikefreevarsetechhMgue r e s 6 s
calls readers to be even more aware of the terms under which that witness takes place.
Fortunately, the protocakvealing, protocebusting nature of free verseuniquely suited to
laying bare those terms, when used this way.

In many books, this would be enough. Yet here, the transparent page a@y the
allows forreadng and interpredtionthrough is opposite (versodidemeans there arsill
severakpatal perspectives from which to view the assembldige 22). Looking at the twe
page spread formed by the backwéading portion of the diagram and the forwdiading poetic
text of AExhibit M, 0 readers may hteWwekind he sud
glass into the black site, where Bashmilah and his suffering wait. Once inside, turning to look
through the blueprintés verso is akin to star
cells and compound walls now seem to be. Ondlldis of the exhibit, the transparent sheet
brings us closer to Bashmilah rather than pulling us amayendering his testimony invisible.
As with Broodthaers, the lines of the poend dragram give us rtqustone facet of the black
site but a multipersxtival viewsuited to approximating the whole.

Metres has a final surprise in the way his work circles back on itself to round out its
gallery of perspectives. Looking through the verso of the diagram, we see that it is now
AEt ruscan Ci spadiallybascudelffig. @3).t hUantl iikse A Bl ack Site (
however, which was designed to work with the
nearly disappear beneath the detention facild.
poemwe thought we knew, torquing its meaning once more from the juxtaposition. For example,

l ine six of AEtruscan Cista Handl ed now exi st
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Black Site (Exhibit M) |
the doctor with the disfigured |
hand shined a light on me 1
noted my marks
StOOp, stagger on a diagram of the human body
« p o e angels
Srorze wofe i a single N hdl
To oper e i you have to grasp fhe dbrpse.
(=
_l——
the doctor told me [ was going
t0 a better “place”
- i
Figure222 Metres, Phil i p. Sé&ndOperaAliceSamese2015HR.#3. Bhis riewNdgcontes
available to readers after turning the transparent ariddéxed vellum page.
outer wall interfering with the description o
still possible to read these words beneath th

nonetheless, more difficult as a result. Thus, what was true bf Bas| ahés di sappear:

humanity in AExhibit MO becomes true here as

erasure. The fAmaker o in fAiTheir maker is deado

adjacent ASarpedongbr ¢a2¢d nbeskbreaves repres

does ndall burned intod when cell doors under|
The transparent page highlights other things as well. For example, the pronoun attached

to Awi ngerdgeslod dai(efitshedifr db)o xfeidndsn iby the siteds
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and Thanatos a more sinister, political

Etruscan ( a Handl¢
valence than they had. Beyond partisans in
How peaceful he looks, the gates of his face . . )
now shut for good, facing the ground. His body’s the Trojanwar, they are also minders of their
hoisted horizontal, his arms embrace ~ . .
i et P bt E ey worl doés status quo, Jailoc
the air, his penis a slack finger of gravity.
Two winged soldier-angels must stoop, stagger p atrons. T h e ﬁﬂllbth-ewvarn ues (‘)

to cradle r—mM

conti nues avoriyisg,asit mi | ar | vy

73

receives both strikethrough (from the label

)

in the balfted Raning and straisff their kai
W ™o
.

mH"ﬁ?ﬁE le against falling. Thei s dad.
And still fhe 1rc‘mmm7thotLHHUes f or t h € ilnterro g ation R

N
other nanfles. $ar ot breathifje, tle angels

pointing tothoserooms. The continuation is

bronze stfmbingl ¢ a single h#nd]

To open the jdvelre bax you have t th 3 . . .
s e | 1 both a neon arrow and institutionally obscure.
.
il . - - -
| It is not just what is on the page that is
concerning. Most times, the guard rooms,
Figue3.Met res, Philip. ndatdOpes cg|s and ingrrogation chambers of the

Alice James, 2015, pp. 7R2. This closeup occurs when the
vellum page presses against the poem beneath.

backward diagram do not highlight other

words. Rather, they highlight the empty spaces between stanzas or after the poem. As with the
mdpoem gulf in A(Exhibit M),o0 the implication
invisible through | ack of speech. What we do n
H a n dchlls iatoquestion what we have been allowed to seeyvaraverséd an effect apropos
of Broodthaers, who forced readers to contemplate similar mattersiwghhar t i st 6 s book
mean | ittle square of Aprivateo space at Docu

As Metres demonstrates, this Broodthddes free versas eminently repeatable, a
necessary quality in any prosodic system. Yet, even more important than repeatabdity is t

definitional picture that emerges of free verse when these examples are placed beside one
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another and taken as visual metaphors for the operation of that prosody. Together, Broodthaers
and Metres suggest that free verse is at its most powerful wheuctuses meaning in the
manner of an omnidirectional collage, and when it gives readers room to wander through that
assemblage of lines, rhythms, styles, objects, and pages in a variety of ways, confronting the
poembés f or mal and t lowhhafdr theeffatorhicnew, alls mor e t ho
encompassing exercise in reading applies not just to reading direction on the printed page but to
the directionality of more intangible things
sonnet, say, overdetemas even before it begins. In such a work, meaning resides not in a
punchlinelike final couplet that the reader must reach in the end. Rather, it lies suspended in the
relative, nonhierarchical relationships between words, lines, and ideas in the pee&eel
verse poem is, as Broodtha&rsontemporary Charles Olson wrote, a matter of tensions:

The objects which occur at every given moment of composition (of recognition,

we can call it) are, can be, must be treated exactly as they do occur theneat and

by any ideas or preconceptions from outside the poem, must be handled as a

series of objects in field in such a way that a series of tensions (which they also

are) are made tioold, and to hold exactly inside the content and the context of the

poem whch has forced itself, through the poet and them, into being. (Olson

AProjectivwvid Verseo 243
Whil e these |l ines are somewhat cryptic in OIs
examples of how one might actually practice an obfactield-based poetics, their potential
applications (and Ol sonds meaning) are cleare

Broodthaers produced in his more thokmensional poetic space.
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Beyond this, Broodthaers and Metres also suggest that free versmgestvhen its
potential for omnidirectional, nehierarchical meaning causes enough background/foreground
confusion to make the systems and assumptions within which the poem dwells visible once
again. This was a virtue of early Enghisinguage free verserhich at its inception truly was
about getting poets to see the structures they used with a more critical eye and to question their
necessity. Both EzraPoundandST. EIl i ot 6s return to aspects of
suggest that it wagltimately the questioning and testing of the system that mattered more to
them than its outright abolishment. In Broodthaers, thisreffential, art gallery free verse
pulls back the curtain on the museum and Mal&ascultural institutions, and dhe
signifier/signified formulation of language. In Metres, that relational omnidirectionality forces us
to contend with both the museum and the way extrajudicial systems and the convention of
redaction intervene in other battles between speech and silemstanding and the lack
thereof. This, by virtue of history and formal inclination, makes free verse prosody a tool for
measuring and evaluating other prosodic tools, a space for measuring and evaluating other
spaced other readable, poetic rorol@ndlow or why webve used them a
Broodthaers and Metres suggest that the definition of free verse as the rem@taboid1Bth
century poetic structures isnbét exactly wrong
verse, deplogd as an omnidirectional collage of relative lines and imagery, is a system revealer
and (if need be) a system buster, as it proved wHhe8ymbolists, the Imagists, and their
descendants used it to break open their owsregiging prosodic systems. Thaly question
now is what new systems and assumptions need revealing, and how, as Metres does with

extreme rendition, these things may be put on display and questioned by this form of verse.
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Broodthaers, it is worth noting, continued to question the urtitits within which we
make meaning for the rest of his career, though as Cathleen Chaffee writes in her essay on
Broodt haersoés AEmMblems of Authority, o the art
museum to encompass ot hngedfromrihe ecenormnidiseutturgso wer s .
and critical authority that govern artés valu
someti mes colonialist spirit of governmento (
a 1968 wor k fthaers mdde apaintiigBsimolaiirty a chalkboard; over matte black,
he inscribed in white paint, oI/ néy a pas de
Primairesdéd6é (There are no primary strswdeat ur es
statement, which questisnot only the primacy of one structure over another but the existence
of Aprimary structureso as a whole, recall s t
painting?0 Chaf fthea, r k@ w echnderd, adipgahatrBtoedthdaers
created his chal kboar d Mihima Artatdhe emgentannusetnm at t h
in The Hague introduced [this] | argely Americ
piece may critique the premise behindh e Ai coni ¢ 6 MiPnmarg&tiuctlaes:t ex hi b
Younger American and British Sculptpssaged at the Jewish Museum in New York several
years prior. fAThe American exhibitissmeds thesi
abstract formshacktrduced art to its originary, generati
painting and throughout the 1960s and 70s, ho
Apol emi cized against this noti o+videnhband pri mary
aga nst the idea that such apparently simpl e Mi
context, soci et al role or connectingdel anguage

Corbeau et le RenarandExposition littéraire autour de Mallarméut other, more pointedly
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political works, including his provocatively titlddécor: AConquest by Marcel Broodthaers
which in 1975 extended the home decorative me
approach to free verse d@panese ArtOne crucial dference between Hartmann and
Broodt haersés use of d®cor as poetic analogy,
was always suspeéttan institution whose language (visual, social, or otherwise) was
guestionable regardless of whether the poemamsadornment of existing structures or an
engine of spatial and linguistic reformulation.

In broad terms, one of the most appealing things about free verse, to both writers and
readers, has always been its illusion of frank simplicity, of authentiaibpaced to the intricate,
courtly artifice of something like the sestina. The fact that this is hardly the case and that a good
free verse poem can easily be more intricate and fagcade heavy than any sestina hardly matters. If
the poem looks, sounds, and adises itself as freedom, then it will be for most people. Free
verse makeg easy to believe that the formal minimalism achieved in getting rid of rhyme and
meter bringsustoakindofaproet ry, a f#Aprimaryo poetic form
minimalist art. Broodthaers and Metres, however, encourage us to remember that no amount of
formal simplicity (for example, the austerity
context, societal rol e or ecoevwreegaformulates the poatig u a g e
home from the inside out, as it does for Hartmann, it is also a prosody which encourages us not
to get too comfortable with our surroundings. As we have seen, on@pwem r eader 6 s
comfortable stroll through a museum exhibay quickly become anotherpoéme r r eader 6 s
yearslong detention in an American black site. In works like these, the two are not separable

except to the extémhat we turn blind eyes toward one or the other, a point Broodthaers made in

111



his Décor, which situated the banality oBih and Dth century room decoration within the

context of the military powers underwriting théfig. 24).

\

| // {
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Figure24. Broodthaers, MarceExhibition view with Salle XX siécle (Twentientury room)1975, Institute of Contemporary
Arts, London.Marcel Broodthaers: A Retrospectjwedited by Manuel J. Bog¥illel and Christophe Cherix, The Museum of
Modern Art and Museo Nacional Centro de Arte Reina Sofia, p. 322. Photographs by Maria Gilissensét pathorized by
American military power. Visible through the dooSalle XIX siécle (Nineteenttentury room)featuring cannons and other
19"-century military props. The rooms create a mutually informative tension that is historical, sociésuatig poetic.

WritinginA Di x mi |l Il e francs de r dasedwprkesometdnies of an
called nGeneral with cigaro (but speaking, in
and literature), Broodthaers claimed tothink &thpi ece not as portraitur
object. It i s necessary to unveil, o0 he expl ai

extinguished cigaro (413). The same is true o
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that do not mke pointed use of it, as in-walled lazy free verse, neither does it help these
poems in its role as a powerful instructional tool. For that, we must learn to read the poetic room,

and its décor, differently.
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CHAPTERIV:

OBJECT/ACTUAL: PROJECTIVEVERSE N DERI K B AOWMATNASBITE

They drifted. just to see.

still the soil cannot be ladd

Vast numbers of
souls meparing to enter:

. for no other purpme
than

the last possible chance.
L

Figure25. B ad ma rCollet® u ii tkGonfits.aPoetryEdited by Franklin Einspruch, New Modern, 2012, p. 13.
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How are we to read and understand a work@Gk#ettaSuite Der i k A. Badman¢
collage sequence born of digitally redrawn Vil@alettaromance comics, reset in triangular
arrays alongsi de t e%khe Tafe of&Genjfilyl@5)?a sTahkoiu gShh iBkai domuiadnsd
sources are narrative, the narrativity of his aalimb is so deliberately obscure that readers
cannot, for the most part, rely on interpretive strategies that would sustain them in other comics
and novels, graphic or otherwise. The work is so viswalgnt gardehat even its author has

been at a los®texplain its effectiveness. In a 6 March 2013 pos¥ladinkbeard.comBadman

notes that:
As | work on these comics . . . [and] move further away from narrative and from
really strict structures . . . 1t i1s ha
beyond some basic visual elements like layout, color balance, and composition.
The text is based on procedural limitations (. . . paragraphisarmale of Geniji
where the word fAlettero appears) which
story/narratveaswedl s from a more gener al per sona
attempting to say anything about myself
very much a process of intuitive selection and arrangement. | grab a bunch of
phrases that sound interesting, then | regygaand edit them (slightly) into
somet hing that might work with the i mag
works at all. | just stop when everything seems balanced. (Badman)
| f the author isnbét even sur e succkssful,iwkatdreeve ms un
to make of it? What might this Abalanceod prod

Il n the end, the paradigm that best fits Ba

narrative comics at all, but rather that of the hybrid literary geh@omics Poetry. Though
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definitions of the genre vary from artist to artist, comics poetry is generally comprehensible by
way of analogy to other forms of literary production. Comics poetry is to the mainstream

narrative comic what contemporary lyric pyes to the narrative poem or novel. This is to say,

in part, that comics poetry is generally more contemplative or-epdadly introspective than its
comparators and more invested in meaning made from the omnidirectional juxtaposition of its
constituem parts (which include both poetic language and comics conventions like the panel and
gutter) than it is in meaning made from events or images in chronological sequence. This chapter
furthers the lyric poetry analogy, going so far as to argue that cooety/is essentially a new

form of projectivist free verge one that might even have been legible to Charles Olson, author

of the open form manifesto AProjective Verseo
Reaching outside of traditional comiasadysis into the realm of projective poetic theory yields
powerful new tools for the creation and evaluation of comicsQibietta Suiteand ultimately

helps us answer some of the questions of efficacy that Badman had about his work.

Thi s c¢ ha penhtésalogelated tg thenarguments in chaptersand hreeof this
dissertation. In the previous chapter, for example, | argued that qualities of earnestness and frank
simplicity in free verse make it an enduringly popular form of prosody even wiseseif
evident that free verse may be just as complex as its rhymed and metered equivalents. Within the
context of Marcel Broodt haersés visual poetry
Minimalist movement), this comment served as a caution aghmsilief that free verse was an
originary, minimalist form itself. Free verse, like every prosody, has a historical, social, and
literary frame that cannot be obviated. Still, the feeling that we draw closer to the heart of poetry
or to the raw, unfilteed actuality of the work when we write this way persists, speaking to a

desire on the part of writers and readers that we must contend with further. This chapter suggests
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that we may understand something of the-g@th century quest to apprehend a deegruality
through free verse by following a thread in t
discourse, inthevisualf ocused writing of Max-2Baenturpnan, t hr
AObjectism, 0 and final | ycsipaetryowhereoworksdikBaletta ar y A m
Suitemainline objectism to produce a pictorial free verse that might even be the revitalized

dramatic verse anticipated by Olson in 1950. Objectism, in particular, helps us appreciate exactly
what that deeper actuality meant to revitalize in the first place: namely the lyrical drama of the
Awoasdcti on, 0 rendered by Badman and other com
language and imagery.

Finally, this chapter serves as a corrective conclusion to chapteend hreein that
Badmandéds work splits the difference between t
verse and the over abundan c EollatdSuiiegrovilea Br oodt ha
compellingly graphic, archly relational poem that still operates within the confines of the two
dimensional page like normal poetry. As su€bllettaSuiteand comics poetry offer an even
more seamless blend of verbal and visual poesis than somethinge Phi | i p Metr es 6
Site, 0 which | ayered poetry and | ine art but

To begin, the rhetoric tying free verse to a deeper authenticity or actuality has been with
it since the start, growing in tandem witte form. In certain instances, this rhetoric has even
been linked to the kind of twdimensional illustration that Sadakichi Hartmann discusses in
Japanese Arand which would have been found throughout the museums hosting Marcel
Broodthaers. Take, foxample, the early case of editdax Eastmanthe driving force behind
little modernist magazines likEhe Masseand its spiritual successdhe Liberator Writing in

the preface tdournalism Versus A(tL916)about the difficulty of capturing a coherghtoadly
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workable definitiorofb e aut vy, East man cl| ai ms cantefine beaufiyt he qu
is secondary to the question whether 1t is im
The important distinction for us to remember and refine and philosophize about,
is the distinction between all the immediate values, which have their certification
in themselves, and those mediate, or moral, or practical values which look to
some ulterior benefit to certify them. It seemed to me that if the Englishdgagu
were wisejt would contain a very eminent word (not altogether unlike beauty,
although less aristocratic) to express the whole range of things which are good
simply because they are chosen. And among these things we should often find
objects distinctly unbeautifugnd even unpleasant, because life has a thirst after
experience which is very general, and is willing to suffer a good deal of pain for
the sake of tasting its reality. (Eastmaf)demphasis original]
Eastman is not writing about free verse, here, dlieraboutthe visual art that editors included
or excluded from contemporary magazines, having just presented readersanbiatiite
ver si on of B o aThaMaskofthe Bdd Deedhs bisifidorgispiece along with an
anecdote about how the wonkas rejected bZentury Magazinéor its unprofitable focus on

horror (4). The applicability of these musings to free verse is tantalizing, however, for free verse,

too, paints itself out as a prosodynof Ai mmed
themselves. 0 It, too, is a term denoting some
often find objects distinctly unbeautiful, an

free verse has traditionally claimed to stand apant fotder forms of English prosodyforms
which run on fAmedi at e, or moral, or practical

certify them. o Arguments that once |inked the
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and superiority of Europeanu | t ur e, as i n the ealradifongndges of
Reaction in Modern Poeti§1926) where Binyon compares Europe and metrical poetry to Rome

on the verge of being sacked by fAbarbariano G
justification (5.

Theproblem for Eastman, was the publishing industry. Eastman writes elsewhere in
Journalism Versus AthatThe Massewas valuable precisely because it was &ee
unwarranted Aconciliationo toward rneagadieer s and
Afa unigue charactero and Athe freedom for a p
would inevitably produce uatcogciiaionwhichkedtoaf art o
deviation from what Esasitmathhe alh 0 @k Gigthefuier aatr t € O
Matter with Magazine Art?0 where Eastman argu

due . . . to their struggle for eXjlstence u
E a s t ma ngdtise caststlappedreditor, lured by compensation structures tied to sales,
proceeds to fAmix into their publication a | it
art of ever attracting new comnsnteidt uemdy Awihteh o
insane passion for variety, but a perfectly automatic toning down of every variant that appears. A
profitable mediocritd s o met i mes cal | ed Sachepdjshdd domsideratiena n 6 0 ( 2

could not help buthwartfitrue arb stemming from sharper edged work beyond that mean

This was the case not just for editors but artists, who, hemmed in by the same structures,

Al earn to draw pictures that wil/ sel |, pictu
alienating the old. ©if their native impulse to be an individual . . . is too sténigen they do
not draw for publication at all, which comes

that the magazine artist (and by otoyedadllis ensi o
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own warm and lovable idiosyncrasies, and turned himself into a reproducing machine which can
6go over6 a canvas from top to bottom, and O0p
tod be t her etwentietRcénjury porshceed iesatr Ilwas often a great
highly skilled personodo capablpantspbooksnieatasks,r i ng o
seltzer bottles, shoes, shoestrings, cats, frowns, kissesatatbottles, anything and everything
scatteredr combinedo in the existing prosodic str.
when it came to the matter of Ahow to draw a
the charge of hollowly going over a subject would fall squarely back ondrse.Mn 1916,

however, thepposite case still pertaineat least in the European and Amerieaant gardeas

free verse was a putative solution to the scourge of profitable metrical mediocrity.

Eastman, for his part, did not wait long to address the potential hollowness of the new
prosody, as his institution (publishing) was already inundated with it in the form of what he
termed ALazy Verse. 0o | n Jamalissns/ersuy Bastman travs s a me
di stinctions between worthwhile inst gpeases of
everybodp di ctum that hamstrung artists and edito
achievement of this age, 0 Eastman writes:

but jounalism is not literature; it is business. And with some accidental
exceptions the tendency of journalism to insert itself into the place of literature is
a disaster to the art of writing. | am thinking of the new dilute variety of prosy
poetry which is weering the country, and in order to separate myself from those
who have any conventional or technical prejudice against composing poetry

without meter | call it Lazy Verse (Eastman 89).
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According to Eastman, lazy verse writers were the sortpanticipatel in literary movements of
thedap Fut ur i s m, |l magi sm, Vorticism, the ASceptr]
Poetrybynam@i ndi vi dual s attempting to Acompensate
he leaves undefined. More than schoaliaffon, however, Eastman worried that increasing
numbers of poets wrote free verse because the
freedom and power to convey r eainthemajoiityoohs t o t
casesa mere lack of gergetic idle time, or the habit of intense concentration, is the motive to
free verse, and the only value gained is the journalistic dilution which enables poetry to expand
and multiply and cover space, as all the rest of our writing does in this dayuofiérable
magazines and t he e9nlo)r.moWhsa tneevwesrp anpee rnoa y( 9tOh i n k
this again indicates that free verse went han
i.e.the bedrock reality of the poem, to readers.
It is not that Eastman disapproved of free verse whole clothMessesditor includes

in ALazy Verseodo a |list commending free verse
did Walt Whitman:

Even the very absence of form, and often of intensityfjtsah have poetic value

in so unigue an achievement as Walt Whi

necessary that some miraculously powerful poet should burst up through the fine

pages of recorded high passion with the

everyday life. This could only be done with the evelgy manners of language.

It could only be done irregularlyerbosely It could only be done

unsatisfactorily for if it were satisfying it would not be the unqualified and

incommensurable reality thevas required. (Eastman-92)
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Note again the emphasis on fArealityo in the 0
requiredo IlehvesWhGrassmame&s questi on of praxis i mpl
thus how one might achieve a simiyapowerful approach to reality when using free verse on
subjects beyond Whit man d bowpaets might endowayessin or Tago
themselves and in readers the intense concentration missing from watery free verse and, in so
doi ng, a\sidfreeviejrswerona hat organizes itself in |
space on the padlkan prosellkei d i sgpdvaeg/r t i si ngo (Eastman 92, 95
with all its verbal and visual heterogeneity, to mean something immediatefiandevoid
becoming an adjunct to the fAkaleidoscopic mot
bl ot ches . . . dashing from one part of the
ensured would be Asti mudydrn nrgedar dlhes < uaofi owh dt
purchase is made, any one enjoys reading type which jumps across, over, under, and around the
mi sshapen angles of an extraneous inserto (46
most fully relevant? One ansr is that free verse might find expression as comics poetry of the
sort we see iCollettaSuite which makes great strides on all of these fronts.

One way of understandir@olletta Suite in these terms is toonsiderit alongsideCharles
Ol sonbés APrmj|reatt i orehapMredtisgleaonssrates a persistence of the
desire to approach reality through strongly visual free verse but
alsobecause Olson is an important link in sowersions of

comics poetryds |l ineage. The ¢ omi

prime arbiter of that history, has on multiple occasions pointed to

A

Ol sondés 1950 essay in his attempt

Figure26. Rothman, Alexander. Rot hmands focus has al mofsom al way s
AUntitl edo

122



AProject@Oom2MNehstonit is by their syllables t|
(fig. 26), a formulation with bearing on both Rothnhlaa nd Badmands habit of 7
panels and images onto other panels and images until their jsiiap® build organically into
meaning (Rothman, fANew York ComicsevBrynoi 0Si umo
universally applicable to comics poetry abdlletta Suitethan Rothman might suggest.

Il n general, fAProjectiovfe AWeornspeods ifta rowa rbdys ftihe
based prosodic system employing the entire page for the placement of text, as a remedy for the
lifelessness of traditional verse. For Olson, this lifelessness was the result of metrical poets
failing to recognize the kitic nature of their own work and the ultimate status of the poem as
Aenergy transferred from where the poet got i
to, the readero (240). Traditionalelfsapthims, eve
energy by forcing the dynamic flow of perceptimrcomposition into irrigation channels of
predetermined thought. While those pathways may convey sound and sense efficiently from
point A to point B, they do so without reference to the sigftnatural processes tlatatedhis
energy and without attention to the problems of generalizing formsbhhotngtheir true
source of power and auWwWlstndd344).ci ty in the Aopen

More specifically, howssay@itwo paitd both pfevicichi ve Ve
have bearing on comics poetry. Il n part one, O
verse is, what it involves, in its act of composition, how, in distinction from therajactive, it
is accompl i sargd ., ,towowhhiel emiimm g o fAsuggest a few
reality brings such verse into being, what the stance does, both to the poet and to his reader. (The
stance involves, for example, a change beyond, and larger than, the technical, and may, th

things look, lead to a new poetics and to new concepts from which some sort of drama, say, or of
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epic, perhaps, may emerge)o (239). Though it
claims, this final statement makes clear that projestivivas a continuation of the quest to touch
a deeper, more fundamental reality through spatially attuned free verse. As such, it aimed to do
more than simply take upom as Eastman feardalzier verse might

The first (and more frequently discussed) jporof the essay begins by dealing with
Asome simplicities that a man | earns, i f he w
COMPOSITION BY FIELD, as opposed to inherited line, stanza,-averl f or m, what i s
base ofthenep r 0] e ¢30)i Thes@simplizities boiled down to three statements on the
poembés fAKinetics, o0 guiding APrinciple, 0 and o

The Akinetico of the poem refers to the po
transfer and has to do with communicatiomod ani ng from t he poetds sou
into the object of the poem and, finally, to its reader (though Olson is aware that no such transfer
is perfect) (240). Ol son then suggests a fApr.i
tranderviafieldb ased poetics, namely that AFORM | S NE
EXTENSI ON OF CONTENT, 0 a dictum he ascribes t
any given poem, 0 Olson continues, #@Ais the onl
underhando (240). I n other words, tiofganicaly t he cont
determines its own best form, projecting that form outward like a screened lantern casting
patterns on the padeor better, like the lightbuln-a-wire-frame trick thaprojects the
landmasses and latitude/longitude lines of a round earth on a flat wall with all the attendant
distortions. As noted in Chapt&€rw o @gument about Sadakichi Hartmann and the
reformulated poetic home, poets of the day were often more tikelgcept (and then decorate

with incidental pictures) the existing prosodic edifice of something like the sonnet or rhymed
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guatrain. Olson, however, advocates a change like what Hartmann describes when (for good and
ill) he essentializes the Japanese gnexiice for changing the edifice to suit the picture. Projective
verse, likethe Japaneskakemongpimplied its own architecture and all the décelated
di stortions needed to achieve what Badman wou
The immediacy and authenticity this projective principle was further authorized by an
approach to poetic fAprocesso that Ol son drew
AONE PERCEPTI ON, 0 Ol son thundered, AMUST | MME
TO A FURTHER PERCE P imlofOhs@rodess dvdks Yo.produde @n aacurate
transcription of reality, as Olson understood it, in the midst of creating right form. This
prescription about I mmediacy fimeans exactly w
atall points (even| should say, of our management of daily reality as of the daily work) get on
with it, keep moving, keep in, speed, the nerves, their speed, the perceptions, theirs, the acts, the
split second acts, the whole business, keep it moving as fastasyoucarga@ n o (240) . TF¥F
rambling nature of this quationillustrates the way that perpetual forwvard movement and
attention to Asplit second actso of thought m
propulsive sentence. Yet, it is also a messy and unneigsspetitive sentence set in a form
that tends toward grammatical and syntactical contifuéysentence that gets in the way of its
own meaning as much as it convélyatmeaning accurately. In this, projectivism demonstrated
itself in need of a more dable arena, one Olson would soon give it and which comics poetry
extends.
With these simplicities out of the way, Olson turns his attention to an almost atomic
classification of the poetic process, one whe

both the acqui si andtberpessurd of Histtabt eh O0p o(e2t461s)]. eTahre e ar
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was essentially a data port I|Iinked to the poe
the sounds of syllables, which Olson viewed as the smallest inviolable particles of language and

t heref or e poidihgblodk.dMorp than just the/ soumds of those syllables, however,

the poet also acquired a sense of the precise meanings humans attached to them, as well as the
webs of connection and meaning brought into play when syllables juxtaposed into words, words

into sentences, sentences into stanzas, and so on. These meanings were stored in the mind against

future need and later deployed in the Aeatantaneous, nelegical moment of poetic

composition: the moment, i n ahdhneatejudgomentcame wh en
to bear on all that preparation. An aut-hor 6s
syll ables, to Adanceo or | et Ari po stored poe

worth. That brief moment of choosing uld be best met by the poet whose listening had been
most scrupulous (2442). These views are important both because their emphasis on
juxtaposition and beauty at the minims of language come back in forceful ways in the thought of
artists like Alexander&t hman and because they eventually n
reconfigured view of what it means to author a poetic line.

ALine, o for Olson, provided a counterwei gh
syllables and was the result of a less cergim@tesse® in this case, the measuring influence of
t he human heart played out wit hiirstantaheeus| i mi t s
choice of syllablene ani ngs, t he poet 64newanpldogpontemaods. of t he
Line, however, was gmtaneity after the fact: an embodied form of aesthetic control akin to
changing oneds grip around a fistful of sand
the dance was all unconscious creativity, judgment, and play, then the breathfliofethe

equation was the center of the poetds conscio

126



Agetti dawhmadedt he attention [and] the control
says, Ain the |ine, thatntt lod gthaepigmg ntgadk € L 421)
write a fourteedine sonnet in projective verse for the simple reason that such forms were
preexisting aural/mental constructs and therefore separate from the source of projective lineation,
which came from elsewheien t he poet s body and took its cu
ABABCDCDEFEFGG rhymes in the expected pentameter would have been a betrayal of the
poet 6s body and an abdicati on coniplete Tha waikwo r k 0 t
was the trascription of a momerib-moment experience of reality as it was actually lived, not
as the sonnet would have it:tlre readymadectaves, sestets, quatrains, and coupthetss for
Olson, relieved the poet of the need to think even as they supportachplified thought
It is worth emphasizing, here, that Olson was as suspicious of the linguistic structures that

house meaning and of teegnifier/'signified chain as Marcel Broodthaers in his mordess
contemporaneous work. This is evidentnotonlfpihs on6s skepti ci sm towar c
in his insistence, in AProjective Verse, o0 tha
would drain its language of power and immediacy. Olson posits these {gapping
constructions and eagpneralizations as the true source of laziness in verse, free or otherwise:

When the line has, is, a deadness, is it not a heart which has gone lazy, is it not,

suddenly, slow things, similes, say, adjectives, or such that we are bored by?

For there is a twle flock of rhetorical devices which have now to be

brought under a new bead, now that we sight with the line. Simile is only one bird

who comes down, too easily. The descriptive functions generally have to be

watched, every second, in projective velmxause of their easiness, and thus

their drain on the energy which composition by field allows into a péem.
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slackness takes off attention, that crucial thing, from the job in hand, from the
pushof the line under hand atthe momentunder t he reader 6s e
Observation of any kind is, like argument in prose, properly previous to the act of
the poem, and, if allowed in, must be so juxtaposed, apposed, set in, that it does
not, for an instant, sap the going energy ofctietent toward its form. (243)
These lines can be confusing, as description and simile are indispensable parts of contemporary

poetry that readers and writers almost always associate with coming to know a subject more

deeply. Togetatthetruthoractual y of a subject, woul dnét one
investigation of its parts? Not necessarily,
Universeo (1951) considered most of the | angu

Greece a vehicle fotbatraction, a form of linguistic transparency in whichghgmifier vouches
for, but does not actually show through to, a conaigtafied. However detailed or figurative
this abstracting language might be, it still carried readers away from theawobgject and
word-asaction, replacing them with an evgirowing pile of secondand thirddegree handles
that only served as release valves on langtlagshould have been an exciting, highly
pressurized construct. It was on the projective poet to fmdparadigms for the display of
verse, paradigms that would mitigate this unpreventable loss of energy while still allowing
somet hi ng | i-gykabled toguxtap@ss intormeanthg and lines built from the
momentto-moment workings of the human body

Ol s o n-@amnicnsolution to the problem of abstracting language was markedly visual,
invol ving t he wdangibte sbjest within thesnevayslibeetedyfialdaf the page.

Note how often words | i ke frbeloyviect, 0 At hing, O
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It comes to this, the whole aspect of the newer problems. (We now enter, actually,
the large area of the whole poem, in the FIELD, if you like, where all the syllables
and all the lines must be managed in their relations to each other.) It iteg ma
finally of OBJECTS, what they are, what they are inside a poem, how they got
there, and, once there, how they are to be used. This is something | want to get to
in another way in Part Il, but, for the moment, let me indicate this, that every
elementin an open poem (the syllable, the line, as well as the image, the sound,
the sense) must be taken up as participants in the kinetic of the poem just a
solidly as we are accustomed to take what we calbbjectsof reality; and that

these elements are be seen as creating the tensions of a poem just as totally as
do those otheobjectscreate what we know as the world.

Theobjectswhich occur at every given moment of composition (of
recognition, we call it) are, can be, must be treated exactly asdohegcur
therein and not by any ideas or preconceptions from outside the poem, must be
handled as a series abjectsin field in such a way that a series of tensions
(which they also are) are madehtold, and to hold exactly inside the content and
context of the poem which has forced itself, through the poet and them, into
being.

Because breath allovedl the speectiorce of language back in (speech is
thehsoloifdwverse, is the secret of a poemob:
by speechsolidity, everything in it can now be treatedsadids objects things;
and, though insisting upon the absolute difference of the reality of verse from that

other dispersed and distributédng, yet each of these elements of a poem can be
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allowed to have the gy of their separate energies and can be allowed, once the

poem is well composed, to keep, as those aihgctsdo, their proper

confusions. (Olson 2434) [bolded emphasis mine]
I n the context of this disserdbavedoddnpthawd sonos
been a more accurate description of the omnidirectional, egesetd installation poetry of
Mar cel Broodthaers i f Broodthaers had written
Aexactly inside theoreamtoe mthiarhd fiamurstt e Yte arfa ntaly
to each othero such that they keep their Apro
background muddling ihe Corbeau etle Renamiln d Br oodt haer sdéds Mall arm

Yet, we must alsonotethedst i ncti on Ol son makes when he
di fference of the reality of ver Hlwedfealityym t hat
This is important because Broodthaersds mani p
freeverse does not apply as exactly as we might like to our understanding of free verse still
confined to the page. Olson, too, wanted verse to touch the actualities that language only gestures
at, to lay bare what he found to be a terminally compromiseitmyastem and replace it with
something truer to the mometttmoment spontaneities of life. Yet, for better and worse, he was
determined to accomplish this in a tadonensional form of poetry where the objecthood of
language would always be compromisedhsy inability ofsignifiers to be theisignified. To
of fset this Ilinguistic sabotage, Ol son took a
hands on a more definite poetic realty, if one that stops shoibDqgft8/sicality.
This is where the feeverse potential of comics form reenters our discussion, allowing

contemporary artists a closer approach to thieeensional experience without leaving the two

dimensional field of the page. The juxtapositional nature of comics panels (and the text and
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visual materials they contain) do virtually everything Olson asks of projective poetry, bettering
poems that deal only in language by coding their arcs of energy in ways that further minimize the

dissipation of that energin effect, @mics

poetry safeguals the kinetic, evechanging
expression of reality and

languageonly poetry by offloading much of

its object/action burden on the perpetual

Anowo of the comi-cs panel
visual imagery. The projectiveybridity of

mainstream awmics form manifests itself in a

ot Rl r o s - variety of ways ranging from the expressive
shape of panel borders and sound effects to

the inclusion of motion linés and even the

powers of superheroes like Reed Richards,

Figure27. Marvel panels with schematic breakdowns in Lee  Whose rubbery nature allows him to project
Stan, and John Buscentéow to Draw Comics the Marvel We

Simon and Schuster, 1978. .
movementmeaning, and energy across the

page at something like the speed of thoyipt 27). The breadth of the page, and the embodied
limitations an artist like Jack Kirby would have encountered as he muscleertui$ with

momentto-mo ment nuance across that s paioeeAteaghr ovi de

instantof Kirboyp s goi ng, the sand sl ipped away, but he
fact of his |Iinework as a heightened actuali't
AMar vel Met hodo of comics pr oduc tpagesreturnede e 6 st
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to the office, a procedural quirk ensur.i
projectively enhodipdecahterisyanypoem.by 6 s
Comics poetry is adept at this sort of projectivism. For example, corii€idéettaSuite

Vio(fig.28),t he finale of Badmands sequence:

Figure B.Ba d ma n, Colle@taSiu k t f@Convds asdoetredited by Franklireinspruch, New Modern, 2012, p. 1

ng

The only help Badman provides regarding the form of this piece, beyond the aforementioned

desire for fibal ance, 0 is a brief note that
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set of 3 groups of 3 panels, . . . [as] an attempt to confound a ma | reading pathbo
pages | i ke this one become fia |little more geo

|l ooking at the main characterds cl|l @x29i ng, t he

Figure29. The mostikely threep ane | g r CollgttaShugist e nVIi. 0

Even with this structure evident to readers, however, the message of the work is far from clear.
Different reading paths produce markedly different interpretations. A reading that begins in the

upper lét and proceeds clockwise, for example, results in a dispiriting visual poem where the
femal e protagonist criticizes her |l ack of sub
Aful fill mento before concl udiwign gt hiast nfieTchees sbaeray

the piningfor-you panel illustrations and overall heteronormativity of 1950s romance comics, it
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woul d be easy to interpret the nioColHedaSuitaei ngo a
VI o as a f emi nigenderrolas that toa often charactefize thivigenre. A

clockwise reading path beginning with the bottom left grouping might also be construed as
feministaligned, though with a metaomics twist. Here, the speaker (who we again assume is

the woman) begingith an emphasis on the necessity of the other dvibgside which she

barely matters as an individual, and in the f
the right side of the page with theaidea of e
conclusion that might point more at the reade
convention of romance comics whereby they end almost immediately once the lovers unite. The
outlook is more positive for the woman, however, if readers procegdmakelike fashion down

the leftmost column, then up and down the remaining columns as they narrow toward the right

side of the page. Here, the speaker seems to
wing that i s -obliggopeldi vgcoi aygaegmaeénst which her
fulfill ment and . : N : . exito (a move i
her absence in the rightmost columnés bottom

oo readings where the viewerds eye skips more
of which reading is most authorized, a fact which md@kaslettaSuite VIo more similar to the
operation of some opeended poems than much fiction, where @t order (if not the
interpretation of that plot) is usually clear.

AProjective Verse, o0 however, gives us a wa
than the sum of its narrative confusions, esp
strongly pojective in almost every seng€ollettaSuite Vioi s emi nent ly fAkinet i

definition, even if much of the comicbds power
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disappearance of its main character. In terms of period/genre energy, ithisakeansfer from

Colletad r awn romance fAsources, o0 up through Badman
the way over to the reader. The comics poem a
whereby form is an extension of content and right is the only projection that fully captures

this contentCollettaS u i toafidisg, offkilter geometries and deliberately confused reading
paths accurately figure the claustrophobic do
me, and | him?06 interlude of a romance comi c,
strands readers in this moment, which would not yet have a clear resolution within the original

story, it is appropriate that his form strands readers in a place similarly short of resolution. Both

the main character and the reader are left wondering whgeertext. As both then stumble

through the work, figuring things out spontaneous moment of choice by spontaneous moment of
choice, they follow Ol sonés preferred Aproces
that one perception flowed immediatelydatiirectly into the next.

Deeper into Ol sonds Oolettad8uytea ngdi mMiPIlr anj ietcit @ s eb &/t
suggest themselves again, this time regar@imlgs on 6 s t hi nki ng about t he
mind-syllables and breatlines, and the way thabmics make use of similar formal elements in
even the strictest, most nonpoetic contexts. If we accept, for example, Chrissy Williams and Tom
Humber st onebés equation of the comics panel wi
line present disrete units of sound and visual sense juxtaposed across the gulf of an interlineal
Agutter, 0 then we s ee A bleahsequence thah®Ilsoh writegsol i ke t
fervently about. Thisst he case i n Stan Lee andtheérdabkn Buscen
Kirby panel inHow to Draw Comics the Marvel W&Q78)(fig. 30). In the bottommost panel,

reduced to its schematic elements by Buscema in a nearby thumbnail, Captain America faces off

135



against a group of minor villains who surround himonneanlyer y si de. Il n the p:
synt ax, Kirbyds villains act | ike words wrapp

the panel 6s subject in a way that amassofeys movVv

tensions. This fits with Olson, favhom

speech was the vwihefel i do of

that these solids were organized into lines

such that fAevery el ement

as participants in the kinetic of the poem just

as solidly as we are accustomed to take what

we calltheobjecs of realityo (24
stages something of the same when, in

fiCollettaSuite V1,0 he chooses to wrap his

romance subject in a similar kinetic field,

though one defined less by the position of

stereotypical supervillains than the position of
Figure30. A Jack Kirby Captain America panel (bottom) witt

accompanying breakdown by John Buscema (top left), in L¢ . s
Stan, and John Buscentow to Draw Comics the Marvel Wz the prot@onist withingrasp of her own
Simon and Schuster, 1978. This panel figures comics

compositon as an act of visual energy transfer. archenemy emptine(;ﬁ;g 31) The diverse
levels of aggregation ha¥evisual objects acting as words within a single panel for Kirby versus

their being formed from the confluence of mamanels for Badmah mattes less than one

might expectn light of scholarRa ¢ h e | Bl au DuPl essisbs concept
important norcomicsr el at ed t heory in al|l of comics poet
ability to articulate and makeema ni ng by sel ecti ng, depdrossy i ng, é

fisequenced, gappedliltes i s poetryds agndweshauldexpecttt seesachy gi f t
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level skipping aggregation in many casedsj le specific force of anydividual poem occurs in

the intricate interoilagy armokign d hcelfordssrcimfl )etsthe { eod

multiple possibilitiedor creating segmeras ( qt d . i-29). KM crHbayl ea n2d8 Ba d man 0 ¢

segmentation within and between panels does the, dantding thesediscrete but otherwise

extremely flexibleneasureito a visualers libreon the cusp of actual poetry. Though the

Aipoetryo of mainstream comics in this sense i

outright similarity, the reach woultave been gamiliar one for free verse pioneers likgra

Pound, who strove for an approach to lineation on the order of faumsither imperfect but

instructive comparison which DuPl gssis extend
As for the syllables that make the

words that build into projective lines,

Lee and Buscema suggest analogs for

thisin t heir chaptder AThe

Form! Making an Object

According to Lee and Buscema,

AAnyone, even you or |,

sort of <circle or squar

version of the syllablasbuilding-

bl ock, ibut how do we n

thereh t hing?0 they ask.

make a reader feel as if he can just reach

Figure31. Visual and linguistic objects ifiCollettaSuite VIo as
fifchordo structures project
interlineal gaps.

out and touch it? How do we stop it from

just lying there, flat and ordimensional

137



on t he chamggwehightalsolevelltazy free verse (19). Lee a
with Olson, is to think in a more generously spatial way. While tight, thin columns of verse
spread the entire | engt h alinehloljecteimodmids (aloebdy Ol s o n
present in the open field) avoid flatness by virtue of the artlsti n ki ng of ed eryt hir
as having bulk. John calls this oO0thinking thr
projective poet devotes time and attention to gathering syllables and their meanings through

listening before they write, the budd comics professional is encouraged to avoid getting

Ai mpatientd and to make sure that they fdAhave

with it for the nexfiahdwwpagesmoskegoabhl mfin

diffi cult drawings when you come to themo in the
visual knowl edge would help diremkingltrusse del i ca
(21) . Leebs reference to | az acticgesothateihthei ng, as
moment of soloing, the musician might freely

| ater presents nine versions of a characterds
combine into expressions of emotion, sonmetone could do from muscle memory only with
much visual listening beforehand (:001).

Having said as much about mainstream American superhero comics, it becomes easier to
turn back, once again, fiCollettaSuite Vband s ee Ol s on-$ykablestndr ed up m
embodied breath/enerdiynes underlying a work that might otherwise seem hopelessly fractured.
In addition to the swath of emptiness around the womagGatiettaSuite V1,0 for example, we
might also say that the work runs on principle ofosderl or fAbal anced, 0 di sap
aside the question of which thrpanel grouping to read first or last, it remains that reading any

of them as segmented arcs from the central figure (with telephone, bathrobe, or headband) to the
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emptiest panel @re curtains, bare moon, bare wall) in that order produces a set efidghip
and upsidedown check marks thatrangethe work in a surprisingly straightforward way. The
effect obtained by these panel s, ibognedihi s push
progressive removal or deletidran inexorable dissolve from the room at its most-well
furnished to the room at its emptiest, each successive line/panel surprising us after the break with
the fact of a protagonist who has already defiurniturethat has already been removed fritva
house. Judging by the static proportions of t
/. : . nothing, o6 the size of the moon

andthg¢ exturing dots on the wall in AAchieve ful
view remains immobile. It is only the things in their objectifying panel fraimatzlisappear into
thin air, like a commentary on Vinc€ollettad s n o habit of etiding details, even whole
figures, in the process of inking them (Bryant, J,k640 , 7 3) . Badmands digita
scream with a desperate, concrete apBagiaugh just what this aphasia means is left, again, to
readers and how they arpret the bare fact of a wall.

With the help of verbay i s u a | i o like thecklision sequemae sbove, comics
poems avoid many of the descriptive mistakes that Olson feared would siphon away their energy
By partially deleting théremove language imposes on poettiieys t r i ve t o pr ot ect
core actuality, oat least the illusion oferisimilitude also guarded by normative free verse. This
choice does the remaining language an essential serviee fagfeing it to pursue other, more
lyrical avenues of expression that add to the concrete visuals rather than simply replicating their
work. That these examples do not feature real lovers hardly matters, as their more direct
interpretations are stillsupe or wi th respect to energy conser

~

emphasis on Athe absolute difference of the r
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di stributed thingo (true reality), aemotion t
are forms of projective free verdditimately, heme d i wondete, energyetaining visual
objects and lyrical textelementse i nf or ce one anotheroés ability
all ow the fAfree tur ni ngheex@pdctedso thanthexr nothbiratom t e n t
speaks to us with greater surprise.

Such is the case in comics pyebeyond Bacha n 6 s as$or ewaenpldin Paul K.
Tuni sds AAvenge (figd2). In theaspreas Hetow, pnpgecal eatishifts
rapidly to nature illustratiorthen toan even more iconic/cartoosyyle ofdrawing, and bacto

magical realisnin rapid successiorMeanwhile, the text moves fromharshlys e g ment ed A We

el wra) ove
v
CentR

gz\,l A

o i i | 5, A
- ey il s

e 4 k”-,.‘.-, e / n
f INKOBRICK: A\Jcainmag af Cokhies PoefrgovieMad 204

Figure32.Tuni s, P:';\ul K. Excerpt
pp. 2128.
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eavesdropped on | eaves symbolineaminndrofivt h® $w@aml o fo
cal ami tfreeeversg)in, Wetéol | wr ap our go d&gWwihthelabedsws paper
from the life cycle diagram intervening in the latf€@hough Tunis does neay it outright the
juxtaposition of these jangling elements and their surprising turns away from one another speak
profoundly,and in kind ofverse, to thdikelihood of anaccidental pregnancy.

For those skeptical aboutethonnection between projective verse and comics poetry on
the grounds that visual syllablesand pamel s ed fAbreadth | inesodo take u
verbally-oriented poetry Olson actughvrote about, it is important to stress that wording
remains a vital and inextricable aspect of most comics pdgmsd m &Collétm Suiteis a fair
example of this, as its depth of meaning would collapseaiptstiche of American romance
comicswithout he transl ated f r ag melaventhcehturyhe Tadkwt as a k i
Geniji.

Part of this dimensional loss iiCollettaSuite VIo would surely come from a lack of the
current v er s thistoribasresdnaree In Japanese lienatg@ogatarilike Geniji
are, broadly speaking, extended prose narratives often (if not always) focused on courtly
romance. Thewrealso studded with poetry and poetic allusion because it would have been
expected that Japanese storgampgoseand srandmit goetry onteo s e i
regular basis. Poetry, as Royall Tyler notes in the introduction to his English translafioe of
Tale of Genjiwas one of the few waybatupperclass individuals could circumvent the
Astrict ur e satserived(ffoo exangle, totkgemthetwbman courted by a noble person
from being seen or heard by him except throug
t he domain of hierarchically marked | anegguageo

resource (xxiii). To pair the pininfpr-you moment of a contemporary American romance comic
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with text from amonogatarias replete with them &3enijiis to shorcircuit the idealized cultural

context of gender relations in 1950s America and, in the $aeath, enter a transhistorical,
transcultural, translinguistic space as capac
historys panni ng projecti ve poem ColEttaguitekammagdriods her s .
specific meditation on gelered isolation into a kind of transmedial Heian drama where panel

borders serve in the place of shoji screens and poetry runs between them, piercing and

reinforcing that isolation at every turn.

Badmandés text borr owi nmmterallinghe seose that lppec at es h
class Heian women were al mosTylerweivtees triliyveado
surrounded by a more or | ess | &urtlgeamors,t af f of w
European and Americdhn ot i ons of solitude and privacy di
curtains, it is true, but they were only curtains, and any number of gentlewomen slept just outside
them on the floor. . . . If [a lord] said something privately to a gentlewoman, hegyethttado so
in a room already containing a good many of t
isolation offiCollettaS u i t @ pro¥abamist by dint of contrast, reminds us that it is not only in
1950s America that women were forced to vie fabk relationships with men, or inflects that
1950s context by asking us to consider who or
romance convention, or the Heian periodds ins
attendants or householdsth ¢l ose by was al one [ because]
remains uncertain (Tyler xix). Like the many reading paths possii@édatettaSuite VI,0the
workds transgenre | iterary meaning remains op

suggstive, alluring depth for its free and mutually deformative pairing of visual and verbal
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linesd a pairing that, as with Broodthaers, renders visible the previously transparent
cultural/literary frames within which romance comics amshogatarihave been set

The link between Vinc€ollettad s r omance c olnhiec T araeg eafy @enndj i
language resonates in other ways as well, particularly with respect to readership. It does not seem
like a coincidence, for example, thi@slletta Suitedraws on two historal genres with a
primarily female audience. As Michelle Nolan writed.wmve on the Rack&er history of the
Ameri can romance comic genre, fAseemingly ever
read romance comics from the late 1940s to the early 1950st he peri od from whi
pullsCollettads wor k. AFor the better part of three d
were an American institution. They wkréeebdhe f
situations instead of flying men d@mvomen, impossibly accurate gunfighters, glamorous
gangsters, space explorers, jungle heroes and heroines, vampires and zombies, anthropomorphic
ani mal s, da&atnldoudt dh&eforeely admiitfsed as .0l soden
guotes, becaesthe vast majority of the romance stories published in comics were contrived (and
often banal) fantasieso (3). Like the project
boundary between reality as expressed in art and reality as it exists ialtwenld, though their
approach to reality was still much closer than that of their competitors for these reasons. Tyler,
meanwhile, notes in his introduction that whdes n jmbsbisfluential defenders were men,
men were nottheno n o g aprimaryire@s r shi p. Al n Mur asaki Shi kib
Athe men (apart from clerics) were al/l of fici
law, and so on in Chinese, learned to write the Chinese language, and also composed Chinese
poetryd Chinese being the learned, written, formal language. . . . They of course composed

poetry in Japanese as wel |, but fiction was i
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adults in the 1950s and romance colassiiedasf or ma
worthless fant asen jlJl@paine)s.e Lpaooksieng Taytl er notes
phonetically written Japanese, with few Chinese charagterssoul d have been see]l
Afespecially for wome n Geénj,eanlyivamertopenifiread erkis;ehtai ns w
taleso (xxiwmar kEhedsecgemwmasr had utility in rea
in strange or painful circumstances might comb tales for examples like her own, just as an
Emperor might review the formaistories of China and Japan in search of a precedent for his
plighto (xxv). The case was the much the same
latter half of 1949 when the romance comic boom swamped newsstands, slipping by a forerunner
of theComics Code Authority to add more than 1,000 new romance stories across 256 separate
issues of 118 new titles (Nolan 43). It was not only foalor love that these readers sought but
a better fowrcolor bead on reality.

Further strengthening the bondwet e n Badmanés sources is the
comics andnonogatari(including Genji) wereillustrated and that these illustrations were a vital
part of their appeal. Though one hardly needs proof of this for American romance comics, the
importance bpicture making tanonogatarilike Genjimay be less well known to some English
readers. Yet, the relation of graphic illustration to the poetry and pfasemonogatariwas so
important that Shikibu speaks to it in a notable pair of scenes, firsebet@enji andhis
adopted daughter and later between Genji and his wife. As Shikibu writes in chapterfiveenty
AThe Fireflieso:

The long rains were worse this year than most, and to get through the endless wet
the ladies amused themselves day and mghtillustrated tales. The lady from

Akashi made up some very nicely and sent them to her daughter. This sort of
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thing particularly intrigued the | ady i

who therefore gave herself all day long to copying andinga She had several

young gentlewomen suitably gifted to satisfy this interest. Among her assemblage

of tales she found accounts, whether fact or fiction, of many extraordinary fates,

but none, alas, of any like her own. The 